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Foreword
Gertrud Sandqvist
Dear Reader,
This Malmö Art Academy Yearbook that you
are holding in your hands is the seventeenth one
we’ve published. The first one was just a thin little catalogue, with little else in it besides images.
As our ambitions have grown, and new programs
have been added, the catalogue has become a
massive publication of 400 pages. Naturally, its
most important contents are the presentations
of our Master and Bachelor students’ graduation
projects and texts, and the presentations of our
doctorate students. Also, this yearbook is the
first in which we are able to present texts and
projects produced by the first batch of graduates
from our new Master programme in Critical and
Pedagogical Studies (CPS), which is run by Maj
Hasager. The quality of their texts and projects is
exciting and refreshing to see, and they are actually producing new knowledge within a domain
that has not been the object of much study in
the past; the methods of artists who teach future
artists. In experiments, as well as in more considered expressions, the CPS students offer us some
rather unexpected answers.
On the 5th of December 2012, Frans Jacobi defended his doctoral thesis Aesthetics of Resistance.
Perhaps the most interesting part was the way
he investigated the nature and potential of the
aesthetics of resistance in a long series of performances. His exhibition at IAC, where he showed
documentation from all of the performances
and performed the final one in the series, made
a great impression on all of the participants.
Frans Jacobi is the sixth doctor of Fine Arts to
graduate from Malmö Art Academy. Apolonija
Šušteršič is scheduled to defend her thesis during
the autumn of 2013. New doctorate students
are artists Rosa Barba and Andrea Ray, as well
as artist and curator Marion von Osten. Great
thanks go to Professor Sarat Maharaj, and to the
excellent opponents and grading committee: Dr
Sheryl Doruff of the University of Amsterdam,

Dr Dominic Johnson, Queen Mary, University
of London, Dr Bryndis Snaebjørnsdottir, University of Gothenburg, and Dr Matts Leiderstam, Lund University.
When the Art Academy awards its degrees, we
want every step along the way to make sense, and
represent real knowledge to be acquired by the
students, that will serve them well in their artistic production. At the Bachelors level, this means
that students are required to formulate their own
artistic position within a group exhibition, and
write an essay to express where they come from
as artists, as well as the art field into which they
would place their own art. At the Masters level,
the requirement is to present a solo exhibition,
as well as to be able to offer deeper reflections
on one’s own artistic process. The essay form is
especially important to us, as we believe it to be
closer to the way an artist writes than the form
of an academic paper. This yearbook also offers
samples of the inventive and imaginative expressiveness of our Bachelor and Master students,
both visually and in writing. I’d like to extend
great thanks to our external examiners, museum
directors John Peter Nilsson and Lisa Le Feuvre,
and for CPS, Dr Katrine Hjelde, University of
Arts London and curator Reem Fadda. Thank
you to all the teachers and mentors that supervised the Bachelor and Master students: Margot
Edström, Maria Hedlund, Olav Christopher
Jenssen, Joachim Koester, Viktor Kopp, Matts
Leiderstam, Nathalie Melikian, João Penalva,
Per Olof Persson, Nina Roos, and Haegue Yang.
Thank you also to the mentors of the CPS students: Dr Ann-Mari Edström, professors Sarat
Maharaj and Matts Leiderstam, Jürgen Bock,
Jeremiah Day, and João Penalva.
Another important function of this yearbook
is as an account of what we have been doing for
the last year. As our curriculum changes each
year, the documentation given in the yearbook
is our best opportunity to inform people about
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our programs. The reason for this is that we
want to give our teachers the same opportunities our students have – the freedom to give
workshops and seminars that they find interesting, and that reflect their own artistic position.
Whatever cost this might carry in terms of lost
predictability is more than made up for by the
flexibility it allows.
During the summer of 2012, eight students
where given the opportunity to work as assistants of two artists who were showing at
dOCUMENTA 13 – Michael Portnoy and Tue
Greenfort. They made the 100 days we spent at
dOCUMENTA a rich and unforgettable experience. Thank you!
And finally, of course, great thanks to our small,
but excellent, administrative team, which is
supervised by director Silvana Hed. You make
this school what it is.

Gertrud Sandqvist
Principal and professor at Malmö Art Academy
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Andreas Albrectsen

Andreas Albrectsen
Copy paste Copy past
It is said that you should choose your battles
carefully, in life generally, but especially when
you roll up your sleeves as a visual artist. Many
hours, if not months, in the studio are spent
trying to draw water out of the air. This is of
course meant as an allegory for the creative
process – from the sweet itch of intuition to the
final result left behind, whether it is in the form
of an exhibition product or the documentation of an action. Then when you have finally
succeeded in constituting a work formula, or
an agreed-upon system
that makes it possible
to draw water from the
atmosphere in the studio, it is wise to remind
yourself to choose your
battles before throwing
yourself headlong into
the open sea of possibilities, only by doing so to
risk death by drowning
in the murky depths of
fleeting ideas. Learn to
swim before diving – or
you will sink. I can of
course only speak from
my own work experience and try to outline
a linguistic image from
this. Choosing your battles carefully is a preconceived expression that implies that when you face
a certain problem you should be able to draw on
your experience with comparable problems, so
that by doing so you can make the right decision
and head in the right direction toward something. I always envisage the work before I begin
to realise it. However, this does not mean that I
can predict the results. When we see something
in our mind’s eye it will always be an image that
is composed of both the memory and the idea
– that is, the idea of how a certain memory happened in reality. But images never tell the whole
truth, because they are, by the nature of things,

frozen – or as Roland Barthes stated regarding
human memory through photography,
“Not only is the Photograph never, in essence a
memory. But it actually blocks memory, quickly
becomes a counter-memory [...] The photograph
is violent: not because it shows violent things,
but because on each occasion it fills the sight by
force, and because in it nothing can be refused
or transformed.” 1
In other words, photo
graphy always limits the
memory of the viewer to
a single picture frozen in
time and place. Human
memory, on the other
hand, is constantly in
motion; it expands and
weakens throughout life.
Thus there is always a
risk that the memory is
being manipulated by
the idea when a memory
becomes a picture – both
as a visual recollection
and as a photograph.
According to the French
philosopher Paul Ricoeur,
this problematic relationship between memory and idea is as old as Western philosophy. It originates in Plato’s thematics
concerning the icon, and speaks of the present
representation of an absent thing. It is a discussion
that problematises the memory within the idea.2
In the introductory presentation of his Seminar
XI about the fundamental concepts of psycho
analysis, Jacques Lacan reflects on ‘praxis’ as a
concept, and how it is the most comprehensive
term denoting any human-engineered action that
is capable of processing the real by the symbolic.3
This definition of the term instinctively leads my
thoughts to artistic praxis as an image-creating
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activity. Artistic praxis deals with, if anything,
the real, i.e., that which does not allow itself to
be materialised through language, according to
Lacan – the unspoken. It is processing as a result
of symbols taken from reality. The predominant
presence of images in the world is an obvious
illustration of what Lacan means when he says
that our reality consists of symbols, that reality is
something we understand by means of the symbolic order. Images, or rather photographs, are
statements consisting of decodeable signs – we are
constantly reflected in the images with which we
surround ourselves, and from there we also create
the image of ourselves that we want other people
to see. The problem is just that we can never
attain full control of our self-image since it is a
composite mass – a decoupage made from picture
cuttings that have appealed to us at different
times throughout life, and that we have selected
and imitated in an attempt to turn them into a
part of ourselves. We are a product of our individual heritages and shared environments, but
we are also a product of our fantasies; the people
we want or wanted to become. This unavoidable
image with which we constantly camouflage our
surroundings results in our simultaneously being
cut off from our pure consciousness; in other
words, we cannot relate directly to ourselves, as
we only perceive consciousness as it appears to the
Self, which has projected itself outward and into
space. We only know ourselves the way we appear
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in the shapes of the external world.4 A good
example of this Bergsonian problematic can be
discerned in the words of David Hockney, when
he says, in a short sequence in the documentary
film A Bigger Picture, ‘You don’t know what an
empty room looks like, because the second you
walk into one it isn’t empty anymore’.5
According to Barthes one only has to go back to
the origin of the word (picture/image) in order
to get to the root of the problem when dealing
with the semiology of images: ‘According to an
ancient etymology, the word image should be
linked to the root imitari’, and it is by dwelling
on the word itself that Barthes poses the question, ‘Can analogical representation (the “copy”)
produce true systems of signs and not merely
simple agglutinations of symbols?’6 Can an image
be read in the same way as its referent? Or will
the representation always make the familiar (sign)
anonymous, and turn it into an agglutination of
surrogate symbols? In this context, one can imagine any document whatsoever going through a
copying machine, only thereafter to have its copy
copied sufficiently many times so that the once
so immediate document has been transformed
into a blackened shadow of itself. One can also
take any word at all into one’s mouth and repeat
it rapidly over and over, after which the word (the
sign) detaches itself from its symbolic meaning
and becomes meaningless. This is the story of the
feather that, by turning into five hens at the same
time lost itself – the original story of the feather
was lost in the retelling.
Already in the interwar period in Germany, Siegfried Kracauer criticised the rising significance of
photography in the media industry of the time,
namely the insatiable appetite for images of the
illustrated weeklies. Kracauer’s aversion to mass
media was based on the following argument:
that it would be precisely the universal presence
of the photographic image that in the end would
destroy the human cognitive mnemonic process.7
Kracauer expressed it as a ‘flood of photographs
sweep[ing] away the dam of memory’:
“The assault of this mass of images is so powerful, that it threatens to destroy the potentially
existing awareness of crucial traits. Artworks
suffer this fate through their reproductions. […]
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In the illustrated magazines, people see the very
world that the illustrated magazines prevent
them from perceiving. […] Never before has a
period known so little about itself.” 8
That the mass media, by virtue of images, portray a world that the viewer/consumer is at the
same time cut off from, and that the memory of
reality is overwhelmed by the desire for the image, is again a return to the Platonic description
of the enigmatic existence of the image itself;
the desire for an absent thing via the present
representation. On the basis of Kracauer’s interpretation of the problematics of the photograph
versus the memory, one can draw a subsequent
parallel to Barthes and his thesis about the
photograph always being an ‘anti-memory’, in
that the photo dominates the memory through
the limitations of its physical frame. Walter
Benjamin insisted that ‘history decomposes
into images, not into narratives’;9 with this
contention Benjamin ostensibly argued that the
more traditional forms of communication no
longer were sufficient for expressing the modern
experience.10 Benjamin’s dramatic statement
describes a poetic but bleak picture of our
common past as though it consisted of quaking
houses of cards, ruins built from postcards and
photographic snapshots that at every moment
risk collapsing under their own weight from an
eternal stream of images. Barthes later observed
that one could not simply speak about Western
consumer society in 1964 as a civilisation of
images, but that it still to a great extent could
be viewed as a civilisation of writing – by virtue
of the large-scale consumption of headlines,
subtitles, and product descriptions that always
tend to accompany the images.11
Even if Barthes formulated a description of the
Western world as a civilisation of images and
writing back at the beginning of the 1960s,
one must say that this description – via today’s
social media – is still immensely topical. In
the year 2013 we have learned to advertise ourselves through the services of social networks;
where one once used to spend a long time
creating an ‘image’, today one can be satisfied
by uploading an image to one’s profile. We
have become used to seeing each other’s private
images placed between advertising columns in

8. Siegfried Kracauer,
‘Photography’, quoted in
Buchloh, pp. 133–34.

the virtual forums, since it is these platforms
we now use to assert and market ourselves. The
social network services are, however, not free;
they still sell a product – and the product is the
user him- or herself. Viral marketing is the new
buzzword of the times, and it is based on the
classical word of mouth method. But how the
word was previously spread via people’s mouths
– and consequently risked being spread until it
was beyond recognition – all statements online
can now be traced back to their sources. At any
rate for as long as, e.g., Google or Facebook
show an interest in them. The less we demand
certain things, the faster those things step back
into oblivion. The Internet is an all-encompassing, but also fleeting, archive that expands
like the universe – or like human long-term
memory, to stick to the relatively mundane.
In order to be able to successfully manoeuvre
around in this archive, one must first learn to
look up the right search term.
“Console thyself, thou wouldst not seek Me,
if thou hadst not found me.” 12
According to Lacan, there are two fully acknowledged domains within scientific research:
a domain in which one seeks, and one in which
one finds. This already found is always behind,
but is struck by something that belongs to the
order of oblivion.13 The ideal function of the
Internet is to support our collective memory, to
be a space into which people can project, un
adorned, their thoughts, memories, and desires.
But it is most importantly a space that maintains
our long-term memory, because we are unable to
remember everything we know, or, to put it as a
Socratic question: ‘Can a man who has learned
something not know it when he is remembering
it?’14 The explanation for not being aware of our
own complete knowledge lies partly in our eyes.
Our field of vision is relatively broad; therefore
we capture an extreme amount of information
(images, text, etc.) from our surroundings when
we walk down the street, when on the Internet,
when watching TV. This enormous amount of
‘input’ we absorb automatically, even though
we have perhaps only focused our attention on
a single thing in front of us. All of these visual
impressions that we absorb are stored in our
memories as subconscious knowledge.15 In other

Andreas Albrectsen / Master of Fine Arts 2

9. Susan Buck-Morss,
The Dialectics of Seeing:
Walter Benjamin and the
Arcades Project (Cambridge, MA: MIT Press,
1991), p. 220.
10. Andrew McGettigan,
‘As Flowers Turn Towards
the Sun: Walter Benjamin’s
Bergsonian Image of the
Past’ in Radical Philosophy
158, Nov/Dec 2009: ‘It
is not clear whether this
latter claim has transhistorical validity, or whether
the emphasis on image
connects to the destructive character of modernity such that traditional
modes of communication
are no longer able to express modern experience’.
Cf. Walter Benjamin, ‘The
Storyteller’, in Illumina
tions, (London: Pimlico,
1999) pp. 83–107.
11. Barthes, Rhetoric of
the Image, p. 38.
12. Blaise Pascal, Pensées
(1669)
13. Lacan, The Four Fun
damental Concepts of
Psycho-Analysis, p. 7.
14. Socrates, Theaetetus,
quoted in Paul Ricoeur,
Memory, History, Forget
ting, p. 8.
15. Randolph Blake and
Robert Sekuler, Percep
tion, 5th edn (New York:
McGraw-Hill, 2006);
Wikipedia, ‘Plato’s Problem’, http://en.wikipedia.
org/wiki/Plato’s_Problem
Accessed 26 February
2013.

Andreas Albrectsen

14

Studio, Stereo (1)
2013
Frottage: coloured
pencils on paper

15

words, we know more than we realise. This
preconceived knowledge can be compared to
Bergson’s description of ‘pure memory’, which
is a non-visual memory that exists before the
memory-images. Bergson described this pure
memory as an intuitive sense of our memories –
an imageless memory shrouded in mist. When
we try to remember something specific we travel,
according to Bergson, via this mist of memory
back in time in order to there await a memoryimage.16 Today we use the Internet to travel in
time and to find the memory-images for us.
I search the Internet, but in order to search I
have to have, in advance, a feeling for what I
am looking for – a criterion. For this reason, a
search for the totally unknown is, paradoxically
enough, out of the question because there are
always prerequisites for the search. I can only
associate my way to things I did not immediately believe were related. To seek and to find
are two sides of the same coin, but nevertheless constitute two different domains. If one
looks up these two concepts in a dictionary,
one will find the following definitions: To seek:
An attempt, or the wish, to possess or achieve
something one in advance knows, or suspects,
must exist. To find: Discovering or noticing, by
accident or unexpectedly.17
I regularly use search engines on the Internet to
find images that subsequently will
function as models for my drawings.
Herein arises an interesting paradox:
If someone asks me which specific
kinds of images I generally look for
or that I am generally interested in,
it would be difficult for me to give a
general answer to this. I can in this
context only ask myself the question,
‘How self-reflexive do you have the
opportunity to be in a virtual world
where search engines have in advance
analysed your interests and continuously adapt the search results for you?’

Andreas Albrectsen

In my work I am constantly searching in the
hope of returning to my studio with a souvenir
or two. My souvenir collection consists entirely
of photographic images and is in itself a rather
worthless treasure, because these images only
exist as digitalised reproductions of original
photographs. My collection is stored as an unnamed archive on my computer, and the major
part of the contents consist of screenshots
taken of virtual images that were found on the
Internet. The rest are scans of selected pictorial material taken from catalogues, postcards,
and such things. I call my finds ‘souvenirs’
because the French/Latin origin of the word
corresponds well to the way in which I use
photography in my work: Souvenir – “from
French […] derived from se souvenir ‘remember’, from Latin subvenire ‘come to someone’s
rescue’” 20 . The main purpose of the souvenir
is to come to the rescue of one’s memory; to
remind the owner of the time at which it was
acquired, and thus trigger sentimental values.
Or, it can stimulate one’s imagination about
the origin or earlier ownership of the souvenir
in an observer finding it for the first time. The
idea of the souvenir as a distorted, maybe even
anti-decorative object is wide-spread; in the
West one might speak of a ‘souvenirisation’ of
the past, about the imprinting of nostalgia as
a part of a commercial and marketing strategy
that tricks consumers into missing what they

“Who controls the past, controls
the future. Who controls the present,
controls the past.” 18
“Don’t be evil.” 19
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have not lost.21 In my case it has to do with the
photographic souvenir, and what repeatedly
spellbinds me is the autonomy of the image –
the independence of the subject matter, in spite
of the impact of time and of the earlier ownership of the image, or of its original context.
The Belgian painter Michael Borremans never
portrays the individual in his figurative works;
instead he works with archetypes, the universal human image. A major part of Borremans’ painterly repertoire takes as its point of
departure pictorial material that originates in,
or is in a dialogue with, the mid-twentieth century.22 This was a particular point of intersection in history, characterised by the decline of
idealisms, by collective self-awareness, and by
the emergence of a new political world order –
a forward-looking but traumatised world, that,
through the materialist renaissance following
the war, once again lapsed into new dystopias.
Our contemporaries are still reasoning in this
world order, even though the economic power
structures that have existed since that time are
now in a state of disintegration. As an artist it
is interesting to return to these pictorial relics
that still rest in our collective consciousness;
images that express a longing for simpler times
– a lost age. But these are ambivalent images
that in the same context can be associated with
a world history permeated with violence. Time
has in these images always left its conspicuous
patina in the form of scratches, exposure to
sunlight, etc. Thus the images acquire a certain
ghostly effect; they turn into a single statement in two layers. The first layer is the subject
matter, the idealised picture of the past that
the observer longs for. The second layer is the
layer of time, that with its cuts and scratches
undermines the first layer by making the observer aware of the transitoriness of the image.
In other words, the second layer of time makes
the viewer’s experience of the picture a disillusioned one.23 The physical presence of time
that patinates pictures becomes meaningful
in that it makes the photograph visible 24 – it is
not the subject matter that becomes visible but
rather its surface. In this way, the photograph
becomes self-reflexive, in that one is made
aware of the mortality of the people depicted
in spite of their immortalisation through the
photo. However, undated pictures still have a

17

certain function; they can, like modern ruins,
be a reminder of the future, when our own
present becomes history. 25
“What is at stake is not conservation of the past
but the fulfillment of past hopes.” 26
As a part of my image-searching activity and
as an important consideration in connection
with my drawings, it is noteworthy that the
photographic souvenirs I use in my work are
not pictures I have brought home – they are
pictures I have downloaded. I work on the
basis of existing analogue photos, but they are
photos that by having been put on the Internet
have lost their physical form; they have been
dissolved through a documentation process.
From once having been tangible documents
they now lie reduced to a cryptic HTML-code
and appear only in a pixellated form on my
dust-attracting LCD screen. Very often these
pictures have been put on the Internet in low
image resolution, which means that it is impossible to zoom in completely, or enlarge the picture properly. I can therefore not go exploring
details, and for that reason it is a matter of very
small images that end up as the originals for
my drawings. I often try to enlarge the pictures
by stretching them on my computer, but only
to the point where they begin to pixellate and
disintegrate. Thereafter I rebuild them again
from the ground by drawing them. That is, we
are talking about disembodied pictures that are
the point of departure for my works, a digital
mass of pixels that refers to the originals. It is
thus possible to consider a photograph’s digital
image as a shadow of itself. In this context it
is interesting to return to Greek mythology’s
story about the origin of painting. The origin of
painting was primarily the origin of drawing,
but we can also reduce it further and consider
it the origin of depiction. The drawn image
originated in the shadow; that is the story of
the daughter of the clay modeller Butades, who
watched her beloved asleep on the night before
his departure. Spontaneously she captured the
outline of his shadow as it appeared on the wall
in the glow of a candle, by tracing the contours
and drawing on top of them. Absorbed by the
drawing she had her eyes directed past her
sleeping chosen one – in that she was trying to
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capture his presence. Butades’ daughter succeeded in capturing the shadow of her beloved,
and with it, the presence of his absence. Thus
was born, according to mythology, the inescapable premise of the image: to be a current documentation of something lost. That is to say, the
drawing originates in the intersection between
a longing and a sense of loss.27 By tracing the
contours, Butades’ daughter succeeded in tearing herself away from the shadow figure in the
glow of the candle. By this creative act she was
able to distance herself; she could relate to the
lost object by drawing it and thus adding her
own presence to it. The drawing of the shadow
that remained on the wall thus became a testimony to the future about the two of them.
“Nostalgia is not always about the past; it can
be retrospective but also prospective. Fantasies
of the past determined by needs of the present
have a direct impact on realities of the future [...]
Unlike melancholia, which confines itself to the
planes of individual consciousness, nostalgia is
about the relationship between individual biography and the biography of groups or nations,
between personal and collective memory.” 28
I draw; it is my way of meditating on the images I find. Through the drawing I establish a
personal affiliation with a material that otherwise lies ahead of my own existence. Like a
tourist in time I travel around on the superficial
memory membranes of the photograph; here
I visit existing monuments, pose before them,
and document my own presence in relation to
them. Through the decay we relate to each other entropically – the image, the ruin, the monument, the human being. Across continents and
cultural boundaries we at bottom belong to the
same land; a land that has left us – the land that
lives on in our memories. In this way I relate to
a pictorial archive that reaches across an infinite
horizon of time – in that the basic essence of
the photograph is to relate to the past. My
works are very often meticulously drawn; many
working hours are spent reconstructing the idea
of the moment that was mechanically captured
only to immediately slip past the camera’s lens
again. It is my feeling that this integrated complex of time that is present in all my works can
be brought out in relief on the basis of Henri

Bergson’s understanding of the present and
‘being in time’.
According to Bergson, the human ability to
self-reflect, e.g., ‘to see oneself seeing’ is a testimony to our living in time, since it is the result
of the fundamental doubling of time: perception on the one side and memory on the other.29
Past and present are inseparable because the
present is in a state of constant flux, and for
that reason it is impossible to focus on. The past
coexists with the present; every single moment
we experience is doubled in two directions: one
rushing forward, because it is with a view to the
future that one speaks, thinks, and acts, and one
facing backwards. This can also be described as
memory, since we remember all the time.30
In principle all photos belong to an undated
world; I select some of them and take them out
of circulation. Through drawing I embark on a
re-exploration of the found pictures; that gives
me an opportunity to liberate an undelivered
potential I sense resides in them. This potential is
allowed to appear when I rearrange them on the
paper; here I most often leave the small subjects
floating freely in an oversized empty space in
order to emphasise the understanding of their
having been taken out of an existing context.
In this way the affiliation of the original image
is erased so that the image can be interpreted
anew. This interaction between the image and the
empty space of the paper form a whole – a new
reading of the picture where also the traces from
the manual process of the effort of drawing are
visible, and should be seen as an important documentation of the physical creation of the work.
The effort of drawing – the meticulous translation
of a photograph down to the most minute detail
and further, to the point where the details begin
to split up into individual grains of pigment –
leaves me in a kind of automatic pilot mode. It is
an egoless trance in which my own and the work’s
time/space ceases to exist, where the elements
of the subject with which I am dealing become
opaque, obscure. In this way the drawing condenses the original source material, and through
the drawn gestures the picture is slowly redeveloped into a parallel world of representation that
balances between fiction and reality.
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An important observation I have made in relation to my finished works is that they in their
entirety cannot be experienced through the
photograph – the distance is quite simply too
great, the small detailed drawings vanish in the
oversized empty space of the surrounding paper. Every time I am about to document a finished work I find myself in the same situation:
I have to decide whether I can settle for simply
photographing the work in its entirety from a
distance, or whether it is necessary to supplement it with a close-up so that one is at all able
to distinguish the subject and the manual work
that is behind it.
My drawings are, in other words, rather unphotogenic – they demand an intimate reading,
a nearness that can only occur in a private
sphere between the work and the viewer. Thus
my drawings relate both to a presence and a
distance, because from a distance one will most
often notice the paper before the subject. The
paper functions both as the foundation and the
passepartout for the work – the paper presents
the work, but something is ‘off’. This dual role
at the same time introduces a double distance
to the surroundings in which the work finds
itself. The drawing is in its own framed sphere,
flanked on all sides by the all but monumental
negative space of the paper. In this way the
work repeats the contemplative setting of the
exhibition space and thus this double neutrality
demands a one-on-one experience between the
work and the viewer. The work demands a slow
reading; this is the result of the slow creation.
The sizes of the drawings look infinitesimally
small in the space – they create a physical as
well as an illusory distance, but this distance
simultaneously gives the viewer the option of
coming up close and exploring his or her own
relationship to it.
This tug-of-war between intimacy and distance,
presence and absence, which is an inescapable part of the whole of the works, can within
Gestalt psychology be explained by the fact
that we all have an innate ability to organise
into foreground/background;31 however, not
everyone organises his or her sensory influences in the same way. We can experience
the same thing/work and agree on its general

Nostris
2013
Graphite, coloured pencil
on paper
76 × 56 cm
Detail

physical characteristics – but we will each
experience it differently, depending on the
psychological baggage we drag around. The
photographs I use in my work have in common
the fact that they can be read as being pictorial
fragments from a common past, but by drawing them I establish a personal and acknow
ledged relationship with them. In this way the
understanding of foreground/background is
complicated because I as the author behind the
work overshadow the original picture – in the
most literal sense, because I have drawn on top
of something underneath. Left behind is the
statement of an unpredictable past, because it
is in the end treated subjectively through shifting forms of representation, first as a photograph, then through cataloguing, only to end
up as a drawing.
“I thought of it as putting the images that I found
in books and magazines back in the real world –
in real time. Because when you look at the work
you confront it here and now.” 32
With this reflection, Vija Celmins relates
herself to the creation of her works; how she,
through drawings and graphic prints, transforms a found and ‘flat’ pictorial material into
something tangible – a physical work of art.
Celmins observes that whereas a photograph
consists only of a flat piece of exposed paper,
whose depth can only exist by way of an optical
illusion, the drawing on the other hand has a
plasticity by virtue of its own material – graphite especially is accentuated in order to open
up a world of metallic grey nuances, which,
according to Celmins, has a stronger relationship to grisaille than to black-and-white photo
graphy. Thus her pictorial material recovers a
materiality that the viewer not only feels that he
or she sees, but that is purely physically in the
same room.33
There is an important part of my work that I
feel I must put into words – namely, how my
source material changes its character during the
manual transition from photo to drawing. When
I meditate over found photographs it should not
be understood as an immersion in the history
of the photograph – I concentrate exclusively
on establishing my own understanding of the
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subject in such a way that I, via the drawing, can
emphasise some of the subject’s characteristics
instead of others. In this way I add a human gaze
to the photograph – or a painterly gaze that is
free from the democratic documentation of the
camera. In other words, I manipulate my material, and make use of various ‘devices’ to unfold
the undelivered potential I see in the pictures.
Photoshop is a tool with which I can change
significantly the statement of a picture. It is a
powerful tool, but I always try to work as subtly
as possible in my interference, even if in reality
I am not subtle. In the Silenced Icons series,
which belongs to my earlier works, I took as my
point of departure mainstream art photography,
which by its massive exposure and reproduction
over the years had gone on to become common
property. Here I was interested in removing by
touching up central elements in the foreground,
and leaving a ‘charged’ empty space, an iconised
celebrity background without key figures. It was
a series that to a great extent set the stage for the
viewer’s own memory of the pictures – or the
lack thereof.

In the oeuvre of John Stezaker, on the other
hand, the physical pictorial finds are the medium with which he works. As a collage artist,
Stezaker likes to assemble images in pairs in
order to, in this way, create a ‘third image’. And
in itself, the act of removing images physically
from anonymous circulation and allowing
them to come into their own as art is a device
he has perfected over time and made into his
trademark. It is said about Stezaker that he
appropriates images – he himself prefers to call
it stealing and vandalising them.34 The legal
perspective concerning copyright Stezaker
chooses to ignore; for him the forgotten images
he collects are ‘orphans’, exempted from service.
From this perspective one can discuss the ownership of the pictures being used.

A central theme in my work remains the corruption of images by memory and vice versa,
where drawing as the most subjective medium
still is capable of speaking with two tongues –
that of truth and that of fiction. In more recent
works I have moved across a pictorial world that
seems more anonymous, or at any rate one with
anonymous senders. I primarily use Photoshop
for cropping, or changing the lighting conditions in the images. Thus I nearly always draw
from a digital sketch. With the transformations
that my images trouvés undergo, my strategic
access to their placement on the paper, it is reasonable to think of my works not only as drawings but as drawn collages – especially my latest
works where I work with several pictures at the
same time in a comparative situation. However,
I have never exactly considered myself a collage artist, since I never work directly with my
found material, but always implicitly through
the drawing. Nevertheless, I operate within the
domain of the collage when I create a new space
for my pictures on paper, even if the space appears empty. This is still a matter of a staging of
pictorial fragments.
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Attemptations
I was walking by the sea yesterday thinking
of all those things some of us think of and
then I started to think of all of those that have
been walking by the sea, thinking of all those
things some of us think of and that they would
also start to think of all of those that have
been walking by the sea and so on and so on.
What is the reason for the
existence of a giraffe?
The title of my MFA show, Giraffe, comes
from the title of the first work the viewer is
confronted by when
walking into the
space. The sculpture is
standing there alone
in a corner, completely
naked and looking a
bit insecure and unsure
of how to be. At first
grasp it might look like
a cheaply built fourlegged table missing
a top surface, but the
title says otherwise.
It had been standing
like this in my studio
for a while before I
realised it was probably
ready to stand on its
own, and surprisingly
it was. Just like when
one watches a video of
an actual giraffe giving birth and the mother
starts, as soon as the little one is out of her,
to push it up on its own feet. One is always
amazed when those tiny little legs actually
manage to stand. Like the young giraffe, the
work seems to be a bit unsure of why and what
it is but at the same time it seems to be exactly
what it should be. It does not need a head or
a neck. One might even say that the title is its
missing body parts.

Kind of just our idea of a bird
The second work the viewer is confronted
by in my exhibition is Flight Lesson (2013).
The work was installed in a small room and
when entering the room you would see a video
loop projected on the wall, where my hands
(and sometimes the top of my head) could
be seen holding two store-bought porcelain
birds, waving them in the air as if they were
flying. In front of the video there is a porcelain bird, sitting on a pedestal, who seems to
be watching the video. The radiator in the
room is painted light
blue, perhaps referencing the sky and the
outdoors. The video can
be seen as some kind
of nostalgic memory of
the bird’s ‘better times’.
Or as if I’m trying to
give the bird life, like I
am saying: ‘This is how
you do it, you should fly
around like this’. Which
makes no sense. For me
to teach it to fly. Since
I am not a bird and
the porcelain statue is
kind of just our idea of
a bird. A predecessor to
this work is a piece from
2012, titled Elephant.
The work consists of
two pedestals, one of them has a small TV
with a short video loop of myself imitating
an elephant. On the other pedestal stands a
small handmade clay sculpture of an elephant
facing the TV on the other pedestal. While I
extend my arm, waving it and shrieking like
an elephant the elephant figure watches. It
does not seem to comprehend what I am doing
at all. It all seems hopeless and embarrassing
at the same time.
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Flight Lesson
2013
Detail

“If a lion could talk, we could not understand
him.” 1

Flight Lesson
2013
Installation View

Humour
Humour seems to appear repeatedly through my
practice. It’s a natural thing that seems to be inevitably intertwined with my practice or the way I present my work. It is my belief that using humour in
art is greatly underestimated and people often seem
to associate humour or laughter with something
that is easy or simple. Artists tend to be afraid of using humour and perhaps think that they will not be
taken seriously, as well as perhaps feeling as if they
are not being serious enough. For me on the other
hand it is the opposite. Humour is a certain sign
of honesty. That is, I feel the story is only half told
without it, or at least when I am telling the story.
Without it there is a spark missing, or a heartbeat.
Humour, specially when used right, can be almost
invisible and hard to put a finger on. Still you feel it,
and breathe it and know it’s there, without the need
of analysing its reason for being there. Humour
can appear to us in so many different ways and has
many different faces. It can be bitter, sweet, bittersweet, nasty, delicate, brutal, beautiful, depressing, hilarious and I could continue and use almost
every adjective from the dictionary. It can be hard
to describe, like for example when you explain a
joke and it then loses its spark. Humour is therefore
an extremely delicate tool to work with, so delicate
in fact that it doesn’t take much to jeopardize the
work. That is probably one of the main reasons why
it seems to appear in my practice, but the works
become more vulnerable somehow, which I believe
is a great asset. The work A Horse Back Riding is
probably one of my works where humour shows
its face in perhaps the clearest way. A Horse Back
Riding is a two-minute video loop were I can be
seen sitting backwards on a horse while riding it in
reverse. Here the two wrongs seem to make a right,
so everything seems to be normal except for the
horse, which is facing the wrong direction. A work
where humour is perhaps presented in a less clear or
at least more complex way I will mention: an older
work, Pet the cat. There I remade a YouTube video,
a close-up video of a cat being petted by its owner.
However, in my version I took the position of the
cat while the original purr soundtrack from the
YouTube video played. Since the hand that’s stroking me is clearly from a man, the work deals with
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female submission thereby creating an uncomfortable relation between the serious and the humorous.
“Like jokes and the comic, humour has something
liberating about it; but it also has something of
grandeur and elevation, which is lacking in the
other two ways of obtaining pleasure from intellectual activity. The grandeur in it clearly lies in
the triumph of narcissism, the victorious assertion
of the ego’s invulnerability. The ego refuses to be
distressed by the provocations of reality, to let itself
be compelled to suffer. It insists that it cannot
be affected by the traumas of the external world;
it shows, in fact, that such traumas are no more
than occasions for it to gain pleasure. This last
feature is a quite essential element of humour. Let
us suppose that the criminal who was being led to
execution on Monday had said: ‘It doesn’t worry
me. What does it matter, after all, if a fellow like
me is hanged? The world won’t come to an end
because of it.’ We should have to admit that such
a speech does in fact display the same magnificent
superiority over the real situation. It is wise and
true; but does not betray a trace of humour. Indeed,
it is based on an appraisal of reality which runs
directly counter to the appraisal made by humour.
Humour is not resigned; it is rebellious. It signifies
not only the triumph of ego but also of the pleasure
principle, which is able here to assert itself against
the unkindness of the real circumstance.” 2
To be or not to be a crab
2 Crabs is the third piece the viewer is met by in the
exhibition. It contains two video loops presented
on two flat screens. On the left screen one sees a
found computer-generated crab that moves back
and forth, from left to right, in what seems to be
the perfect infinite loop. On the right screen you
see me, walking on a beach attempting to imitate
the other crab’s movements as I fumble my (uncoordinated) way on this small rock, nearly falling
couple of times. I almost become two-dimensional
like the other crab. Still there seems to be no hope
that I can accurately imitate its perfect movements.
Yet the loop continues, and I carry on repeating my
hopeless attempts. In an earlier piece of mine, A
Repeated Attempt to Approach a Rhubarb, a series
of seven photographs, one can recognize a similar
theme. For the work I put my camera on a rock,
pushed the 10-second timer, and tried hopelessly
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2 Crabs
2013
Installation View

to run towards a rhubarb bush to get my picture
taken with it. Knowing that I was never really
going to manage I kept running like Sisyphus
kept rolling the rock up the hill, only to watch
it roll back down, and to repeat his action into
eternity.3 In 1969 the Belgian artist Marcel
Broodthaers made his piece, La Pluie (project
pour un texte) where he sat out in the rain, with
an ink pen in his hand and kept writing on a
white piece of paper. Even though the rain constantly erased his letters he still kept on writing
like I kept on running from the camera.
There aren’t really any crabs present in 2
Crabs, as there aren’t any birds in Flight Lesson.
Only ideas (or forms)
of crabs. Therefore
I am, indeed, only
imitating an imitation
of something. Which
leads me to what I
learned just the other
day about sushi; the
crab in sushi is not real
crab, but a crab stick.
More rightfully referred
to as an imitation
crab. Imitation crab is
made from white fish
(in most cases Alaskan
pollock) that has been
mixed with some sort
of a binding ingredient
(usually egg white) and
artificial crab flavouring. Then shaped in
the form of the leg of a
crab and finally a red
colour is thrown on its outside to give it the final
crab touch.4 In short it is a white fish perfumed
with the idea of the taste of a crab. There was
recently an international scandal where a lot of
food products from the Swedish company Findus deceptively contained horsemeat instead of
beef. The best story I heard in connection to this
horsemeat scandal came from Iceland, where a
lot of popular meat products were being tested in
connection to the Findus scandal. While many
of them had horse ingredients, only one of them
became world famous. A meat pie which claimed
to be made of 30% beef, not only didn’t have any
traces of horsemeat, it didn’t have any meat at all.
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A couple of years ago a friend of mine took
two foreign friends mountain walking in Iceland.
On their way they found a small brook with clean,
natural water but he couldn’t convince them to
drink it, no matter how hard he tried, they preferred their bottle water. It seems like we are losing
the knowledge of what is real, that we are getting
further from nature somehow, and thereby ourselves. The more we know the less we know somehow. The work Grafting by the artist Petr Štembera
now comes to my mind but “he attempted to graft
a plant to his arm using the normal gardening
grafting techniques. This involved cutting his flesh,
using poisonous chemicals to encourage the growth
of the plant in its new environment and binding
its stem to his body. He
explained that he wanted
‘to make contact with
the plant, to put it in my
body, to be together with
it as long as possible’”.5
Recently I broke my
arm when falling off my
bike. The doctors had to
cut my arm open, place
a titanium plate next
to the bone and screw
it down with 6 screws
where it will stay within
my body forever.
Human, Being
The other day when
listening to the radio I
heard an interview with
the Icelandic artist Ragnar Kjartansson where he
mentioned a conversation he had with his father.
His father had said to him: “It is so sad and beautiful to be a human being”.6
Once in a while I get this bewildering
feeling which is quite hard to describe. It is as
if I lose the understanding of what this is, this
body mass or spirit that is writing what you are
reading right now. It is quite uncomfortable
and sometimes I get afraid that I won’t manage
to gain balance and control again. Therefore I
usually try to shake this feeling off as fast as I
can. It is not really visible when this is happening to me, but once I was sitting in front of the
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computer and I managed to record a video of
me in this state. It did not last for that long but
I decided to watch the video and then record a
video of me watching it. Eventually I recorded a
video of me watching both of the other videos.
It got quite confusing but unfortunately it didn’t
explain anything to me. I sometimes wonder
though what would happen if I surrender to this
uncomfortable feeling. Submitting to feelings
and hunches can be a dangerous sport though.
Sometimes when standing on high balconies and
looking down it seems so easy to just leap off, or
while waiting for a train, it would be so easy to
just jump in front of it. It should be mentioned
that this thought or feeling is not connected to
any desire of wanting to die at all, it just seems
too easy. I spoke about this with a friend the
other day and he told me that after our conversation he started to feel and think the same in
the same situation, and that he could not get
rid of it. He was even annoyed at me for having
introduced the feeling to him. The truth is that
I am quite frightened by the idea of death and
have problems for example travelling by plane.
The other day I even realized I was starting to be
afraid of riding buses, then I gave myself a good
slap in the face.
That brings me back to a piece, or rather an
action, that I did a long time ago when taking my
first art steps. I remember the night before, when
I had decided for myself that this was something
that I would have to do, but was not sure why. I
was so stressed I couldn’t sleep. We were having
a short performance course with artists Margrét
Blöndal and Ásmundur Ásmundsson in which we

got homework
everyday where
they would give
us two words to
work with, the
day after everyone
would have to do
something around
those words. I
don’t remember
exactly what those
words were but one
of them was something like ‘disobey’
or ‘forbidden’. We
would all sit in a
circle and one by one we would go into the middle
of the circle and do a performance. I remember
that I was almost numb from stress when it was my
turn, I stood up and walked straight to Margrét,
looked her in the eyes and slapped her on the cheek.
I think we were both equally surprised. Margrét is
probably one of the nicest people in the world and
this is probably the first and only time she has ever
been slapped. Something happened to me in that
course, maybe I slapped myself into the performative practice that I seem to have held on to since.
Give her a massage
The last work the viewer was confronted by in my
master exhibition is Massage. When approaching
the work the viewer passed an arched doorway into
a large white room where a video was projected
on a wall. In the video the viewer saw me walking
into the frame, a snow-white beach, where a small
clay figure was lying on a massage bench. I wet my
hands and as the soothing and calming spa music
began I started massaging the small clay figure. In
the beginning I am stroking it slowly and gently,
but eventually the insistant stroking starts destroying and deconstructing the figure. In the end the
figure has become something else, an abstract
clump of clay and it does not seem like it will ever
be able regain its original form.
On my birthday this year I went for a
massage for the first time in my life. It was a
comfortable but at the same time an uncomfortable experience, since I have a need for a certain
personal space. Suddenly there was a complete
stranger stroking my body. Afterwards I actually
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thought she could have been a bit firmer. Later I
went to see a chiropractor a couple of times. That
was a related but still a completely different experience. I had to put my whole body in his hands
and trust that he would not break it.
Lie down and find a comfortable position. I
am going to see the posture of your body. Yes it is
like I thought. It is quite obvious. Your legs aren’t
the same size. This one is longer. Ok. Can you lie
on your stomach now. I am going to touch some
spots and you can maybe tell me when it stops to
hurt. Do you know where the pain coming from?
You’re not sure? You think it’s coming from in
between you say? You feel quite stiff in your neck.
Do you find it hard to move normally? The short
leg might be bothering the rest. You should buy this
thing for the heel to get more stable. To find the
right balance.
In Massage, I am perhaps comparing the roles of
the two professions, the sculptor and the masseuse, by combining them but without completely admitting to either of them. It’s interesting to
examine how these two professions treat their

‘materials’ or ‘subjects’ in similar ways, with a
sensual, respectful and caring approach, despite
the fact that the masseuse in the video seems
to treat her subject rather brutally, ripping off
its legs and fingers and rubbing her fists into its
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skull. The masseuse slowly deconstructing the
clay figure might therefore resemble the aforementioned hostile feeling lurking in my psyche.
It is interesting when looking into the origins of
massage to find that body massages as we know
them today have been utilized in different ways
through history. I found it quite disturbing when
reading about a phenomenon known as abortion
massage, which appears to be quite effective and
still to this day carried out.7 Another intriguing
phenomenon in the history of massage was when
it was used to cure women that were believed to
suffer from hysteria. The women would then seek
therapy and a doctor would massage their vagina,
sometimes even using water massage treatment.
Today we understand that the doctor was in fact
masturbating the patients to eventually lead them
to orgasm, which is probably the clearest form of
completely letting go.8
Female hysteria
The history of ‘female hysteria’ is as long as the list
of the symptoms that supposedly came along with
it and the phenomenon has been discussed and
studied for centuries by many of the world’s most
recognized philosophers, doctors and psychologists. It holds hands with the history of the rights
of women including the terrible witch-hunts and
was for a long time thought to be caused by an
unstable uterus, supposedly moving around in
the female body. Sigmund Freud was one of those
interested in the phenomenon, and his and Josef
Breuer’s revolutionary ‘talking therapy’ would
have great impact. One of their patients, Anna O,
who discussed her feelings and experiences during their talk therapy or the ‘talking cure’ as she
would call it, eventually overcame her symptoms
and later became an innovative social worker and
a leader of the women’s movement in Germany.
“Anna O.’s illness was the desperate struggle
of an unsatisfied young woman who found no
outlets for her physical and mental energies, nor
for her idealistic strivings.”9 The history of female
hysteria therefore not only holds hands with the
history of rights of women but also the feminist
revolution. “Female hysteria seemed to be on
the wane, as feminism was on the rise (…) The
despised hysterics of yesteryear have been replaced
by the feminist radicals of today.”10
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Yet still today women carry burn marks from
allegations of female hysteria and the sexes are
far from being equal. The ‘male artist’s angst’
as I would like to call it is still worshipped to
some point and the ‘female artists angst’ is still
an underdog, the crazy hysterical stamp never
being too far away. As a female artist, especially
when working within the field of philosophical speculation, you therefore definitely have a
heavier cross to carry than as a male artist. The
female artist’s work is also almost constantly
being connected to the subject of feminism and
when working within the field of performance
this becomes even more apparent, where the
way you look and dress can have a big impact on
whether you are taken seriously. The female artist
has in fact to waste precious time on wondering
if she looks too good or too sexy. Don’t misunderstand me, this is not intended to mean that
it is always bad to have your works connected
with feminism. On the contrary, being a feminist
myself and often dealing with the subject within
my work. The reason I mention this is because
the feminist subject is blatantly forced upon
female artists.
In her brilliant and influential analysis of the question: “Is Female to Male as Nature is to Culture?”
the anthropologist Sherry Ortner notes that in
every society “the psychic mode associated with
women seems to stand at both the bottom and
the top of the scale of human modes of relating.”
Attempting to account for this “symbolic ambiguity,” Ortner explains “both the subversive feminine
symbols (witches, evil eye, menstrual pollution,
castrating mothers) and the feminine symbols
of transcendence (mother, goddesses, merciful
dispensers of salvation. Female symbols of justice)”
by pointing out that women “can appear from
certain points of view to stand both under and over
(but really simply outside of) the sphere of culture’s
hegemony.” 11
In search of the miraculous
My works are perhaps personal in the sense that
I let the viewer in quite close by literally putting
myself out there often in a somewhat vulnerable
or even humiliating way. Then again they’re not so
personal since I’m not referring to specific personal
matters. All these feelings and thoughts, which

are existential to a certain degree, at some point
suddenly come together in an action or an object.
Sometimes accidentally and sometimes after a long
obsession of trying to make things fit together.
When thinking of the relationship between the
creation of my works and then how they are
eventually presented to the viewer, or how they
appear, I could perhaps explain it as something that
has been zoomed into extremely, and then before
being presented, has zoomed back out. The work is
focused and serious, but at the same time it seems
to have taken a step back to reconsider itself. It is
as if the artwork has stepped out of itself and then
looked at itself, and is still standing there among
the viewers while being presented, watching itself,
and the viewer can sense it. The work is therefore
in a way self-aware and open to self-criticism. It reveals its imperfection and accepts its ignorance. Its
intention is not to guide the viewer but to present
different contemplations that could be interpreted
in various ways.
In the year 2007 we decided to take a road trip
only the two of us and bathe in one of those hot
springs but we never found it. Instead we found a
whale, a dead whale. We had never come close to
such a big creature before. It felt unreal. I placed
my camera on a stone and pressed the timer. We
stripped and bathed in the moment, the surroundings and in nature. The photograph I later titled,
La Petite Mort. Sex and death encounter each other
and therefore while looking at the image one might
be reminded of the surrealist’s idea of the ultimate
sexual orgasm that they imagined one would experience during the moment of death.
I Hate Goodbyes is a video work that I made
in 2012. An abandoned amusement park in east
Berlin is the scenario for the work. In this twominute video loop I am seen running into the
frame, crying and acting hysterically, towards a big
plastic dinosaur that is lying there. I start touching, hugging and pushing it in a dramatic way as
if I’m grieving or trying to bring it back to life. The
atmosphere feels lonely and the only recognizable
sound in the video is my crying. The dinosaur, the
park, and my behaviour are all factors that could
be interpreted in different ways. The feeling of
desperation screams from the piece and I look so
helpless and pathetic.
The Dutch artist Bas Jan Ader once made a
work where crying also played a big part, except
that unlike my video, where the sound of the crying
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was audible, there was no sound. The piece, which
is titled I am too sad to tell you, is a three-minute
close-up video of him crying (the piece was also
presented as postcards and a photograph) where
you can see tears running down his face.12 There is
a sense of surrender in it. Five years later, in his last
piece In Search of the Miraculous, he sailed out into
the open ocean, on a small boat by himself, supposedly attempting to cross the Atlantic (but probably
knowing he would never manage it). A couple of
months after his departure the wreckage of his boat
was found by a Spanish traveller about 150 miles
west of the coast of Ireland.
Keep on
Humour in the form I spoke of earlier in the text is
probably my mental lifebuoy and consequently my
physical as well where I am floating around with
half of my body stuck in the deep cold sea. This
‘humorous’ attitude, or perhaps rather a viewpoint
when it comes to life and art, is closely related to
the Icelandic art tradition and is recognizable in
works by artists such as Sigurður Guðmundsson
and Hreinn Friðfinnsson.
There is something about this contrast
between taking one’s own existence seriously
at the same time as not doing so. To admit to
ourselves how little we actually know and how
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little we will probably continue to know but still
stay curious, tempted to attempt. In my belief all
those attempts are linked somehow and repeated
through history but perhaps presented in different
ways. We are all boiling in the same pot, dealing
with similar questions. In 2002 the Belgian artist
Francis Alÿs created When faith moves mountains, where he got 500 volunteers from Lima,
Peru to help him move a mountain. In a straight
line they walked over the mountain while shuffling sand in front of them. The other day when
reading a book on the Icelandic artist Birgir Andrésson I realized that in 1976 he and his ex-wife
made a very similar piece, but instead of moving a
mountain in Peru they had moved Þingvallavatn,
a lake in Iceland, one centimetre by shuffling sand
from one side of the lake to the other.13
I guess that most of us are continually trying to
find different and perhaps better ways to represent
the questions and contemplations that go through
our head in these repeated seaside or canal walks,
for those who are lacking a sea. So I’ll just keep
on (as Tammy Wynette sang repeatedly in Ceal
Floyer’s installation in Documenta 13 this summer)
Til I get it right.

Daniel Peder Askeland
When sleep makes itself impossible. A timelessness occurs. I have no idea what time it is or
where in the world I am. The self is empty and
there is nothing to grab hold of. I am a child and
an adult at the same time. The darkness is timeless. I am dead. I can be shaped.
A meeting between the vertical and the
horizontal. In this condition, an image of a
division and a union occur at the same time.
The division consists of two triangles that
intersect each other. As when the sun hits the
horizon. The triangles change shape, but still
retain three angles. At times, they are the same
shape and are thus composed of six edges. A
polygon, a hexagon. As the edge of a landscape. Nothing exists behind it. It’s clearing
for the last stop.
As constituents of architectural possibilities and explanations, they require a natural
realization. Architecture describes the world’s
skeleton, the beginning before the origin. The
authoritarian hides death (the skeleton) and
emptiness, replaced with life and continuity.
Seriality – loss.
Visualizing through sensory layers
Connections squeezed in between life, against
the material. It lies between the sketches of
something new – something easier – against
a brick wall. The feeling of finding notes of
ideas about foreign descriptions of the world.
A world consists of many images and images
consist of many worlds. Four seasons, four
seasons’ sounds. The impossibility of escape.
Francis Bacon
Flesh and nerves (Body, flesh and soul)
He started out as an interior designer, perhaps
because he could not manage customary interior
(interior as in the interest of something psychologically material, psychomatter). He designed
his functional objects with closeness in mind and
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body. As if his thoughts and contempt incarnated the shapes. This developed his diagram, his
roughness in the painterly sense. His balanced
and dynamic paintings constitute a dualistic
piety consisting of intuitive and shape-based
decisions. Often, they arose in a relation between
the abstract and the figurative. A division and a
point of total juxtaposition by small decisions,
ruled the process. The margin of chance, the
change emphasized. The memory of the image,
as a place for decisions and looking back. His
works give the feeling of an inner bodily state,
the body’s decay and its relation to nature. The
steadfast loyalty of desire.
“I like, you may say, the glitter and colour that
comes from the mouth, and I’ve always hoped in
a sense to be able to paint the mouth like Monet
painted a sunset.”1
To me, Bacon’s images show an almost pathological religiosity. In a way, they are sick. Egomaniac, hence almost devout. He paints the human
flesh and body. Situated spaces in images as if
he was staging life’s scream at death (as Deleuze
writes in Logic of Sensation 2).
He shows heads, not portrayed faces or refined
figurations, but a relation to muscle structure and
internal mechanism that gives the images weight.
Bacon worked freely and in advance he had no
solution for the outcome. He collected photographs (in a non-linear historical way) of body
movement and they served as models for his
work. What he completes without refinement
are the picturesque possibilities of rawness. The
span between the figurative and the abstract can
be reached in a holistic quest for sensations, moments and just about clean-cut humanity.
He has the same relation to the slaughterhouse
and photography as religious people have to
their holy house. His works describe something
egomaniac and nearly elevated, although Bacon
said that he worked toward a nothing. Perhaps
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this gap, this nothing, is like cracks in a language
that allows images to take over and lead sensations forward. Limitations in language are maybe
present at all time and follows a gradual process of
ideas and their inter-spatial possibilities. Something new can be detected, an interest ruled by
language. Invisible sensations that he posesses
and shows with tangent mastery and will in his
paintings. Nothing can be shown with simplified
materials – the tractableness of limitations.
Georges Bataille
Death and repetition – the avoidance and the
breakdown of the project. The project is the
end. It must be broken down in order to find
survival. To find openings without fixed rules.
So that not everything consists of the same act,
repetition and being. To project oneself in everything where nothing is sufficient (Allow the
idea of something sublime). The need for oblivion and eternal dry moments. To win oneself
and place oneself in the world before anything
egomaniac (sick) takes over. Where images and
stories belong. The outside of the prevailing
discourse. Regarding discourse, there is a lot
of talk about trend and not discourse. There is
no trend in the moment, only discourses and
continuations – they are developed and become
a trend. Eat all meals backwards.
New fields, thoughts and spaces for change are
opened when images can’t be accepted. This
forms a new type of project that must be shaken
in order to bring clarity. I like that images sneak
into the world and present their openings, their
offshoots. Metonyms, maps and attributes of life’s
existence need intermissions and overview. I see
images in a format based on the negation (of time)
and the silence it shares. Consider sharing silence.
It is usually done in the memory of the dead.
My practice should consist of throwing fresh
fish into the river, hoping that my buddy farther
down the stream will catch it. Coincidence, disclosure and acceptance of chaos are a necessity.
A dialogue needs several pages. Images focus and
fragment reality.
There has by the way been observed new events
in the atomic world. Generally speaking. Atoms
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apparently also live on a line of time. They also
have an undeniable journey through life, as
when a glass is shattered and can’t be reversed
into its original form. A time game. It can also
decide which page/life cycle that should be
exposed to the observer. Atoms are like people;
they live the moment. History is flexible. The
atom distances itself from the moment in order
to be protected from collisions. Thoughts will
have a new shape and continuation, and this is in
a constant flux.3
The consideration of images may be a common
experience. It is about a genuine interest in
conveying something, creating connections and
referring to these experiences. Everyone is present;
no one can escape. One should not escape from
one’s neighbour unless he is dangerous and threatens one’s life. Only then can one escape for a little
while. Until he one day catches up with you again.
Images and poetry have an overlapping economic effect in society (they are resourceful in terms
of ideas and communication). They generate
ideas and refer to structures that have a power
beyond hierarchy. They have no head and can
easily be knocked off the table. They float along
the side and through the nooks, balancing walls
and creating life. The immediate is in the center.
Misunderstandings are ultra.
Paranoia and humor
Franco Berardi’s economic insight and doomsday-like rhetoric. His unfolding of purchasing
power and excessive growth (un)controlled
and invested across borders via the world wide
web. Unstoppable interchange. He explains an
alienating and threatening occupation, an invisible and long since expired manner of paving
way for the future. A stinging feeling appeared
when such authority saw the necessity of telling
people that they need to think of each other and
remember their fellow human beings.
Create the reality together. When it comes to
power and symbols in society, we may already
be at the end of our understanding and safety.
Like little fascistmachines. Mechanical functions sneak in and transform language, the
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result being eloquent and further developing
machines. They infiltrate, and in the end we
don’t notice where we stand in relation to them
(like the feeling I tried to introduce in the
beginning of this essay, just a more mechanical
and plastic one projected from the dark town).
A loss and a no man’s land. One has to be able
to take care of this and let it out differently.
A tool for a cause – and a cause has to be promoted. The hiding place is transparent and invisible,
but still more than present. It’s removed from the
vocabulary and the notions’ already dust-filled
and stagnant lives are forgotten and can’t be
explained. New shape – new continuation.
Fairly Dark
I want to linguistically unite an artistic gesticulating space with the world. Oh boy, what does
that really mean? It might mean that I have to
use the pendulums that are already running
and swing back. It is perhaps a resistance and
an abstract language that dominates nowadays,
and I want to see the necessity of it. It’s like
detours are needed in order to move in on the
center with experiences other than having kept
one’s nose to the grindstone, only to cook the
goal in its own broth. There’s a lot I’ve left out
of this text, it requires its own logic. Overreaction must be tamed – neutralized – sanded.
Many times I have tried to paint a special space,
a general descriptive model, in my work. Because
the unattractive attracts me, I want to conjure up
a model and a concept that can explain this field
almost without using a word. Scare. However,
this general descriptive space keeps changing and
it is the impossibility and limitation of my medium that becomes the result and the abstracted.
The space alternates from one manifestation to
another. The simplicity of the decisions gives the
power and capacity I look for in images. As if the
images follow the transformation of this space
over time. A personal schedule of thought patterns, moments and influences.
Literary insight
An isolated form of work that I also see as
relevant to my practice. To me, authors’ media-
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tions form reasons to stage expressions made
for books. This is perhaps my most personal occupation in art. I don’t mean it as a story, thus a
painting and consequently a depiction of it and
of the particular motif. It’s as if the pataphysic
appeals are concluded in images.
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2012
Installation view from
KHM gallery

Pataphysics is imaginary solutions to problems.
A term invented by Alfred Jarry, a deceased
French film director, artist, absurdist, surrealist, cyclist, alcoholist, misogynist, symbolist
and author. It’s catchy; I don’t grow tired of it.
What one sees versus what isn’t shown. What
moves behind it. Can I create images as explanatory models? Abstract architectural sketches
that break in time and space, that also relate to
tactility? That inspire more than they explain?
Look back and forth
Like impresas from the late Middle Ages and
the Renaissance. Impresas, or emblems, were
used in paintings, literature, and embroided on
cloth or used to decorate armor. Sometimes they
were also carved out of tree. An impresa was
regarded as a kind of insight to the soul’s being,
and it said something about the inner state of the
person carrying it. It is a combination of body
and soul, a manifestation of something dualistic.
A dynamic that sings. Impresas were not to be
too obvious or too vague. Impresas were objects,
symbols that could revitalize the intellect by the
use of senses and wit, which is something that
characterizes this period. Impresas can be seen
in paintings from the Renaissance, where they
often hang from hats as a sort of badge or are
directly embroidered onto the hat itself. Special
people often had their own symbols in form of
animals or imaginary animals, stars and planets.
This was to provide a temperament. Often accompanied by language. They could also consist
of words in foreign languages. 4, 5
Real life and antiorgans
Bring the buffalo out of the closet, oil it and
show it around town as if it were new times.
Certain things become clearer the more I seek.
It also means that a lot of things become more

Daniel Peder Askeland / Master of Fine Arts 2

Daniel Peder Askeland

Daniel Peder Askeland / Master of Fine Arts 2

Daniel Peder Askeland
N, S, E, W
2012
Oil on canvas
49 × 37 cm
_
6. Georges Perec,
Species of Spaces and
Other Pieces (London:
Penguin Books, 1997),
p. 16.

38

vague. By this I mean the desire to express
something in images and text. It is the hunt
that satisfies me, not the outcome. The act of
jumping in time and history provides curious
results. Along with written concepts I get the
feeling that it’s like drawing up a grid pattern,
so that I can measure and make contact.
Often there are two images – that I like – and
think about. It is a type case and a bookshelf.
Not any bookshelf, but one where the faces
and portraits of the authors come floating out
of the books like smoke. Even after death,
they leave their own ideas and go looking for
new ones. There is no silence in this image,
nor does it move forward from the floating
momentum in a silent room. It stops every
time the faces have snuck out and then it starts
all over again. Again, again and again! They
disappear but take place.
Many of Georges Perec’s texts contain descriptions of spaces that follow one
through life. One of his stories is
about places where he has slept and
different beds he has used. He lists
them and refers to all the apartments
and various alternative locations for
sleep. The way he describes this is
highly figurative and subtly humorous. What’s interesting is that the
more clinical and stricly he lists the
places and spaces, the more exciting
the stories become.6
His descriptions of spaces are incredibly graphic and detailed. They
are made visible in his gesture of
listing, and the places fluctuate and
experience. I attach myself to this
in a way that is perhaps absurd, but
that’s what strong images feel like.
As if you’ve been there, in that little loophole
of time. Be what it may be. Be what it will be.
I remember well when I got my first ViewMaster and had enormous quanitites of images
that could be stuffed into it. As I pressed the
button over and over again, images would
flash up in bright, almost fiery colors. I often
aimed the stereoscope directly at a strong light
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source; the sun was my favorite. The images
displayed everything from Norwegian fairy
tales to unknown urban landscapes and people
in the streets of foreign countries. This was
before the ”trouble” began. That was when
I reached a particular image – it’s hard to
remember exactly which image it was, as I was
not very old, but it may have been from Ivo
Caprino’s ”The Fox’s Widow” or something
like that.
The image made such a huge impression on me
that I immediately had to go there – as soon
as humanly possible. I asked my mother if she
knew where this place was and if we for God’s
sake could go there immediately! Initially I
think she responded that I could get more images, or that we could watch a couple of movies by Ivo Caprino. But that certainly wasn’t
what I was after; I wanted to stamp around in
the gorgeous, warm and intimate nature this
image showed me. I had to get there, and fast!
It never happened (I was totally broken down for
a long time and never touched the stereoscope
again), but I did get to see a lot of others things
in museums of animals, trolls, puppets and sceneries. One of the things I remember well from
these trips is a fox; it was eating a hare and the
blood was painted realistically dribbling down
its jaw. I stared and kept eye contact with the
stuffed fox longer than necessary.
This was after I had worn out the Red Cross
books and Theodor Kittelsen’s collected
works. I was altering between these collections of images for a long time. Pesta (The
Plague, manifested as a witch-like character)
by Theodor Kittelsen was my favorite. I loved
her and the mice up in the eerie attic by the
stairs. Her with the rake, and the tracks in the
snow with vague dusk and wonderful trees in
the background.
It’s often these things I remember and work
with emotionally. When I plan new images,
I want to charge an emotion. Not literally, or
adequately, but purely out of the emotion and
the glow the images once contained. That they
remind me of. The loopholes of an isolated time
carry optimism. It’s of course not only childhood
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memories that inspire me, but they are certainly
the oldest sources of a world I have physical
access to and that I often like to think about.
At least until I share them – through a long and
perhaps obscure process that transforms them
into something totally different. But the starting
point does not really matter.
Light
I am often left with the gleams of memories.
Everything from diffuse colour to more concrete contours. Cracks in walls give the same
feeling; two spaces united by light and people
have seen exactly the same thing before, only
at different times.

expression. Text and writing has a pragmatic
relation to craftsmanship that nurtures from the
opportunities of the moment. It can be stripped
down and rebuilt in a new figure. The possibilities are endless – well, the limitations are as well.
A writing practice – a work in wounds and
scars, large and small. Memories are selective
bodies, never detached from their origin. History’s scars unite slaughterhouses and museums,
and they nurture from the things to come.
Sneaking around in the labyrinth, everyone
shares a little bit of the same rhythm. Like hell’s
circus in a dark town. I am fascinated by life
projects and the relations that art can initiate

Therefore, I want to combine the absurd
space with the everyday and banal to create a
pinch of time. Humour is purely about time
(t iming), the right moment for the particular
turn of the subject’s continuation and punch.
I’m pulling this out of the drawer.
The type case is a symbol of existences and
references under the same idea. The overlapping
structures with their different masks outwardly.
The various shelves support each other and can
be filled with the occasional object. As a child,
I enjoyed this feeling of seeing ”houses” filled
with valuable things.
Meditations – Kafka’s fire
Small texts on topics that inspire further pursuit and development. Such as his text about
clothes and how they bring thoughts about
already worn conditions, perhaps symbolically
simulates writing itself as something decadent
and already dead before one has even let it live.
His humor shines through with the clothes being seen by too many so that they already feel
old when one goes home and looks oneself in
the mirror. Short text on short thoughts about
everyday repetitive things and events. His
infinite universe deals with this on the many
levels of society, a certain closeness is however
always present.7
Perhaps a text functions as a garment, a protection and a layer that covers the body’s true

for the future. The scars are healed, acceptable and silent. They may be clinally designed,
grown by themselves, or perhaps they originated in intoxication or oblivion.
These cracks in language are like cracks in
walls. Spaces unravelled – tightly and precisely
written – a life belongs to many stories and
shows the opposite of a monographic singular
line. This openness to possiblities in stories
and images is a driving character.
A process is in constant change. It can bring forth
the day in the night with deflated moons on the
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ground. It can solve difficulties and c reate space
for concentration when solutions are needed.
Some processes can be saved – shown – hidden.
After Images
“Metaphor, linking distant things, fractures
that double rigidity. At length we exhausted it,
in sleepless, assiduous nights at the shuttle of its
loom, stringing colored threads from horizon to
horizon. Today metaphor is a facile in any style,
and its glitter-star of interior epiphanies, our
gaze-multiplies in mirrors. But I do not want us
to rest on our laurels; I hope our art can forget,
and plunge into untouched seas, as adventurous
night leaps from the beaches of day.” 8
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Martin Berring
Descriptions of Two Series of Works
Descriptions of the Series
of Drawings
I begin with small paintings, made of the trails
left by brushstrokes on the surface of the thick
paint. They’re simple drawings, and most of
them are almost non-figurative, you could
hardly even call them abstract, just on the edge
of being. All the same colour. It’s all about the
simple brushwork, the little hints of figuration,
movements, or spaces that have been scribbled
into the surface of the paint. I’m looking for pictures with undeveloped potential. They mustn’t
have become anything yet. All of this is drawn
on a thick, monochromatic mass of oil paint.
The second phase involves placing the paintings
in front of lights, and arranging them so that
the shadows highlight the mass of paint, before
photographing it. The photograph gives the relieflike paint drawings a flat surface, so that I can use
it as the starting point for the next stage in the
work process, in which I turn this surface into
graphite sketches. Next, I use the photographs
to work over the drawing that I etched into the
paint, except on paper this time. I draw the materiality of the mass of paint, the way the light and
shadows play over the protrusions and tracks that
appear along the slippery brushstrokes.
I’m trying to achieve the potential that I thought
I saw in the oil painted sketches. On one level,
I’m treating them as a still life, without any
interest in their physical presence. I’m trying
to create a drawing that is close to the material
aspect of the painting.
At the same time, I want to go beyond studying
the mass of paint itself, or the painting, and draw
some of the potential that I saw in those scribbles to begin with. The graphite drawing of the
painting becomes a landscape, with a variable
scale. But the scribbly shapes in the paint-based
drawing are also made more vivid when they are
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suspended in an image space other than that of
the landscape drawing. By making small focal
adjustments, I then allow the shape I drew in the
paint earlier to extend into a three-dimensional
space within the image. I use various techniques
to move different parts of the lines in and out of
the drawing’s depth plane.
The drawings begin as investigations of my own
hand’s brushwork, and bring it to the fore. But
rather than use the brushstrokes as tools to create
worlds and images, I let them become images
in themselves. Further to this, they contain all
of the spatial ambiguities that exist in painting,
and in its ability to create worlds inside a sheet
of paper. Allowing something to become real, or
become several realities at once.
––
When I look at Jonathan Lasker’s paintings, I am
struck by his ability to give a simple sketch such
an enormous sense of presence. He often uses
smaller paintings as sketches, which he magnifies to give the brush strokes sculptural qualities. Here, the simple brushstrokes are given an
entirely different form and presence, and a more
tangible relationship to the image surface. They
also become pictures of themselves, much like my
drawings. Jonathan Lasker talks about using the
signature of the brush as a starting point.1 The
brushstrokes become the subject of the painting.
Robert Ryman is another painter that I relate to.
He has the ability to use the substance of paint
as the foundation for his paintings, and uses a
brushstroke that is entirely non-representative,
only referring back to the substance of paint
itself. But whereas Robert Ryman negates all
figuration and depiction, I turn directly to the
paint, approaching it like a still life.
Unlike both Jonathan Lasker and Robert Ryman, I want to inject the signature and the mass
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1. Jonathan Lasker in an
interview for Modern Art
Notes Podcast 52
http://traffic.libsyn.com/
modernartnotespodcast/
MANPodcastEpisodeFiftyTwo.mp3
Accessed: 1 April 2013.
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of paint into the picture, make it the object of
the fiction, or rather, to give the mass of paint
a physical reality within the image space of the
drawings. I’m interested in the ways that painters
can create depth and inner spaces using simple
methods. In the drawings, I’m trying to make
the pictures both figurative and abstract at the
same time. A dual state, where the boundaries
have been dissolved.

across in the painting. So, I work from vague
visions, and use the results of accidents that
happen on the surface of the painting, as well
as performing experiments on the surface and
reacting to their results. I’m not looking for the
core essence of the picture at this point, just
trying to keep my interest in it going. I work
quickly, and follow my impulses, suspending
judgment for now.

Descriptions of the series
of paintings

In Francis Bacon: the logic of sensation, Gilles
Deleuze writes of the role played by chance and
randomness in Bacon’s paintings.2 It’s a good
way of avoiding clichés, and the likely image
that exists within the painting from the very
beginning, when the painter has that first vision
of what to paint. These markings, which are
non-representative at first, just expressions of the
painter’s hand, can be picked up again later, and
used to make the figure stand out.

Beginning on paintings
I begin with a simple landscape. I have some
basic ideas, a vision of a landscape that’s close, a
certain tactile sensation I want to include, and
a mirror image within the subject. My vision of
the subject is quite vague, but it’s important that
I have a basic sense of the mood I want, and a
workable playing field for later exploration.
Before I began the actual paintings, I moulded
six fibreglass sheets to paint on. I’m making
a series of paintings, where each painting is
a remake of the first one. The material of the
sheets has its own defining characteristics. The
surfaces are smooth, but not perfect. There
are cavities in them, and the structure of the
fibreglass weave shows through. When I paint
on them, the paint doesn’t behave the same
way that it does on canvas. It can be rubbed
off, and smeared around in a different way. The
transparency of the first layer of paint doesn’t
mix with a base coat, like it does on a canvas.
Rather, it lets the viewer’s gaze through the
material, to optically blend with the colour of
the wall and shadows behind the painting. This
material opens up to other kinds of expression,
in the effect it has on the paint, but also in the
associations triggered by its irregularities, fluidity, and artificiality.
I sketch the landscape, and begin to work my
way through it in a fairly intuitive way. There’s
no original, just my memories of experiencing
nature and pictures that I’ve created or seen.
Photographs and other direct connections to
the objects I’m studying have always seemed to
inhibit my attempts to make something come

Martin Berring / Master of Fine Arts 2

2. Gilles Deleuze, Francis
Bacon: the logic of sen
sation (Cornwall: MPG
Books Ltd, 2003), p. 96.

Deleuze states that the painter’s empty canvas
is always full from the beginning. There’s
already figuration there. Everything in the
painter’s mind, and everything around him,
already exists on the canvas before he begins
to paint. The painting is full of clichés that the
painter has to remove.
“The painter’s problem is not how to enter into
the canvas, since he is already there (the pre
pictorial task), but how to get out of it, thereby
getting out of the cliché, getting out of probability (the pictorial task).” 3
I do something similar in my own work, when I
hurl meaningless motions at the canvas during
the early stages of the painting. These are nonrepresentative markings that have no connection to the whole of the painting, and have no
meaning in themselves. It’s not until afterwards
that I pick them up again and work on turning
them into meaningful parts of the picture. Even
though these little impulses of mine are not as
random as Bacon’s, they’re still a way of unbalancing habitual perceptions, and trying to reach
beyond yourself and the baggage you’re carrying.
In other paintings, I’ve used materials that I’m
not used to, or that pose challenges of their own,
to bring about new possibilities that I couldn’t
have predicted.
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3. Ibid., p. 96.
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followers/searchers
2013
Oil on fiberglass
165 × 65 cm each

4. Gilles Deleuze,
Francis Bacon: the logic
of sensation (Cornwall:
MPG Books Ltd, 2003),
p. 34.
5. Gilles Deleuze and
Félix Guattari, What is
Philosophy? (Great Britain: Biddles Ltd, 1999),
p. 166.
6. Maurice MerleauPonty, “Cezanne’s
Doubt” in The MerleauPonty Aesthetics Reader:
Philosophy and Painting,
ed Galen A. Johnson
(Evanston: Northwestern
Univ. Press 1993) p. 65.
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Articulating a Subject
For the second painting, I go back to the first
one to look at what I’ve done, and try to paint a
new painting using the first one as the original.
This isn’t an attempt to copy what I’ve done in
the first painting, it’s an attempt to repaint the
subject that is visible through the image surface.
I try to see the image I saw, or rather anticipated,
in the painting, by painting it over again. I want
to explore what the image shows, so that I can
articulate it even better in the new painting. I’m
trying to see the things the material showed me
the first time more clearly. It’s a relationship to
the image you can see through the painting.
I’m trying to bring out the attributes of the
object, whatever is unique to them. I’m looking
for their physicality, for a way of amplifying their
presence in the picture. It’s a question of how
to emphasize the weight of the tree even more,
bring out the wetness in the grass, or make the
background seem even more distant. I try to discover the invisible forces at work in the painting,
and bring them into play.
The goal is to make the object in the picture
speak directly to the viewer, not take a detour
past the intellect, as Deleuze writes. The pictures
are intended to be felt rather than seen. And I
don’t want them to be decoded in too figurative
a way, because then the brain begins to analyse
the object to determine what it is and what it’s
doing there. That’s something I appreciate about
landscape painting, it’s more related to the body
and to sensory experiences. It’s not as charged
with narrative readings that cause the brain to try
to interpret the meanings of the image from the
relationships between the figurations as symbols.
Of course, the stories exist there in the picture as
soon as the figurations appear. There’s always a
before and an after. A time when the trees grow
tall and a time when everything will be decomposed. The image of nature is always connected
to humanity. It shows signs of cultural influence,
or a lack of such signs. Nature is always in some
state of cultivation. For instance, it’s been suggested that there are no more untouched areas
in nature, since humanity has had an impact on
every inch of the planet through global warming.
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But what I’m looking for is the ways the objects
in the space appear, not their discernibility as
categorizable objects. Gilles Deleuze speaks of
the sensation as a way of going beyond the figurative and the abstract. By painting the sensation,
the artist can make the viewer enter the painting
with their body.
“The Figure is the sensible form related to a
sensation; it acts immediately upon the nervous
system, which is of the flesh, whereas abstract
form is addressed to the head, and acts through
the intermediary of the brain, which is closer to
the bone.” 4
What interests me is a physical relationship to
the pictures and the paintings as objects. Finding a direct link between the painting and the
viewer. After all, it’s through our bodies that we
see the world, and I want the viewer to see my
paintings the same way.
In What is Philosophy? Gilles Deleuze and Félix
Guattari write that:
“As percepts, sensations are not perceptions
referring to an object (reference): if they resemble
something it is with a resemblance produced
with their own methods; and the smile on the
canvas is made solely with colours, lines, shadow,
and light. If resemblance haunts the work of art,
it is because sensation refers only to its material:
it is the percept or affect of the material itself,
the smile of oil (…)” 5
The sensations become one with the materials
of the paintings, and they claim that it can be
hard to tell where the material ends and the
sensation begins.
Merleau-Ponty writes the following on the topic
of seeing with the body in Cézanne’s Doubt:
“We see the depth, the smoothness, the softness,
the hardness of objects; Cézanne even claimed
that we see their odour.” 6
He claims that the physical sensations of the
world can be made visible through painting. The
eye is able to walk through the landscape, and
make it all accessible to the body. And through
painting as an extension of the painter’s eye and
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body, the viewer can see through the picture,
and receives physical access to what you can see
through it. Merleau-Ponty goes on to say the
following:
“If the painter is to express the whole, or else his
painting will only hint at things and will not give
them in the imperious unity, the presence, the
insurpassable plentitude which is for us the definition of the real. That is why each brushstroke
must satisfy an infinite number of conditions [...]
for, Bernard said, each stroke must ‘contain the
air, the light, the object, the composition, the
character, the outline and the style.’ Expressing
what exists is an endless task.” 7
I want to stay in the confused state where the eye
takes in all these characteristics, but you don’t
quite grasp what you’re looking at yet. Some
parts of the picture are less clearly figurated
than others, mere hints at objects in the picture.
Bounded spaces, with a presence and a location
within the image space, but with the solidity
of an object seen in the corner of the eye. Even
though the objects in the picture aren’t always
decodable, I want them to be understandable to
the body.
While Cézanne could spend a lifetime contemplating and trying to understand an object, I’d
rather paint my first impression of objects than
try to capture their entire essence. My interest,
rather, lies in the ways in which we perceive and
create images, and in what we can communicate
visually. I’m not really interested in trying to
understand the essences of objects. It’s more as
though I were painting the echo of a perception
of nature, an echo filtered through the vision of
others, but also of a separation from nature. My
emphasis is on how a picture can be made real,
and its subject turned into nature and space,
not on descriptions or on the objects that exist
in the real world, even though the viewer who
constructs the image has been trained to see the
world a certain way.
When I’m working on the paintings, I think of
the pure mechanics of applying paint, and how it
can relate different tactile sensations to the eye.
I rely on the interpretation of the materials and
the traces of the body as a way of referring to the
world. The motion and rhythm of the hand is

made much more descriptive, and its technique
becomes a way of seeing.
The Image Surface and
the Painting’s Attitude
And at the same time, while I’m painting the
second painting, I’m also turning my eyes to the
picture that exists on the surface of the painting,
and that consists of markings, shapes, colours,
blobs of paint, and meetings and collisions between these various parts. The image surface has
its own expression, halfway detached from the
subject. It tells the story of its own origins in its
layers of brushstrokes, neatly ordered in time. It’s
the image surface that shows you that the painting is an extension of the body and the eyesight.
One part of the surface is important for realization of the subject, while other parts are more
independent, more concerned with the painting
as an object, with its attitudes and appearance.
Christian Lotz writes that painting cannot be
understood purely as a matter of the creation of
images, it’s also “an effect of the material and
bodily expressiveness of the painting, which
makes it impossible to understand paintings as
simple realizations of intentions on the side of
the painter.” 8 He goes on to say the following:
“A painting, in other words, comes with a
specific character that is produced by the expressiveness of how the materiality appears in the
painting. It is not simply the paint or simply the
way the painter paints; rather, the expressiveness
and bodily quality of a painting is visible in how
the materiality shows up and brings itself to presence within the whole of the painting, i.e., the
whole of a world attitude.” 9
The shapes in my paintings live their own lives
too, huddled together. The line indicating the
horizon bends the outline of the tree back. Points
that seem distant in the image space are intentionally made to collide with its surface, where they
begin to struggle against each other. The painting
lives its own life in the image surface, an object
with its own logic and life force. When I repaint
the second painting, I try to look inside that
picture as well, to see how to make it more expressive and how to strengthen its connection to the
subject in the image space on a deeper level than
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7. Maurice MerleauPonty, “Cezanne’s
Doubt” in The MerleauPonty Aesthetics Reader:
Philosophy and Painting,
ed Galen A. Johnson
(Evanston: Northwestern
Univ. Press 1993) p. 65.
8. Christian Lotz, ‘Distant Presence. Representation, Painting, and
Photography in Gerhard
Richter’s Reader’,
http://christianlotz.
files.wordpress.
com/2012/05/lotzdistant-presence-symposium.pdf, p. 11.
Accessed: 1 April 2013
9. Ibid.
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as a group of shapes trying to represent the objects
within the essence of the image. The whole of the
surface plays against the whole of the subject.
As I try to repaint the subject in each painting,
I also try to repaint the surface of the preceding
painting. A brush gesture in the first painting,
a movement attempting to imitate a branch, for
instance, becomes a shape that depicts that brush
gesture in the second painting. The line in the
painting, then, is more than just a representation
of the object in the image space; it’s also a mass of
paint in the earlier painting. The form is dually figured, similar to the series of drawings I previously
described above where the drawings were depictions of the paint depicting the image space while
the drawing also describes its own image space.
Each step away from the first painting is a move
away from its directness and gestures. In the
example above, where the line represented a
branch, it was quick and flowing in the first
painting, more expressive than descriptive. The
shape was created by the speed of my own hand,
and was painted on the spur of a moment. In the
other painting, I’m looking both at how to relate
the figuration to the object in the picture and
how to represent the line. Here, the brushstrokes
become more precise and descriptive, and
withdraw a little into their physical expressivity.
What was a physical expression in the painting
has become a fictionalized physical expression
here. The painting exists in a borderland, where
it tries to describe a space and a nature while also
trying to describe the illusion of the same.
However, this is an attitude I only hold to certain parts of the picture. In other contexts, I try
to recreate the lighter touch of a hand that relates
more directly to the subject.
As the image surface is a description of the
subject, the subject is a description of the image
surface, and of the painting as an object. The
trees follow and underline the rectangle of the
fibreglass. The humid and damp earth of the forest is echoed in the materiality of the paint, and
the vegetation in the growing image surface.
After the second painting, I begin on a third,
to follow on from its predecessors. Repainting a
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clay painting
(khm gallery)
2013
Clay on floor
360 × 640 cm
Detail

painting always means painting a new painting.
It’s unavoidable. Each improved detail alters
the whole expression of the painting, both in
the visual whole on the image surface and in
the relationships between all of the objects in
the image space. But even though each painting
must find its own system, I want each painting
to depict the same subject, the same imagined
reality that was hinted at in the first painting.

pink and yellow biotope
2013
Oil on canvas
100 × 140 cm
no title
2012
Acrylic on board
40 × 40 cm

And so, a fourth painting begins. My understanding of the subject and the image surface is
deepened and altered by each reworking.
Time in the Paintings
When the paintings are shown side by side
and compared, a temporal progression arises
between them. On one level, there’s the time I
spent working in the studio. The paintings were
made at different times, and are connected by
a causal link. Each one leads to another. This
chronology is also included in the reading of the
image, because if a shape or an object changes
between two paintings, it’s easy to interpret that
as movement over time. Even though I want the
place shown in each painting to be the same, I
can’t avoid the fact that each picture is a moment
in time in itself. All I can do is resist any linearity between the images, which could otherwise
have reduced the suite of images to a sequence of
events, which would have turned the paintings
into a film short no more than a few frames long,
showing some trees and bushes move.
Traditionally, painting relates differently to time
than photography does. A photograph records a
moment, an event that once took place in front
of the camera. The length of this moment may
have varied, and it may have been divided into
several spatio-temporalities, but it refers to and
consists of a real event. The moment of a painting is all of the time that went into creating it.
The time during which all of the brush strokes,
evidence of retakes, and drying times occurred.
You can sense the time of its creation as an imprint on the painting. But the painting also contains another time: the time of the image space.
Like the camera’s image, this can be a frozen
moment or a continuous present. Even though
a photograph can contain this frozen present,
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there is still an awareness of the fact that it refers
back to a real moment that occurred in the real
world. The tree in the photograph will eventually
die and decompose. Time passes outside of the
frozen sphere of the photograph.
Time is preserved in the artwork. As Deleuze
writes: “The air still has the turbulence, the gust
of wind, and he light that it had that last year,
and it no longer depends on whoever was breathing it that morning.” 10

53

investigations into ways of creating pictures
based on the materials and the working processes
themselves. In both series, I investigate fleeting
image spaces, that aren’t fully defined. In the
drawings it’s a dual space, and in the paintings
it’s the image surface going back and forth from
being a description of itself to being an image
space. An unstable and artificial world for the
viewer to enter.

Paintings without any references to real, individual objects are disconnected from the passage of
time. They contain a permanent present, bound
into the matter of the painting. I also have difficulties seeing paintings as snapshots of moments
in time. Images that have a before and an after
prevent the body from entering them to walk
around. I mean, how can you move through
frozen time? This makes me very doubtful about
large movements being frozen in paintings.
In Conclusion
In both series of works described above, I’ve
taken an interest in the materials of painting,
and in the mass of paint. Both of them are

Johan Eldrot
Ephemeral Narratives
“Our fantasies and daydreams are storied. Our
night dreams are experienced as stories, often
with mythic undertones. Rituals of daily life
are organized to tell stories. The pageants of
special occasions are fashioned along story
lines. The plans we make, our remembering,
even our loving and hating, are all guided by
narrative plots. Survival in a world of meanings
would be problematic in the absence of skill
to make up and interpret stories about inter
weaving lives.” 1
A man. He’s 36 years old, and works as a taxi
driver. He lives alone in an apartment in a
suburb of Stockholm. When he’s not driving
his taxi he’s making plans; reading, drawing,
building, and consuming literature and films. In
his apartment, he has a fully equipped command
center, with a mimeograph, communications
equipment, a typewriter, and a notepad. He
writes letter after letter to the police, demanding
that they collect more than a billion Swedish
Kronor’s worth of diamonds and hand them over
to him. He had been dreaming of a new life, and
now he’s living it.
A woman. Her age is unknown. She’s lying
on her back in a plain bed at the St. Joseph
Provincial Hospital in Quebec. The hospital is
her home, not for health reasons, but by choice.
She’s been secretly living in the hospital for
almost ten years. She’s worn the staff uniforms,
moved freely through the underpasses and corridors, and eaten the patients’ food. In 1993, she’s
discovered, and taken to an undisclosed location
by the authorities.
These two scenarios are, roughly speaking, the
underlying narrative structures of two of my
works: Remember Me When the Sun Sets (2010)
and Astral Projection, Into the Expanse (2011).
My practice is centered on exploration of and
experimentation with spatial narrative forms,
and most of my works are installations where
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a number of different parts and techniques are
combined to give rise to one or more narrative
paths. Many of my works could be considered
case studies that start with a certain event or
character, but where I make a point of remaining open to potential subjective associations
and interpretations.
Shards / Narrative
Potentials
“As makers and thinkers of new things, many
artists today consider part of their responsibility to be the disorganization of knowledge and
information. In the traditional diagram of
information theory, for instance, a transmitter
sends a signal – information – over a channel
to a receiver. On its way, however, it encounters
‘noise’, or ‘entropy’, which is considered a natural
inevitability.
Communication science is essentially an exercise
in noise-management, and engineers strive to
design transmission channels that prevent noise
from obstructing the messages. In the field of
information disorganization, however, noise is
a friend, not a foe. Art that inserts noise into a
system of knowledge will, hopefully, succeed in
breaking up its ready-made ideas and in reshuffling its pieces. What emerges is a noisy kind
of knowledge, one that embraces the playful
unruliness of the world.” 2
I regard my own practice as a growing collection
of short stories, that don’t necessarily conform to
a logical or linear structure, but whose form and
execution latch onto each other to contribute
new perspectives to an ongoing discourse. My
interest in the narrative form of the short story
is also connected to my interest in the fragment, the fleeting and short-lived. How do we
experience and read information or narratives
that don’t relate a whole story, that are fractured,
fleeting, and non-linear?
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1. Theodore R. Sarbin,
Believed-in Imaginings:
A Narrative Approach in
Believed-In Imaginings,
(Washington: American
Psychological Association, 1998), p. 15.
2. Anthony Huberman,
For the Blind Man In the
Dark Room Looking For
the Black Cat That Isn’t
There (St. Louis: Contemporary Art Museum
of St. Louis, 2009), p. 13.
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Artistic practice these days raises many questions
about the fragmentation and disorganization of
information. As far as I’m concerned, this is a
matter of exploring narrative potentials and the
viewer’s entitlement to her own subjective experience of the works. In social semiotic theory (as
well as in other fields), the term modality is often
used in discussions about the truth values of
propositions. In Reading Images – The Grammar
of Visual Design by Gunther Kress and Theo van
Leeuwen, the writers claim that modality is interpersonal, which means that no kind of information expresses absolute truths or falsehoods in
itself, and that they rather produce shared truths
based on the values and notions of the social
group we live in, work in and/or interact with.
By interpreting the modality markers, that are
collectively produced by each social group, we
can determine whether we ought to treat a piece

of information as reliable, or be skeptical about it.3
However, in their book Svensson och svenskan,
writers Jana Holsanova and Andreas Nord claim
that reading and interpretation of text and information today is becoming more characterized by
multimodality than by a single modality. As the
prefix suggests, both the information itself and
the ways in which we partake of it, by means of
things like digital media, have become more and
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more fragmented, which has made the reader’s
understanding ever more dependent on the interpretative options open to her.4
Theories of multimodality don’t play an important role in my practice, but they correlate well
with my hope for, and trust in, the viewer’s ability
to compile, associate and create meaning through
my works. In this way, my works can be likened
to prisms, that gather and concentrate information (images, text, constructions, objects) in order
to provide the viewer with potential directions
for further interpretation. Of course, initially,
it’s my responsibility as an artist to shape these
prisms, make them appealing to the viewer and
ensure that they offer suitable entry points. It is in
the next stage, after the work and the viewer have
met, that the subjective experience and understanding takes on significance. David Lynch
describes his view of how the subjective experience relates to his films like
this in an interview for TV:
“It’s a lot like music. Music, they say, is
an abstraction. It is very far away from
words. And film is a thing, that people
they want to have an easy understanding of a film, whereas in music they
don’t have that problem, there’s not an
intellectual thing going on, it’s just an
experience. But film has those same elements of just experience. Plus, film can
say abstractions that can be intuited,
so you use your intuition. And then an
understanding comes inside you. And
I think that people should trust the understanding that comes to them from
the experience. Now, it might be hard
to take what’s inside of you and tell
your friend in words what it is. It’s like a
dream, sometimes, you tell your friend
a dream and you can see in the face,
they don’t understand, the words fail you. But
still you know inside. So, it’s not that difficult
to understand if you trust your inner felling.” 5
Parallel Universes / Shadows in the
Endless Space of Possibility
I’m interested in ideas about parallel worlds,
whether they be co-existing, isolated, psychologi-
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cal or socially constructed. It doesn’t matter to
me if we’re discussing a scientific paradigm or a
psychological state; my interest in different concepts of parallel worlds lies in the ways that these
spheres relate to the definitions of concepts like
reality and truth.
Theories, ideas and representations of parallel
worlds are present in a number of different fields,
such as in science fiction literature and film, in
psychology, and in quantum physics. One of the
earliest theories concerning other, coexistent, cosmic worlds was presented towards the end of the
16th century, when Giordano Bruno claimed that
space is infinite, and that it contains an infinite
number of planets, inhabited by various intelligent life forms.6 The theory of a multiverse gained
traction in 1967, when quantum physicist Hugh
Everett III published his doctoral thesis on the
topic, which would come to inspire artists, film
makers and scientists to incorporate the theories
in their work.7 Ever since it was first expressed by
Bruno, the idea of a multiverse has been a matter
of some controversy. Even Everett was faced with
a wall of skepticism from the scientific community when he presented his ideas in 1957. But
atoms, electromagnetic radiation and the theory
of relativity were all considered speculative fantasy
at one point, and they are all part of mainstream
physics today. This once so fanciful idea of a
multiverse has received some degree of acceptance
from the scientific establishment, and is considered a potential reality today.8
Parapsychology is another scientific field in
which investigation of parallel worlds occurs, and it has also been, and still is, in a state
of conflict with the scientific establishment.
Parapsychology can be defined as the study of
mindreading (telepathy), visions of other places
and times (clairvoyance and precognition), mind
over matter (psychokinesis or PK), and the possible survival of the human self beyond death.9
As the name indicates, the field of parapsychology is concerned with phenomena and events
that lie beside the domain of established science.
Just as the theories of the multiverse have been
the subject of skepticism and scorn from established science, the relationship between the field
of parapsychology and the classical sciences has
been (and remains) somewhat frosty.

6. Maria Gunther
Axelsson, Din tvilling
kan finnas i en parallell
värld. (Dagens Nyheter,
5/17/03)

In 2005, a professorship in psychology including
hypnology and parapsychology was launched at
Lund University. This professorship has been
held by Etzel Cardeña from the start. Since
acquiring it, Cardeña has had to spend much of
his time defending the methods and existence
of parapsychology against a hail of criticism
from colleagues and students who claim that
a pseudo-science like parapsychology doesn’t
belong in a respected seat of higher learning like
Lund University.10 Criticism against the study of
the supernatural or paranormal is also raised by
non-profit organizations such as Vetenskap och
folkbildning (VoF)11, who explain their attitude
as follows on their website:
“There are those who consider it a waste of time
to oppose irrationalism, as rational arguments
seem to have no effect. We do not share this
judgment. We believe that people can be made
more resistant to irrationalism by learning about
scientific methods and results.” 12
Of course, the methods of parapsychology need
to be reviewed and evaluated, since the field professes to use scientific methods to seek evidence
of paranormal phenomena. For example, this
is done quite extensively in the book Vetenskap
eller villfarelse13, by Jesper Jerkert and Sven Ove
Hansson. The problem for me is when critics of
irrationalism, like any ideologically fuelled mob,
aren’t satisfied to merely review the methodological flaws of parapsychology, but seem to also
have the further agenda of disqualifying any
experience or belief that doesn’t conform to the
quantifiable qualities of reason.
In the year 2010, I was asked to take part in
an exhibition at Linnéanum, which is located
in the botanical gardens in Uppsala, in close
proximity to several of the university’s departments. As I was given more or less total freedom regarding the content of the exhibition,
I invited two of my previous fellow students,
Siri Leira and Halvor Rønning, to take part.
Eventually, the exhibition came to focus on
the specific conditions of the site, which was
nothing like a white cube. The approach I
developed was to focus on the historical and
architectural context within which the show
would take place.
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7. Joanna Rose, Max
Tegmark och hans mån
ga universum (Forskning
& Framsteg, nr. 5, 2011)
8. Ibid.
9. Nationalencyklopedin
10. Per Snaprud, Han
försöker fånga det para
normala (Forskning &
Framsteg, issue 4, 2010).
11. The Swedish Skeptics
Association
12. www.vof.se,
Accessed: 23 February
2013 (my translation)
13. Vetenskap eller
villfarelse (Science or
Fallacy) (my translation)

14. Siouxsie and the
Banshees, “Eve White
Eve Black”, from the
album Kaleidoscope, first
released by Polydor in
1980, and rereleased in
2006 with “Eve White
Eve Black” included as a
bonus track.
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Linnéanum was planned by Olof Tempelman
and Jean Luis Desprez, and built to honor Carl
Linnaeus. The building, which is done in a neoclassical style, was opened in 1809 to commemorate Linnaeus’s one hundredth birthday. To me,
Linnéanum seemed like a celebration of and a
monument to not just Linnaeus as a person, but
to the whole enlightenment that banished delusion, irrational beliefs and faith from our lives
in favor of evidence-based science and common
sense. This may in turn have contributed to
the secularized and rational identity that I feel
has taken hold in Sweden today. Because of my
interest in subjective and irrational experiences
of the world, and in questions concerning the
ownership of the definitions of truth and reality,
I chose to focus my work on the relationship
between established science and the so-called
pseudo-sciences, like parapsychology and astrology. A number of queries became central to the
working process: How and by whom are terms
like truth and reality defined today? How does
science influence our ideas about what is true
or false, real or unreal, or right or wrong? Has
science, ever since the enlightenment, been
granting itself, and by extension large parts of
Swedish society, a kind of monopoly of explanations concerning how the world works?
My idea was to use the exhibition to bring irrationalism into the academic context, and thus
bring these two related, yet ideologically opposed, forces together in order to create a context
for a discussion about how the right to define our
existence is distributed in our society. I did this
through the works Ganzfeld Experiment, RSPK
Series, and Obey Apophenia.
Ganzfeld Experiment was a performance work
where I performed a parapsychological experiment designed to screen for telepathic abilities.
Two twin brothers were placed in different
rooms, about 50 meters apart. Brother 1 was
shown a picture that he was then asked to spend
30 minutes attempting to telepathically communicate to brother 2, who was in a similar room,
listening to brown noise in headphones with a red
light shining in his face. After thirty minutes,
brother 2 got up and drew the image he felt he
had received on a sheet of paper. The result of the
experiment, which was beside the point as far as

Viscous Currents, Inky
Folds
2013
Painted wood and door
Dimensions variable

I was concerned, was a failure. My purpose was
rather the actual performance of the experiment
in that specific environment.
RSPK Series was a series of four paintings, 150 ×
200 cm, ink on canvas. The paintings depict enlarged messages written by Recurrent Spontaneous
Psycho Kinesis (RSPK), phenomena more often
referred to as poltergeists in the mainstream. The
messages, which were originally jotted down on
little slips of paper, came from two different experiments, performed more than a hundred years
apart. One of the experiments was performed in
the 1850’s by a group of French spiritualists led
by Ludwig von Guldenstubbe. The other experiment was performed by the American parapsychologist William E. Cox in the 1970’s.
In the third work, Obey Apophenia, I allowed
myself to wander freely through the territories of
irrationalism. The piece consisted of four display
cases and a four meter sculpture of the Roman
numeral two, which is also a symbol for the
Gemini star sign. The display cases contained
spreads from books, photographs, newspaper
clippings, various objects, and an interview with
my mother. Obey Apophenia can be described as a
non-linear, personal, and associative map, where
free, perhaps even illogical, connections are made
between my own history, astrological theories
about the meanings of star signs, and research
into telepathic communication between twins.
Psychological Spaces
Never say die
I must never die
Let me out of here
I belong out there 14
One of my main areas of interest in my work is
the division between our subjective experiences
of the world and the collective or social reality
that we all share. I am deeply fascinated by the
human psyche’s great ability to produce full
experiences in the organism, of both the wonderful and the terrifying varieties. A human who
enjoys total external liberty and good prospects
for a happy life can still become trapped by the
concepts within her own mind, which can cause
a total separation between the subjective and the
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15. The Three Faces of
Eve, 1957. Directed by
Nunnaly Johnson. Distributed by 20th Century
Fox. Release date: September 23rd 1957. The
film is based on the book
The Three Faces of Eve
(written by psychiatrists
Corbett H. Thigpen and
Harvey M. Cleckley, and
published in 1957), which
describes the real case of
Chris Costner Sizemore,
a woman who suffered
from Multiple Personality
Disorder (MPD).
16. Jagets teatrar: Il
lusion och sanning på
psykoanalysens scen,
Joyce McDougall (Stockholm: Natur och Kultur,
1988), p. 15.
17. Ibid., p. 16.
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collective realities. Naturally, we don’t need a
malfunctioning psyche to send us into a separate
reality, we all live in our own private projections
of ourselves, and our relationships to the external
world are all based on our own interpretations
of our perceptions. Perhaps we can think of
our subjective psyches in terms of architectural
structures, spaces that vary in character from the
public, enlightened, and rational to the private
and concealed, where it’s just our own voice
echoing against the walls.
Another way of describing our various psychological realities is to speak of Selfs in the plural.
The feature film The Three Faces of Eve (1957)
tells the story of Eve White, a timid American
woman who suffers occasional headaches and
temporary blackouts. Mrs. White makes an
appointment with psychiatrist Dr. Luther, who
witnesses how Mrs. White’s personality suddenly changes during the early stages of their
conversation. Now, a woman named Eve Black
introduces herself, and unlike Eve White, she’s
spontaneous, adventurous and outgoing. Eve
Black, who doesn’t think much of Eve White or
her husband, does everything in her power to
stay in control of the body that’s being shared
by the two personalities. Dr. Luther diagnoses
Mrs. White with the unusual (and later much
debated) multiple
personality disorder,
and claims that it
probably results
from early childhood trauma.
After a long time
in therapy, another
personality appears,
the down-to-earth
Jane, who remembers everything
that the other two
personalities have
experienced, and who ends up being the one of
the three to survive and stay for good.15
Despite all the doubts that have been raised regarding the possible causal role of the therapists
in the diagnosis of multiple personality disorder,
The Three Faces of Eve is a well-known and telling portrayal of the human psychology’s ability
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to, willingly or unwillingly, create and maintain
realities that exist alongside the collective or
social reality that we share. The film is a most
literal interpretation of our inner conflicts, and
the fact that our notion of self isn’t always best
expressed in the singular.
However, it’s not necessary for us to enter the
dissociative spectrum to speak of our Self as
plural. Joyce McDougall, writer of the book
Theatre of the Mind, uses theatre as a metaphor
for our subjective psychological realities. She
claims that the Self can be regarded as a theatre
stage where different characters act out their
wildest fantasies and dreams, often at cross
purposes with one another. The chaotic nature
of the plural Self is thus a most universal experience, which can potentially cause suffering in
any individual, because we’re unaware of the
powers hidden there, and of their roles and motives.16 We seldom accept responsibility for the
various performances given and lines uttered by
our different Selves, despite the fact that we’re
basically directors in front of our inner stage,
causing all of the things that are happening to
us in the external world. McDougall also claims
that the writer of the plays that are performed in
our inner theatre is the immature and naive Self
that spent its early years fighting for survival in
an adult world with vastly different theatrical
conventions to those of a child.17
Several of my works are what you might consider
case studies, and rest on either a factual or a
fictional foundation, or some combination of
both. The form, execution and content of these
studies varies, but they all deal with matters of
subjective and collective psychological spaces,
and with what happens when these spaces are
separated from, or permitted to collide with, one
another. My interest in the human mind is not
so much directed at surveys of pathologies or
explanatory models as at the actual experiences it
can produce in the subject, and the consequences
this can have for the people around it.
A story that I find gives a clear example of such
an encounter between a subjectively experienced
reality and the social or collective reality is the
case of the 36-year old that I mentioned above,
that formed the basis of my work Remember Me
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When the Sun Sets, 2010. The work is based on
a Swedish criminal investigation that is both
well-known and well-documented, and occurred
between 1983 and 1985 in Stockholm, when the
terrorist group COBRA, sometimes just referred
to as C, demanded that the police authorities
collect more than 1.55 billion Swedish kronor
from 80 or so businesses and hand them over to
the organization. If the money wasn’t delivered, C
threatened to send an extensive and detailed document detailing how to attack and destroy the
Swedish state to active cells of terrorists. During
the two years that this case was under investigation, C sent more than 1,200 typed letters to the
national chief of police Holger Romander, established advanced radio communications with the
police, and planted a number of dummy bombs
made out of concrete. After intense investigative
efforts, the police were able to arrest the suspect,
who proved to be a lonely 36-year old taxi driver
living in Nacka. The man, who was considered
mentally ill, was sentenced to psychiatric care
indefinitely. After ten days within the mental
care system, the man was judged mentally fit and
released. He’s been free ever since.

that he intended to put on his own gravestone:
Remember Me When the Sun Sets.

My approach to this material wasn’t to reproduce
this true crime story, which has already been well
documented. After thorough research into the
case, the image of the suspect that appeared was
one of a person with entirely different intentions
and motivations than a preoccupation with financial wealth or a desire to topple the Swedish state.
What C was doing with his letters, his plotting,
and his actions was to create a fiction, an existence
parallel to his every-day one.

Ideas about architecture and spaces in relation to
people’s experiences and uses of them are a recurring aspect of my work: some characters use the
spaces for protection, sealing themselves inside
a larger architectural body to make internal,
mental voyages from the safety within. Others
spend time in their spaces involuntarily, captured or imprisoned by them. Narrow places like
nooks, crannies, and closets are dual-natured
in that they are both potentially protective and
imprisoning. My work Tales of What-if And
Might-be (2012) includes, among other things, a
light gray chest of drawers, which looks modern, sleek and simple on the outside. If you look
closely at one of the sides, you notice a narrow
gap, which indicates that you can open that side.
Inside, the chest of drawers is empty. The walls
have metal plating, and the floor is covered with
a soft material. The back of the chest of drawers,
which faces the wall, has breathing holes, and
the door can be locked from inside with a pair
of padlocks. This chest of drawers is a shelter
in place, or panic room, a secret temporary safe
room that you can hide in if you become the
victim of a home invasion. Tales of What-if

By presenting selected sections from C’s
personal notebook from that time,18 typed on
an identical typewriter to the one C had, the
police photographs of his material vocabulary
(clothes, gadgets, books and so on), 1,200
empty C5 envelopes, and a fragmented sunset
on the wall, I invited the viewer to join in my
interpretation of C’s world. It makes sense to
me to use C’s story as a specific yet universal
example of a human being’s desperate longing
to find meaning in his life, to find the freedom
to create a parallel persona and a new reality for
himself. The title of the work is C’s own somewhat trite, yet existentially evocative epitaph,

Cubbyholes
“Life begins well, it begins enclosed, protected,
all warm in the bosom of the house.” 19
The most essential role of a house is to protect us
from external dangers, such as the elements or
undesired encounters with people, animals or
evil spirits. The house provides an opportunity
to shield ourselves from impressions and recover
from the pressures of the outside world in safety.
The walls of the house protect us from being
seen, and its windows let us peek out at our
surroundings and let some light and air in. But
the house also harbors the very same evil spirits
that it’s supposed to be protecting us from. The
house is where traumas are suffered; family tragedies are acted out, loneliness and isolation are
made painfully obvious. The house is a castle,
but also a potential trap or prison. I’m interested
in this dual nature of the house, and of architecture in general.
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18. Through the Stockholm City Archives, I was
given access to all of the
police investigation materials, including C’s personal diary from the time
in question, photographs
of important things like
gadgets, books, clothes
etc., as well as transcriptions of interrogations.
19. Gaston Bachelard,
The Poetics of Space,
(Beacon Press: Boston
1994), p. 7.

20. Gaston Bachelard,
The Poetics of Space,
(Beacon Press: Boston
1994), pp. 6–7.
21. Mike Kelley, Minor
Histories – Statements,
Conversations, Propos
als, (Massachusetts: The
MIT Press, 2004), p. 327.
22. Ibid.
23. Ibid., p. 328.
24. Ibid., p. 327.
25. Paul Schimmel, Life’s
Echo: Gregor Schnei
der’s ’Dead House u r in
Gregor Schneider, (Los
Angeles: MOCA – The
Museum of Contemporary Art, Los Angeles,
2003), p. 103.
26. Ibid., p. 107.
27. Rum tar tid (Space
Take Time, my translation), Rolf Wohlin (Laholm: Arkitektur Förlag
AB, 2002), p. 192.
28. Jason Dodge in
interview, Kadist Art
Foundation, (http://
www.youtube.com/
watch?v=PE65Mwk
OBTM),
Accessed: 10 March 2013
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And Might-be begins with an investigation of the
phenomenon of prepping. The people involved in
this movement prepare meticulously for all kinds
of disaster scenarios, from nuclear war to social
collapse or home invasions. So the chest of drawers that looks so insignificant from the outside
is really a potential lifesaver, a hole for you to
hide away in, where sealing yourself in becomes
necessary for your survival. However, the chest
of drawers can also be regarded as a materialized,
constant reminder of the ever-present threat of
the unknown, a manifestation of paranoia, and
thus in essence a mental cage.
In his book The Poetics of Space, Gaston Bachelard
describes what he considers the main virtue of
the house or home: its role as a shelter for the daydreamer. The house, says Bachelard, is our first
world, the cradle of security in which we learn
to daydream. It’s to these safety zones within the
house we return in our memories to re-experience
the warm light of childhood.20 If the house creates memories of security, that we are happy to
keep returning to, and if it allows us to daydream
and fantasize, it would seem reasonable to expect
that it should also be able to create the opposite:
memories we never want to return to, involuntary
but recurring moments of discomfort.
Mike Kelley used Gaston Bachelard’s ideas
about the safety zones in the house (under staircases, inside wardrobes, and cupboards etc.)
as part of the basis for his work Educational
Complex (1995).21 After reading The Poetics of
Space, Kelley was wondering how Bachelard
had been able to repress the fact that these safety
zones were so tightly connected to traumas, and
that this is why they occur so often in films and
literature in the horror genre.22 For Kelley, it’s
the repressed parts of our psychology that are
relevant to the idea of the sheltering house. Educational Complex consists of a physical architectural model of all of the schools Kelley ever
attended, as well as his childhood home and
the church he belonged to as a child. The model
is based entirely on Kelley’s memories of these
spaces, and therefore contains gaps and empty
spaces representing the parts of buildings that
he no longer remembers.23 In the work, Kelley
connects these physical spaces to the theories of
Repressed Memory Syndrome, which claim that
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early traumatic events are mentally blocked to
make them inaccessible to the memory. Instead
of viewing his childhood through a shimmer
of family nostalgia, he assumes that all the
buildings and rooms he doesn’t remember are
places where he experienced traumatic events.
By filling these voids with dramatic fictions,
Kelley inverts the traditional idea of the idealized childhood memory, and replaces it with
something much worse.24
Gregor Schneider’s Totes Haus u r (1986- ) is
another example of a work that involves and
tightly interweaves the conceptual pairings of
architecture/psychology and architecture/memory. Since 1985, Schneider has been continuously altering and rebuilding his family’s house
in Rheydt, Germany.25 Schneider’s labors have
converted what used to be an ordinary home
into a maze-like nest of spaces. Walls have been
moved, rooms have been erected within rooms,
and doors and windows have traded places. The
pale sunlight that filters in between the curtains
really comes from hidden fluorescent lights, and
the breeze moving through the rooms is actually caused by fans. No two visits to the house
are the same. Paul Schimmel describes how
Schneider’s entire practice revolves around places
with memories of events. Like the protagonist of
Edgar Allan Poe’s short story The Tell-Tale Heart,
who hides the hearts of his victims under the
floorboards of his house, Schneider hides parts
of the story inside the walls of his own, such as
photographs of deceased relatives.26
But what exactly is Schneider doing by continuously distorting the house in Rheydt? The Japanese have a spatial concept, ma, that has no exact
counterpart in western languages. Ma is simply
the essence of a space, its value in itself and its
unity.27 Is it the ma, the personality and essence
of the house and the memories that go with them
that Schneider is gradually eliminating? Is the
character Totes Haus u r slowly becoming a place
with no memories, or in Kelley’s view, a space
full of nothing but trauma?
Fiction and Space
“I am not observing the history that an object has;
I am creating the history that the object has.” 28
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Art spaces aren’t neutral. Whether we’re professionally involved or just interested visitors, we
enter art spaces with our own sets of preconceptions, opinions, and expectations. Of course, my
works can never be presented in absolute isolation from historical or contextual references. Nor
can they achieve some kind of absolute social
accessibility within the art spaces. However, my
work is founded on the conviction that the art
space itself, in relation to the works, has a potential role to play in the creation of meaning, just
like the spaces that are created in or by the pages
of a novel, or when a piece of music is played.
The thing I have to accept, and seek to promote,
is the viewer’s entitlement to her own experience.
Jason Dodge regards his own works in a way that
I find to be consistent with my own perception
of my works. Dodge perceives an obvious connection between his sculptures and the written
word, especially with the forms of poetry. Regarding poetry as a reduced form of storytelling
that uses existing words in succession to generate
its own meaning, he claims that his sculptures
and objects function similarly, but with physical
objects instead of words.29
A suite of art works that has become very important for my own work is Sten Eklund’s Kullahusets hemlighet (1971-72)30. The suite consists of
52 color etchings and a number of objects, which
together relate the story of the fictional Swedish
scientist J.M.G. Palléen, who discovers a futuristic and seemingly deserted community that he
comes to refer to as Kullahusområdet during a
journey through some part of Sweden in 1849. It
seems to be a mining community that produces
nothing but useless ore, where the greenhouses
are cold instead of warm, so all you can grow
is weeds, and the buildings and structures the
people have built there seem odd. Palléen’s
uncertainty about what he’s really seeing and
experiencing grows ever stronger, and he decides
to document it all by drawing it.

the work is a critique of the fixation with rational
and measurable arguments that sometimes arises
within the academic sciences.31
My experience of Kullahusets hemlighet gave me
an insight into physical space, objects, and images as potential elements of fictional narratives,
a kind of storytelling that I associate with literary
or cinematic narration.
Narration, fiction, and space are also relevant
aspects of the practices of Ilya Kabakov and
Mike Nelson. However, I feel that both of these
artists relate more directly to the scenographical
aspects, and to the unitary, than do Dodge or
Eklund. Despite the fact that Kabakov’s works
often show a very strong political influence, unlike my own, his method involves presenting fictional biographies by means of physical cut-outs,
which makes it a useful reference for my work.
Like Kabakov, Mike Nelson often works with
spatial and dramatized narration. In the sitespecific work A Psychic Vacuum (2007), Nelson
turned a whole building on Essex Street in New
York into a labyrinthine structure of rooms and
corridors where the user was free to wander
around. By relating the spaces to each other in
various ways, and by varying their dimensions,
interiors and props, Nelson creates a complete
architectural fiction that involves the viewer in a
concrete and physical fashion.
My pieces, like Kabakov’s and Nelson’s, have
points of contact with film and theatre sets. But
my short stories don’t surround the viewer in
the physical sense, they are the expressions of
unfinished sentences, ephemeral narratives given
in the hope that the viewer will elect to participate and trust in her own subjective reading and
understanding.

Kullahusets hemlighet can be regarded as a
reflection on the nature of art, since it relates
on one level to concrete, material objects, while
on another level it is more concerned with more
ethereal matters such as the power of the imagination. Sten Eklund has also stated himself that
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Ingrid Furre
Bed
A friend moves
The bed provides a place where you can lie down,
try to remember and understand what happened,
wait for traces to appear so that you can pass
them on.
When eyes are closed, the pupils try to keep up
with you racing around in your dreams, without a stomach and back muscles. Falling from
one thing to the next, with a force and logic
that resemble your little sister on rollerblades.
You may think that the bedroom is a private
room, since you are
always alone in your
sleep, but the bedroom was the center of
the house in the Middle Ages and now it
seems to return as the
center of habitation.
In your neighborhood, several people
have begun to stay in
bed for socializing.
The beds are large and
there is room for more
people who can lie and
watch TV. You might
not have a large bed,
your apartment is too
small, and that is why
your bedroom is also
the living room. You
have built a wall of four bookshelves, which
allows you to pretend that you are in a separate
room while you sleep, and there are only streaks
of light entering from the living room, through
a new type of modern wall with holes. The
bed can be very lively, and give the impression
of being in motion, but that does not have to
be the case. Provisions for sleeping have been
arranged around bonfires and in shared communal rooms to save energy. Young Jae Lih tells

you that in Korea it is still common to heat up
only one room in the house. There is a stove on
one side of the room, likely an oven, and pipes
lead the smoke and heat underneath the floor,
and eventually upwards, and out on the other
side. It is common to lie on the warm floor, and
sleep on beds, which are thin mats.
There is nothing worse for the morality than
to occupy oneself with morality
You move into an apartment where the previous
tenant has forgotten to clean. You sweep, and
several small objects lie
on the dustpan. You
do not know where
they belong, so you
stack them on top of
each other. One accident leads to the next.
You copy the objects.
They become larger
clay figures, which you
cast into plaster molds.
Into the molds, you
pour a mix of lye and
grease. The soap might
look like powder, but
expands when mixed
with water. It can
penetrate enzymes and
cleanse fabrics you may
have thought were flat
and one-dimensional.
Soap is also called milk and can then straighten
out wrinkles and pain from the skin.
On the nightstand you keep a piece of paper and
a pencil so that you can stretch out an arm and
draw sketches of beds. In the daylight you build,
paint and cut wood. In the dark you evaluate
whether the beds are good enough, bending your
head like a painter, nodding and thinking, but
without seeing much.
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Bed
Even the most unfortunate finds, or improvises
a bed. The majority decides which beds are
popular, and it influences your expectations for
the bed. You think you can describe it from its
functional qualities. Usefulness is rarely underestimated. Money wants to measure it, but here is
nothing to count. There is no fancy or ergonomic
mattress. The bed is simply there. Made out of
wood. And the trees do not bother with you.
They grow completely regardless of you. For
maybe thirty years the tree was growing together
with several other trees. Before you were born it
panicked when the trees nearby started to fall, as
it knew that its time would come. Now, there are
parts of that tree here, or maybe it is several trees,
involuntarily compressed into a bed. If it stops
being a bed, it will probably go back to being
wood, and nobody knows what happens to all
the wood. You are going to move together, and
apart from others, from houses to apartments, to
a small wooden box that someone will bury, but
you can only imagine what has happened and
will happen to the bed.
Things
It is not possible to find the essence of a thing,
even if you describe it as thoroughly as you can.
Words do not represent one thing, but groups
of things and qualities of things. Words are also
things. There is always something about the
thing that has to be experienced and cannot be
experienced and therefore it is also some humor
in the attempt to catch it. This becomes clear to
Iris1 when she is about to describe things on tape,
remains after someone who just passed away, a lot
of stuff, which soon will disappear or transform.
Things do not die. They are just passed over. You
bake bread and eat it all, stare into something
that resembles a wall, which is simply a part of a
house. Things have no beginning, middle or end,
just a rhythm and a new sentimental value, which
sets in when their previous user disappears. The
house is still there, even if you only see one wall.
But you are never alone with the wall. You are
always surrounded by a lot of things. Which, and
how things are attached to each other influences
the experience of it. Every new thing exists, like
in a Dutch still life, never alone.
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To Iris it is harder to describe the useless cotton
ball than the still usable glove “… And when I
tried metaphors, the object sank so completely
into the other thing that I abandoned making
comparisons.” 2 She puts the task aside. It can
seem meaningless to describe something, when
you are not coming closer, but what is the meaning in the meaningful.
In I Need Some Meaning I Can Memorize (The
Invisible Pull) (2012) by Ryan Gander, you
can see the wind in the hair and clothes of the
spectators. The air is colourless and only visible
when it moves a guest. The man who hires Iris
in Hustvedt’s novel refuses to tell Iris anything
about the life of the deceased. Iris should have as
little information as possible about her, so that
she will be able to describe and not interpret the
thing. She tries to listen to what the thing is saying, without analyzing it.
Drinking wine and water from
the same glass
John in Virginia Woolf’s short story Solid Objects
(1920) notices a small object along the beach.
He slips it into a pocket in his pants. He studies
and admires the object, puts it on the fireplace
shelf, and abandons everything else that he is
doing. There are enough challenges in the new
discovery, which are concrete and manageable
compared to the vague sea.3
Paul Valéry names the things he finds on the
beach Objet Ambigu.4 These objects have shapes
unlike any other. They seem natural, but at the
same time constructed. Siri Hustvedt doubts the
word “… ambiguity is inherently contradictory
and insoluble, a bewildering truth of fogs and
mists and the unrecognizable figure or phantom
or memory or dream that cant be contained or
held in my hands or kept because it is always
flying away, and I cannot tell what it is or if it
is anything at all …”5 Words are ambiguous,
but they appear in a context, which is interrupted when you try to disengage, separate, and
tell them what they are. It is your job to give
them meaning, but ambiguity tries to escape.
Valéry “… questioned it without stopping at an
answer …”6 Waves and sand torture and disfigure. Things are left behind along the shore, on
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what Valéry dramatically calls a graveyard. There
is also an accumulation of broken bits and pieces
along roads and railways, in trashcans, and inside
vacuum cleaner bags.
People looking over the ocean, rarely have something to say, but then they pick up one of these
things and walk on. Valéry thinks that poetry
first of all should have a sudden, unusual, and
overwhelming emotional effect on the reader.7
He is interested in a mathematical formula that
he believes exists within the objects, and which
can be used to create new works with the same
effect. He prefers Wagner’s calculated emotional
buildup to Bach, who just continues endlessly.
But is it not the vain in things that make them
seem ambiguous. Something you cannot pass
on. You copy heartlessly, wear out the soap
forms, but you do not despair until you glimpse
the outcome of the actions you are repeating. In
Mrs. Dalloway (1925) by Virginia Woolf, Mrs.
Dalloway describes “... a wonderful play about a
man who scratched on the wall of his cell, and
she had felt that was true of life – one scratched
on the wall ...”8 It is in the moment you find a
purpose for the motion that the activity turns
unnecessary again or when you think you know
the wall and what is behind it.
Cellules (1991) by Absalon9 looks like magnified
bits and pieces. The sculptures are logical, yet difficult to place. They do not seem monumental although some of them are are quite large. They are
white and the surface of the item is neutralized by
the color, and makes the angles distinct. Things
consist of atoms, which consist of many empty
spaces where electrons orbit a nucleus. It gets
difficult and too theoretical for you to grasp, but
when you see the sculptures of Absalon, it seems
quite logical that all things possess a great amount
of empty space. John and Charles look at the same
thing, but see different things, and it is the things’
ability to transform that makes them solid.
Divan
There are a lot of paintings of women on divans.
Painters have loved to study women together
with divans, and contributed to the objectification of both. It is not possible to understand
another, or how it generally feels to lie on a
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Rest 75
2013
Wood, cotton, foam,
lacquer
122 × 43 × 23 cm

divan. Sigmund Freud describes the value of
the individua relationship between patient and
therapist. He discovers that the ego grows when
you identify with someone. Freud’s patients lie
on a divan, and may talk about what they want,
when they want, by what he calls free association.10 The memory leaks into the dreams, but
seldom vice versa. What you have dreamed almost
always disappears immediately after you wake
up. Some rare and uncomfortable dreams stay
with you throughout the day. Others you want
to remember and therefore you draw them down.
But when you look at the paper a few days later
the drawing seems alien, the dream has escaped
from your memory. Freud describes how someone
who is lying halfway stretched, can more easily
open up to the subconscious, while simultaneously being conscious enough to describe what
they may access. Also Marcel Proust went to bed
(early) to compose what he remembered from his
life11. The realistic and sincere stories are as true
as the absurd and unrealistic you can experience
while dreaming.

Rest 76
2013
Wood, found carpet,
acrylic paint
151 × 61 × 23 cm

Sol LeWitt also proposes a kind of free association
in the fifth sentence of Sentences on Conceptual
Art, which says that irrational thoughts should be
followed absolutely and logically. Your ideas do not
have to be carried out, but can be fulfilled in your
mind or by someone else. The artist is a mystic
and the mystic shows us the absurd quality in
the world. Sentences on Conceptual Art is not an
easy manual for making. The sentences confuse
you. The artist leaps to conclusions that logic
cannot reach.12
Chairs
You sit on chairs. But you can also have your legs
laying on one, or stand on top of it. Most chairs
are standing indoors, often in front of a table.
Chairs have been presented in exhibition spaces
to be viewed, but also to sit on for the visitors in a
museum and for the guard in a private gallery13.
In the Kunsthalle you have visited, or private
galleries there is usually only chairs if there is
also a video work on display. There are games
related to chairs, where they are located and who
are allowed to sit and rise. A sick person is often
tied to a bed. But if you are sentenced to death,
you are forced to sit up and take the penalty.
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One of the chairs in the studio is firm and has a
long straight back that makes it very comfortable
to rest your back against, but the seat is a bit too
low. You have a chair in light leather, which is
too smooth, and you always slip out of it without
noticing, and thus become uneasy as soon as you
sit down. You have another leather chair that has
soft leather, and some very good, soft pillows
that you can sink into. Most leather furniture is
cold, but this is not cold, the leather resembles
fabric, the back is long, and your head positions
itself close to the top of the chairs back. One
of the chairs in the kitchen has a loose connection between the back and the seat. You do not
understand why you have not fixed, or burned it.
Everyone hates sitting on it, still it is placed by
the table as any other chair.
About keeping the erotic excitement in
bureaucratic situations
You place the beds on the floor alongside the walls
of a gallery, as the most primitive form of interior
design. You stack the soaps on top of each other
in a pile. You turn off the neon lights in the
exhibition room to keep track of time with help
from the light outside “... everything is the same
except composition and time, composition and
the time of the composition and the time in the
composition.” 14
Beds do not communicate, but they make it
easier to interact. It is where you feel at rest. Before the existence of words, people were grooming each other’s fur.15 Could only talk to one at
a time. Conversations held in bed are different
than those held elsewhere. You must be present
as your self to sense an erotic excitement. It is
through the erotic excitement that you can open
yourself to the absurd quality in the world, to
make it possible for you to comprehend certain
things. In a neon work from 1967, Bruce Nauman says that the true artist helps the world by
revealing mystic truths. Intimacy exists in order to
make it possible to immerse oneself in something. Criticism to see what something might
signify in a larger context and structure.16
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Ambient 1: Music for Airports (1978) is, as stated
by the title, music for airports.17 The music helps
you encounter the insane experience of flying.
The interruptions from the speakers and the noise
from the room become part of the composition.
Your ear can move freely in accordance with the
speakers, and that determines how the sound will
hit you. The airport looks (functions) like a mall,
but the music is supposed to make the experience
intimate. Erik Satie composes something related,
which he calls furniture music.18 It is no longer
necessary for the spectator to attend a concert to
honor the composer. The turntable allows you to
listen to music while lying in bed.
Going to bed
You lie down in bed if you feel sick, tired, or due
to resignation, in cases of acute panic, or despair.
You lie down to demonstrate. You lie down your
work. You lie down and hope that someone
cares or not. You are not one of those who run or
drink when you feel upset. You lie down, and if
it is really bad, you are not able to get up again.
Hospitals are filled with beds. This is perhaps
where you will die. You end every day in the bed,
and it is the first place you encounter when you
wake up. It is also the first place you leave each
morning. Mostly it feels like a riot.
The bed is a horizon when viewed from the side,
and the duvet forms mountains and valleys. You
tend to stay horizontally in bed, beneath white
sheets19, with a clear view to the ceiling, which
is also an empty surface. On a sheet of paper by
the bed, lies a pile of sketches. You may wish that
your bed can speak to and for you, but it is pretty
quiet, and therefore it also continues to arrest
your attention.

You always fall asleep on airplanes, rarely manage to enjoy the view or to feel how it is to sit
above the clouds. The airport makes you sleepy.
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Tiril Hasselknippe
Sculpture
“A sculpture is something that if it falls on your
foot, it will break it.”
John Chamberlain1

out. Just ask Richard Serra.3 There is bravery in
committing to the surroundings. To enter and
never leave. It is commitment.

A sculpture is an invasive act, a persistent stranger.
It was never invited and it is always in the way.

The relationship with the sculpture is like a marriage. The initial stages of production and exhibiting is like dating. A courtship. Prancing. The
report gets told and retold. Documented. But the
afterlife is storage. And storage is marriage.

The sculpture is never seen alone. It is not like
other mediums which can be contained within
its own size. The sculpture, much related to
architecture, reaches as far as sight itself as it
is always a composition. A moving image as
one moves, a steady landscape seen in waves.
A sculpture does not exist in a vacuum. An
artist who does sculpture is always collaborating. It is a series of gestures. Nature being the
first collaborator, a blanket of new and ancient
gestures. Then the architect makes his moves
on top of nature, and human nature wear them
in. Behavioral strokes. Then the artist comes in
last, does the last gesture; the sculpture, the art
work. Due to it specificity it is inherently connected to its surroundings, unlike the painting
which can exist in its own autonomy. The world
seeps into the sculpture. The world is inseparable from the sculpture. There is a transaction between the sculpture and the world. If
the sculpture is large enough you don’t need a
pedestal. The world is the pedestal. Without the
sculpture it is empty.
Remote
The sculpture mediates with gravity. It is a long
lasting love affair. An engagement. The sculpture
is anchored into this sphere, much like the greek
warrior Sophanes who in the battle of Plataea
in 479 B.C. fought a battle with an iron anchor
fastened with chain to his cuirass.2
Other accounts say that he bore the anchor
on his shield which he perpetually kept whirling around at his enemies. A sculpture does
both. It is forever chained to and in relation to
the ground. It never leaves. Yet it also is full of
agency, waiting to knock you down. Take you

The sculptures are most often dependent upon
joints and installation methods based on gravity
and the pull of gravity. They balance by their
own weight and at times the balance is so delicate the sculpture might fall down or desist at
any point during the exhibition period. Especially, of course, if a viewer were to get frisky with
it. I always imagine the sculpture falling down
at someones feet, its collapse, its crash. There is a
joy in the possibility that someone would destroy
it, and thereby by default change its agency. A
strange sense of relief. Installation and construction means steel entering steel, wood supporting
weight, vinyl stretched foam, sand on a welded
spine. The frailty of gravity meets the solidity of
the physical. The sculpture is a thing. A being
with autonomy.
But it is stands by hugging the architecture.
It is standing there leaning on everything. The
sculpture has a longing. It longs to stand upright.
It longs for lying down. It dies, you die, you
break your foot, it is broken.
Hugging the architecture.
A longing.
Bricks.
Art isn’t around to make your life easier.
Self supported. We are all self supported. The
spine keeps you upright. We are all orphans in
the world. The sculpture is an orphan in the
space. Neither of us are stable things. Our gestures lead the way. Abrupt life or abrupt death.
Act or not. Do or die.
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I am the artist. I make the sculptures myself, by
my own hands. I cannot explain to another what
the sculpture will be, or how to make it, so I have
to make it myself. I want to make it myself.
It is a physical thing, a longing, an excitement.
It starts with a need. It starts with the hand. The
hand makes a plan and makes a drawing. Shapes
a model. The hand starts sculpting and the rest
has to follow. The model is important. There is
affection in this stage. There is hope. A multitude. A proximity to everything. A fear of all.
The artist can play. The artist wants to show off.
The professional does out of duty what the artist
is amazed by doing. I get exhilarated. I build it
up to see how it looks, I drop it on the floor to
see how it breaks.
Art develops a deeper understanding of being.
The largest scope. This memory is one of unity.
It is a refinement of the human state of mind, a
blazing overview. Art is better than you.
A Lacanian screen, to see the world through and
to be protected by.4 A cognitive shift. It becomes obvious that the relationship between the
individual and the whole is fragile. There is an
acknowledgement of, or agreement between, the
person, time and mortality.
The Californian Divola’s works on Zuma beach
is a photographic documentation of interaction and imprint.5 He paints the insides of an
abandoned beach house with repeated graffiti
patterns and take photos angled towards the
window frame. It is a frame within the frame
where electric shades of cyan and soft magenta
meet during hours of dusk and dawn. The images look like a layering of existence. His own,
others, nature, and contains a particular depth
that can only arise from the flatness of collage.
But instead of the traditional method of cutting out shapes and pasting them together, he
is transforming entropy into a virtual universe
through the representation of photographs.
While there is an indexable relationship to the
world present there is also an evident tension
that comes with physical activity. His painterly
gesture is on top of the gesture of architecture, of
nature, of light, of need, and of abandonment. It
is a collaborative effort of gestures, each made by
different agencies.
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Couches #R
2013
Marin vinyl, Mdf, staples,
wood, foam, steel
189 × 70 × 80 cm

There are notions here that nature is evil, and
culture is mad, yet it remains a sense of belonging
to motion picture optimism. A filmic beauty as
a still life. A composition that was superimposed
by the use of flash in low-light conditions, as if
through all existence comes a separate sense of
normalcy. Revelatory ocean colors next to the flat
wall paper and spray paint offers an experience of
the ocean breeze within the vacuum. The repetitious patterns are done fast, mixing expressions
of utmost esoteric symbolism via vandalism, and
abstract painting. Though the works negate the
three-dimensional in many ways, the gestures
themselves hold on to their sculptural presence.

Caryatid
2013
Sand, binding agent,
steel
260 × 97 × 74 cm

The series continues through the course of a few
years where the Los Angles Fire Department uses
the former Life Guard house for fire drills, making the canvas ever more decrepit and darkened.
New paintings composed together with new
sunsets in an early decay very much paints the
changing nature of infrastructure in California. Houses never built for history and history
seemingly never going too far back in time.
The film set is closer to reality than unreality.
Cardboard boxes isolated with paper. Production
and destruction intertwined. The pull between
the eternity of the ocean and the vacuum of the
desert keeps the energy in a specific mode where
color is fugitive and structures who rest for too
long die. Never presented as an installation the
process forever remains within the photographs.
It is a secret, a mystic memory that was never
yours but now is ours. Eternal love.
I made camouflaged patterned parkas based on
a landscape sculpture of inverted mountains.6
A white cavernous landscape. I made a landscape
model of the inverted mountains, providing an
arial view, an abstraction. A sculpture seen as
a painting by the eye. A sculpture as a walk-in
painting. A revolving collage of art, work, and
space. Jaques Tati’s movies extensively used models and temporary architecture as collages. Moving models around, and moving around models.
He had much affection for the set. The objects
and surroundings are actors. The lighting and
color plays in your retina. This is the dialogue.
It was an extensive process of casting and getting
the negative and then the positive of the mold, as
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76

well as translating it through different materials.
The camouflage pattern was drawn from the
photos of the landscape sculpture. I proceeded
to silk screen the white Gore-Tex and assemble
the jacket.
The jacket is the screen, a surface to project the
world upon and viewing the world through.
Something in front of you and in between.
So the camouflage parkas is a double hide, a
double protection. But it is also our screen; the
camouflage patterns in clothing as a genuine
and contemporary take on landscape painting.
The wish to connect with the wild. Be the wild.
Going rouge.
Creation is more like an ever growing pyramid
than a straight line. I do not create in a vacuum.
Every piece of art we see is part of what we do.
The good, bad, evil and pure. We might think
of art in forms of highlights but the highlights
were not created in a sphere of greatness. The
selection comes after. We all try to make good of
the bricks.
It is the never ending spiral of events. The pyramid of innovations. All the bad and all the good
fuel the new equally. The statement that nothing
new is possible is a play on semantics. That humans did not in fact invent anything, ever, and
our progress was a mere discovery of what was
always there. Latent. Present. Invisible. Science
hoping to be seen. Archeology and the archive.
But all this end up in a game of words. Until the
end of time. Until the curve in the ellipse or fall
of mankind.
It is our relationship with the word itself, new,
that creates the drama. It puts too much pressure
on the individual. So we ridicule its meaning
and say with complacency that it simply cannot
exist. Perhaps we need to realize that the new
isn’t made alone. No new is an island. New is
connected to everything and it happens all the
time. A slowly spiraling development. A lot of
smaller steps continuously and a few leaps every
now and then.
A sculpture is a physical thing. When you remove its physicality it is hard to assess what it is.
If you cannot feel it, it isn’t there.
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A sculpture is a brute. Brutal. There. It is always
in the way, and always taking up too much space.
Any space is too much space. No one invited the
sculpture but the sculpture is insisting anyways.
A sculpture is related to rap culture, mixing
needs with hardness. Where the melody lies in
the structure and the beat holds it together. A rap
song doesn’t only talk of the body, it is a body.
There is aggression in just being here, in showing
up. The rap song is a sculpture. It is physical and
it is present. The spoken word is physical. You
can feel it coming at you. You can feel it leaving
you. Rap is spoken words filled with agency.
Sculpture is a physical thing filled with agency.
They are proxies for entry. Compositions in motion. Definitive movements.
Landscape of sculptures. A field of things.
The caryatid was in history of architecture the
female sculpture used as columns in temples and
houses.7, 8 Bearing structures. An army of women
holding the roof. Keepers of construction. The
strength of the body was the sculpture, and the
strength of the sculpture became the pillar. I
made a caryatid sculpture consisting of a steel
structure base bolted into the the concrete floor,
and sand cast solid into a resin mold. The mold
was later removed when the sand had set and the
binding agent hardened.
Finding the female quality in aesthetics that is
universal rather than human was a key.
The alien caryatid, a goddess unknown. A
tale for strength and function, and the inherent
characters of architecture. Sand is the smallest
of mountains. By the steps of Delphi. On the
heels of Athens. Maidens of beauty and architecture. My korai.
We go into art focusing on specifics like material, scale, context, outline, content and intent.
In our interaction however there are selected
moments where the physical impact transforms
into a deepening transcendence and the separation between ourselves and the whole dissipates.
This is a launch. The overview effect. The world
without the grid. The mapless earth. It carries extraterrestrial implications. You see things as you
see them with your eyes but you are experiencing
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emotional and visceral ecstasy and a sense of
total oneness. To have the experience of awe is to
let go of yourself. Escaping the sense of separation. Corporal translucence. This interactivity
is not something new, but it is however very
important. A manifestation of the whole.
This is what it takes to build a civilization.
The inverse
A refuse of use. Look at the couch as a sculpture
where the intent is function, and the function is an
act of devotion. When intent and function finally
disintegrates you are left with a formal being that
is itself and possess its specific presence and output.
We are searching for their astral bodies. The sculpture has a surplus value that exceeds the materials
and context. The sculpture is as alien as it is familiar. A sculpture knows how it feels to be alien.
The couches series is an exercise in sculpture,
form and construction.9 They are individual proposals for couches, perhaps rather in connection
to a language of a furniture fair than that of the
white cube. We meet the couch, the sculpture
of recreation, a social piece of furniture, and the
extension of the corporal body. 
The fake leather skin, the steel and wood
skeleton, and foam muscles. It is modular, resting upon gravity. But the humanization of the
sculptures is not the destination. We are questing
for their inner beings.
The sculpture is not the artist. The sculpture
is something else.
Slab by De Wain Valentine is a tall wedge shaped
sculpture cast in a transparent purple with beige
undertones.10 Because of its form it is quite clear
at the top and more heavily pigmented at the
bottom. Much like the sky where it was cast
in Venice Beach, California, its transparency
appears to be clouded by the smog, creating an
attractive effect of light and air diffusion. This
smog is a substance within the polyester resin
Valentine developed, it is the duality of luminosity and opacity being present at the same time
that creates a floating effect. It is the air and the
sky mixed with personalized surfboards and
customized cars. A sculpture with a relationship
with the body, a presence. An aura. A being.

Polyester resin is a cross linked material, and
when casting larger pieces it is a scary process
because of an enormous hydra pressure. It is big
and it is heavy. Storage is the ultimate marriage.
But it is also fragile. With tender, love and care
the surface starts to disappear, you are suddenly
looking right into the being. Into the core and
past it. A painting of air. A love affair between
the sea and the sky. A gradient giant.
I welded a car steel sculpture.11 A model car and
proposal. A sculpture with two sides mirroring
each other, where the mid section is missing. I
was inspired by a trip I did to California in December 2012 where I spent ten days alone, driving
around. California was my muse. With an infrastructure where the body is incomplete without a
vessel. The body cannot do without the car.
When I was driving in Joshua Tree National
Park I went to see Keyes View, the highest
vantage point in the park by car. When I turned
into the parking lot with my extra large truck
rental the GMC ended up off angle. I decided to
rectify the car. I put the gear stick in reverse yet
it somehow still stayed in drive. So as I put my
foot on the gas pedal and thought I was about
to back away from the ledge the truck sprang up
on the curb like a buck and straight into the low
brick wall. It was all that divided the cars on the
road from the steep vertical decline of the hazy
basin. We jumped. Jolted. Bricks flew.
The car and I were about to do a full-on Thelma
and Louise canyon cruise.
A ballet of certain endings. A flight. A crash.
I dropped all pedals at the very last moment.
The car is the ultimate sculpture. The car could
be the ultimate sculpture. It is a thing that works
sculpturally very well. But it is also an extension of the body, a vessel. Its aesthetic is one of
protection. Shielded limbs moving fast forward.
It is a coexistence, a merger of bodies. An agent
of protection and transport. But it also carries
the agency of death. A possible weapon. In few
objects are life and death so casually intertwined.
An armor that becomes a shield that becomes a
spear. A sword cutting through air, an axe crushing gravity. A pendulum between light hearted
travel and death in a ditch. Once inside it you
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9. Tiril Hasselknippe
The Couches series
Couches #2 (Y)
Couches #3 (P)
Couches #4 (G)
Couches #5 (R)
Couches #6 (B)
2013
MDF, steel, wood, styrofoam, foam, marine vinyl,
staples
Dimensions variable
		
10. De Wain Valentine,
Artist
(b. 1936, Fort Collins, CO)
Slab
1968
Polyester Resin
70 × 24 × 17 inches
11. Tiril Hasselknippe
Car 1T
2013
Welded steel
300 × 140 × 120 cm

Tiril Hasselknippe
Car #1T
2013
Welded steel
296 × 140 × 125 cm
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become it and the possibilities of the object
is transferred to you. You are protected like a
shark. You are a shark. There lies a great deal of
aggression behind protection. These angles are
all so sharp. Only devotion can save it now. Give
it some love.
A sculpture is always dying. Gravity is the
promise of the ground.
The slow hunch builds over time.
Time is the veil and the ocean.
Art is the promise of gods. Divinity and devotion goes together.
The balance between expansion and termination
is subtle still.
A car is stuck at the bottom.
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Martine Sepstrup Jensen
Bamboozled 1
The body
A body without the body, without a photo of it,
one can imagine the eye behind it, follow with
the eyes and see the different foci. Angles, the eyes
move everywhere, up- down- across- along- close.
Anselm Kiefer at Hamburger Bahnhof,2 his imposing works that overwhelm me with all that body in
the works. It gives me presence and shows how even
the serious work is made beautiful by size.
When one cannot discern the demarcation or
sense the body, where it stops or its size – like a
ghost – only eyes. Treatment by body therapy
consists of exercises allowing one to feel the
body, pat- notice- touch, articulate it, genuinely
basic, get to know the body and acknowledge it.
When everything howls and storms, when the hell
of psychosis turns up, weight can generate calm,
even on a mind-numbing February day without
clarity, just foggy and misty. The weight of the
ball blanket at night distributes itself and calms
the body, which can then surrender to sleep.
In Kroppens fortællinger (‘Tales of the body’),
Tove Hvid speaks about the body being marked
in the same way as the mind, which does not
either continue unaffected following traumatic
experiences.3 The body remembers our stories.
Hvid gives concrete descriptions of what the
body looks like before a given treatment: “The
body has protected itself in armour made of
muscle [...] the head is held high by the neck
muscles, because it won’t do to lose it”.
Autonomous left-wing political activist
– a guided tour 4
I have chosen to use my own experience as material; a work can contain everything, the most
elementary in all nuances. One of the reasons for
choosing myself as material is that there is free
play here. I don’t depend on a catalyst; my earlier
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planned graduation project burst apart, along
with myself, when my leading actor died. This I
am not hindered by this time.
In my degree exhibition, Sweet Sixteen – “ kunne
ellers være sjovt” (“Sweet sixteen – ‘could have been
fun’”), one of the components was an 11-metre
long salon style exhibition containing a variety
of pictures, but without people in them. There
are a dog and a cat, a dead hare, a spinal column,
and legs that stick up out of a body of water. This
made up one of the two rooms of the exhibition.
The primary story of the exhibition is from my
teenage years but it has many threads leading
to today; there are stories of different kinds and
lengths. The stories are told in titles that can be
read in the survey overview.
Briefly about my days as a teenager: I was an
autonomous left-wing political activist and my
entire focus was on politics – I shared this with
my friends, socially and in school.
The schism for me is the rape in Amsterdam and
a few months later a violent assault, outside the
political sphere – the autonomous invincibility
could be broken and I became like many other
young people, a victim of abuse and I didn’t dare
tell anyone about it.
The time afterwards was like being on a bender,
my confidence (in myself) was broken and I
became rootless in earnest. Twenty years later,
these violations are a generator for starting up
my production of works and provide a point of
reference for my graduation exhibition.
Image 3, Easter 1994: We were dropped off, it had
taken 24 hours to hitchhike, it was a fun trip in
many different cars.
Image 4, Amsterdam Central Station, where we,
all five of us, had agreed to meet. Mobile phones
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and email, social media were not at our disposal,
so there was nothing for it but to wait until we
were all assembled.

tural self-understanding. Here the exhibition
locale becomes a laboratory for the creation of
experience.” 7

Image 10, We went out to the house occupied by
squatters and waited until someone came home. A
picture of the street sign on the wall of a house.

At first I sent the texts to one of my best friends,
who is also an artist, unedited and without sections. It was exactly like some authors speak of; I
couldn’t wait. There were heart poundings – uh,
it was transgressive; it ended by my calling her.
I asked if she had any comments; the first thing
she said was that it was difficult to read because
I am her friend, but she thought it could provide
good material for works.

In a project like mine I have several times
thought about the staged action artwork (det
iscenesatte handlingsværk), which Susan Hinnum’s Ph.D. thesis from 2002 used as a catalyst
to examine the Danish art scene in the 1990s.
She makes connections to Bourriaud’s relational
aesthetics, which, in brief, is about the need for
seeing an art work in relation to its time and
surroundings, such as its social space. Hinnum
goes further and puts the artist’s use of his or her
own experiences into a concept that she terms
‘the staged action artwork’. Hinnum speaks of
“an artistic expression that can be confused with
our own everyday existence, and where we are
confronted with various aspects of everyday life,
staged within an artistic discourse”.5
“A particular artistic expression, in which a
documentation of the artist’s own life functions as an emphasised element in the artistic
statement.
For this reason it is suggested that the staged
action artwork should not be understood in relation to experimenting with the concept of art, but
rather in searching among topics for art, inclusive
of the artist’s own private sphere.” 6
After having resumed my studies, after a leave
of absence of several years, I received encouragement to search for possible works in my own history. I started by examining madness, other mad
people, and working-class artists. Exactly how I
discovered my own abuse stories I cannot remember but I wrote about them. I have written them
through characters in order to in this manner
provide various views, viewpoints on the story.
“Staged action artworks cannot be characterised by any particular form, because it is their
content that is important. The content determines the form. They are works that rather than
adhering to formal aspects explore our different
life contexts and challenge our social and cul-

Sweet Sixteen – “kunne
ellers være sjovt”
(both gallery rooms)
Installation view
Dimensions variable

“The works often take as their point of departure
the personal world of experiences of the artists,
and in the same way they also address the viewers’ own worlds.” 8
The texts are written in different voices. This
takes place in Amsterdam, where I was raped
when I was sixteen years old. I have tried to set
up the premise by writing like two young men;
creating a prose and using the power of dramaturgy. In the text some of the story is told by a
young man who lives in the house occupied by
squatters where we stayed during our trip. He is
the observer:
It’s been a pretty regular day, we have been
out putting up posters. All across Amsterdam,
but tonight we’ ll have a drink and some loud
music. At our last house meeting we decided
to clean up a bit around here, not so many old
beer bottles all over the place.
Jesus and Dave were back after a summer in
Copenhagen/Christiania, apparently they’ve
had one wild trip. They went on to Barcelona
this morning.
When we got back from putting up posters there
were five people outside the house, four guys and
a girl. They have hitchhiked from Copenhagen; they sat outside in the old furniture we’ve
chucked out by the road. They seem very nice,
they glow with the readiness to have one wild
trip. Jesus had written down our address in
their house, Børnehuset (‘the Children’s House’,
a house for squatters and anti-authoritarian
activists) in Copenhagen.
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They smoke a lot; all the time one of them, who
is American, rolls cigarettes – he’s a cool guy.
Then there are three dark-haired boys who
all look alike – could they be siblings? The girl
looks like a circus, she’s full of colour, has tolerant and curious eyes.
Image 11, Tonight we’ ll have a party and get to
know our new friends. Andreas, Christian, and
Ray want to go out and get some shrooms, Thure
and I will stay for the party in the house. Today the
house is gone; the picture shows a view from the
street in 2012.
We put some punk on the stereo, loud and noisy
– that’s the only way to listen to music. I sit and
watch the girl, there are only two people sitting
there, the others have gone in to town for some
techno and whatever is on offer there. It’s the
tallest of them who’s together with the girl.
They laugh, smoke, and drink pure alcohol –
nice people, they offer me some. The music is
raw, we all sit in a circle, the others from the
house are also here.
The other voice in the text is the rapist’s. He talks
about how he raped:
It’s hard to say why I did it, did I ruin her
evening? No way, I gave her an unforgettable
evening. I just felt like it, and then I don’t give a
damn about what she wants. One of the others
show her the bathroom, I go down there and
wait until she comes out.
I can see she’s very drunk, so it will be easy. I
grab her when she gets out of the bathroom. She
said, No, I want to go back to the others.
I’ll show you something, no she said again I
want to go back to the others. Grabbed her hard,
so that she realised that I meant it.9
Image 21, The rest of the trip down there I’ve
suppressed, I only remember the rapist’s behaviour
towards me. The humiliation was total – and that I
would rather forget. A scene from inside Amsterdam of street life with bicycles and shops.
I staged my own story and put it into a documentary context, the images were not just newly
produced for Sweet Sixteen – “could have been
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fun”, they were also taken from my archive. In
my archive I have a little of everything, academic
texts, pictures, and objects. Many of these things
form the foundation of my graduation exhibition
and are the basis for this text.
The archive
I am almost always teased about my archive. Just
want to defend myself and ask, “Who is it that has
saved the press release from 2002 about Susan Hinnum’s doctoral disputation?” It sounds as if I save
everything; that’s not quite right, but I have a good
sense of what to put in the archive and what not.
Carolyn Christov-Bakargiev writes about ‘The
Brain’ in dOCUMENTA 13, about selecting during the construction, and having many objects to
choose from and being selective. By my modest
standards I think of the survey overview, which,
just like ‘the Brain’ at dOCUMENTA 13, provided the background for the construction.
“The Brain: The Rotunda in the Fridericianum is
an associative space of research where a number
of artworks, objects and documents are brought
together in lieu of a concept.” 10
My archive is modest in comparison, yet still usable. It has suffered from my lack of stability, my
not having my own home, water damage, and
holes, as P.S. Krøyer called his depressions.11 It
will be interesting to get the archive together and
be master in my own house; it has been a very
long time since I have dared to do that.
Image 7: Don’t live alone – can’t be alone yet.
Image 16, The jacket from my youth as an autonomous Marxist. The jacket is authentic, I almost
always wore it. It was a fun reunion; for me
time means a great deal, it gives me security and
makes fear go to hell, to speak candidly.
Image 14, Security. My archive is not just made
up of paper, there are a few things left, among
them the wall clock from my graduation exhibition. Earlier the clock chimed every half hour in
my godmother’s and godfather’s flat; we lived on
the ground floor and they on the first floor, so
that sound is old and very soothing.
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Opposite page:
A handstand in the
Norwegian countryside,
again and again I try
to defy the depth of
my mind.
2012
Ink jet print
59,4 × 84,1 cm
The quiet calm of
the forest
Ink jet print
42 × 59,2 cm

Martine Sepstrup Jensen
Chicory – my grand
dad often called coffee
‘chicory’. Chicory was
used as a coffee substi
tute during the german
occupation.
2012
Ink jet print
28,5 × 42 cm
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The clock was part of the salon style exhibition
and it helped greatly in allowing me to dare to
watch over the exhibition alone. In addition there
was someone who said that not a living soul would
come to the exhibition; that helped with my
courage and it ended up being rather nice – new
encounters – I chatted with several people.
Mod mut courage 12
Image 19, Fear-suppressing tools, like a cannonball in the stomach. Oatmeal porridge gives me
weight so that I stand more firmly when I’m
going forth to fight windmills.
Image 23, A lack of focus gives me room to manoeuvre, especially outside. I often make use of
the technique of zooming
out, so that the impersonal relationship is maintained. It’s friendlier to
greet people everywhere,
but for me it becomes that
much harder to be out on
a bad day.
Image 13, A terrorsuppressing tool, it can
only make a single journey
at a time. The elevator in
the school is slow, but it
is a more fearless way of
reaching my studio.
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Image 30, A handstand in the Norwegian countryside, again I try to defy the depth of my mind. This
is from 2008, during a wilderness trek taken after
I had lost two people who gave me security. We
walked and walked; I was completely wasted, so
when we reached the cabins there wasn’t much
opportunity for card games or cabin cosiness. One
of the evenings I saw on the list of supplies that one
could get reindeer; I envisioned it á la Ossobuco – it
was not, it was a big can of dog food – bon appétit!
Image 24, Loft. In my presentation after the summer to my graduation advisor I had a picture of a
large deserted house near here. Here I envisioned
a good image of a loft, perhaps with a single light
source and cobwebs, etc. It wasn’t a good image – it
wasn’t exciting. I had even taken the dog and my
mother with me, because I
didn’t dare to go in alone. I
took several pictures of the
two of them; they are also
curious, you see. The photo
ended up being taken in the
attic at home, filled with all
things under the sun and
a single light source. The
detour was again necessary.
Pictures of flowers are
immortal gardens13

Image 2, Pegs. Last summer I was on my way out
to hang up the laundry; our little dog that wants
to get there first and wham – knocks over the
basket of pegs on the lawn. I went in first to get
the camera and hung up the laundry afterwards.
Image 12, Nectarine. Yet another summer scene
taken at the same time as the picture of the cat
Katter out in my office in the garden room. A
visual point of reference.
Image 29, Cat and dog – cosy, actually. I get a
good deal of security and stability from keeping
pets; my therapist tells me that I must fight the
anxiety with each unmanageable task. I don’t always succeed, but the animals are taken care of.

of British Columbia. They thought I was a man,
so the confusion was total. It was a good experience and interesting to see a world that has a
view of the Pacific Ocean and to take a little side
trip to Hawaii in the middle of it all.
Image 8, Chicory – my granddad often called coffee ‘chicory’. Chicory was used as a coffee substitute
during the German occupation. Chicory is an
attractive blue flower that can often be found in
roadside ditches in Lolland.
Image 9, Livelong can be put into the cracks, to
ensure that one has a long life. I read that in a biography of Hans Christian Andersen; it gave my
intuitive use of flowers more backbone. Based on
pure superstition, his mother put livelong into
the cracks of rafters, because if they kept growing there, one could count on living for a long
time.14 I looked at the helpfulness of some of the
other flowers and the superstition surrounding
them, borrowed a load of books from the library,
and after a few pages noted dryly that it is not
there that I have my interest in flowers.
Image 17, Anemones – ‘ in Lolland I picked it’. I
took the pictures out here in the nearby forest.
Kaj Munk15 wrote ‘Den blå anemone’ (‘The blue
anemone’) in 1943. A good spring song that I
often sing snatches of.

In Sweet Sixteen – “ kunne
ellers være sjovt”. I had
four titles with floral
subject matter. There were
forty-four different-sized
pictures of flowers, ready to be displayed in the
salon style exhibition. The purpose was to give
me the necessary security and thus the courage
to exhibit my works. When all the pictures had
been hung it became clear that there was no need
for additional flowers other than the four previously mentioned.

Image 22, The quiet calm of the forest, a paraphrase of the song ‘I skovens dybe stille ro’ (‘In
the deep quiet calm of the forest’),16 which continues, “where dwell the singing hosts, where my
soul listened many a time”. Living in Lolland,
out in the country, close to the forest, is one of
the healthiest things I have done.

Image 1, Hibiscus, from when I turned 30 in
Hawaii. The oldest picture in the exhibition,
taken in April 2007. In 2007 I was an exchange
student at the Emily Carr Institute in Vancouver.
I stayed together with six young men who were
not students of the visual arts like I thought, but
volleyball players who studied at the University

Another aspect of the flowers is the tradition that
floral pictures are a part of; they were counted as
women’s art. In pictorial art we have had several
important artworks dealing with floral subject
matter; in the nineteenth century especially,
several artists have gone down in art history, albeit
often accompanied by sarcastic, condescending

Martine Sepstrup Jensen / Master of Fine Arts 2

When I inherited a collection of flowers that had
been used as an inspiration for painting porcelain, I hung many of the flowers up in the studio.
That was in 2005.

comments. Flowers were formerly considered to be
on the lowest rung in the hierarchy of subjects and
they constituted a sanctuary for women’s creativity, that they were not begrudged – after all, it was
the only thing that was not beyond them.17 Anna
Syberg’s brother contemptuously called her, Alhed
Larsen, and Christine Larsen Swane ‘the flower
ladies’.18 One of the other prominent women artists, Miss Christine M. Løvmand, painted floral
pictures between 1827 and 1872; she participated
in the spring exhibition approximately yearly.19
Winter’s Child
“There is magic in role models.20 That is also why
the task of dusting off the work of female artists
is important. The understanding of the individual in the wide and the wider context.” 21
Dea Trier Mørch has always been with me; her
graphic art hung at home and her books are still
in the bookcase; she valued creating works for the
majority of the people. Her lines are crude but
precise and figurative; she illustrated the books
herself. She studied at ‘the Copenhagener academy’ [the Royal Danish Academy of Fine Arts];
later she continued her studies in academies in
countries that were members of the Warsaw Pact:
Warsaw, Krakow, Belgrade, Prague, and Leningrad,22 which was not a common route to take. I
admire her drive and her faith in socialism, which
subsequently has been denounced.23
In the book Winter’s Child, which takes place
in a maternity ward and is written in riveting
prose, she relates through several characters how
anxiety-ridden the waiting time is in the pregnancy section prior to delivery. Everyone hopes
for the best and supports each other. Admissions
to a psychiatric ward have several times given me
associations to Winter’s Child.24 The book was
groundbreaking when it was originally published
in 1976; it was made into a film in 1978, directed
by Astrid Henning-Jensen.
We are all standing on the shoulders of great
forerunner women and men; in two years from
now women will have had the right to vote for the
Folketing, the Danish national parliament, for
a century. It is of value to me that there are three
leading women in the government – that is well
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Sweet Sixteen – “kunne
ellers være sjovt”
2012
Installation view
Dimensions variable
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Sweet Sixteen – “kunne
ellers være sjovt”
2012
Ghettoblaster
Installation view
Dimensions variable
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done for a relatively short time. In personal terms, I
will be, hopefully, the first academic in my immediate family; as in Lisbeth S. Andersen’s book, we
can write our own history in parallel to ‘History’.25
Margrethe Vestager, the Danish Finance Minister, said on the radio when she was asked about
women in power that there were very few women
present when she attended a meeting at the Copenhagen Stock Exchange, and that men are still
in control of the money. When she, later the same
day, visited a fashion fair, the reverse was the case.
“Wouldn’t it be great if there (in general) simply
was a mixture of men and women?” 26
“We take back the night, it is a lie that
women are weak” 27
Quite recently there was a headline in an online
newspaper:
“I felt guilt about having been raped.” 28
The article is about a young woman on her way
home, who takes a shortcut through a park.
Afterwards she was so anxious and shattered
by the rape that she cut off her hair in order to
protect herself.
Before my educational trip around Europe29 I
had shaved my head, because I sought a position
without too much romantic attention. Now I claim
that people with shaven heads aren’t romantic, but
that’s not really true; when it comes down to it we
probably all are, but to me it felt easier to travel
alone with my head shaved.
Out on the Lido, my head shaved and facing the
Grand Hotel Des Bains,30 Eva Hjorth photographed me while I waved. The other photos we
took during that period were also pictures of
waving. In 2002 she and I received grants for
young artists.31 The work was entitled, Vi ser/
Vi ses (‘We see/See you’) and was an installation
consisting of water pipes and four 1:1 pictures of
me waving; one could make it swing, so movement was added – a festive touch.
It was a powerful symbol and demanded strength
to have a shaved head, but it also gave me space to
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be, when I was at the beginning of my twenties.
Now I am ‘a hundred’ and luckily I don’t get the
same attention in discreet clothes and hair.
The horror of the assault, that produces emptiness
inside and fuels the fear. Being human and being
humane after an assault is very difficult, but from
my perspective time is an important element.
In most wars rape has been a weapon. There are
horrible descriptions of this following the Second
World War. Women were also targets and were
raped as part of the punishment for being belligerents. The amazing thing was that they all got over
it and were able to look ahead, in spite of traumas.
Afterwards they continued rebuilding their countries and for that I feel an eternal admiration.
In a paper about rape as a weapon of war32 the
topic is the Yugoslav Wars of the 1990s. This
paper is absolutely horrible – all that hardship and
those terrible events. It gives a completely different
perspective than does the abuse I have experienced and know of.
In the paper it says that rape creates a feeling that
one is a pariah: “She becomes an outcast, a ‘piece
of shit’”.33 At the same time, rapists in the Yugoslav
Wars were also forced many times to humiliate
other people in order to remain part of the military
force; a Brotherhood of Guilt. This war between
neighbours, family members, and coreligionists makes it topical to focus on negotiations and
diplomacy. This was around twenty years ago – we
still have similar conflicts: Tahrir Square, Syria,
Libya, India, Mali, and many other places.
I think of Hannah Arendt’s ‘banality of evil’,34
about all those of us who are not role models in
conflicts, we who are the silent majority, we who
let things happen, wash our hands, and hope for
peace. Here we forget that we as a community are
just as much a part of the attacking force as the
soldiers we send ahead to the trenches/bastions.
If I disappear 35
Earphones on, thirty-five years old – see you later,
my Danish flag! 36
A room of sound establishes a premise, calm–
security–concentration, and limits my thoughts
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to the topic. I am wearing earphones and am
thirty-five years old; in my ears blares Zaki
Youssef ’s ‘Hvis jeg forsvinder’ at the same
time that this text is being written. A view
over the fields, the pets within two square
metres. I live in the house that has a dog lying
in the window.
Sound in works created with my own hands
began with a conceptual text video, where
the text “Tænk selv engang” (‘Just think for
yourself’) had been written. The sound was a
recording of a person typing on a typewriter.
For my graduation exhibition Sweet Sixteen
– “ kunne ellers være sjovt” the sound didn’t
merely produce a space, but called forth in the
refrain an oppositional relationship between
the seen and the heard. The sound aspect was
a recording from a computer with songs about
sixteen- and seventeen-year-olds. The recording was done by an old analogue mixed tape
method, where the radio plays and the tape
recorder records the sounds in the room – in
this way one can hear both the songs and my
presence in the room on the CD. Its insistence
crept from the entrance over to the opening of
two large gallery rooms; one went into one of
the large rooms that held a ghetto blaster, the
musician who sings, and a bench with a note
with song titles on it.
1. ‘Happy Birthday Sweet Sixteen’ – Neil
Sedaka
2. ‘Sixteen’ – Iggy Pop
3. ‘Sweet Little Sixteen’ – Chuck Berry
4. ‘Only Sixteen’ – Dr. Hook
5. ‘Sweet Sixteen’ – Billy Idol
6. ‘When you were Sweet Sixteen’ – The Fureys
& Davie Art
7. ‘Bare seksten år’ (‘Only sixteen years old’) –
Gitte Hænning
8. ‘Snart er du mer’ end sytten år’ (‘Soon you’ll
be more than seventeen years old’) – Annette
Klingenberg
All the songs deal with the sweet time when
one is around sixteen, when the world lies
open before one and the gaze directed at girls
changes. The songs talk about the girls as
voluptuous and coveted, and made for loving.
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In contrast to these characters, the salon style
exhibition in the other room is about the aftermath that follows when, as a young teenager,
one finds oneself in situations over which one
has no control. Situations one cannot get out
of. It could have been fun. It just wasn’t.
“The images are as neutral and impersonal as
can be imagined – any bookkeeper could have
been behind the camera” 37
In 2000 I got my own analogue single-lens
reflex camera. The first, not yet shown,
photographic work I did was in connection
with reading the Danish edition of The Second
Sex by Simone de Beauvoir. The book ends
with the statement that “men and women
unequivocally affirm their brotherhood”.38 The
last four words were printed onto bedclothes
and photographed in a bedroom environment;
at the same time I photographed the last page
of the book.
My gaze homes in on the little events of the
immediate environment. I have taken to heart
the aesthetics of the German artist Wolfgang
Tillmans,39 but we have a different range of
subjects. He travels around the world partying; you can’t say that I do that – is there a
more boring picture than that of the elevator
or the ferry port at Tårs?
I answer myself and say no, here I differ from
Wolfgang Tillmans, because I insist on the
significance of a title. He sticks to terse titles;
relates who is in the picture or where it was
taken. I relax my grip on the subject matter, which then is used to create action in
my story; cf. Susan Hinnum’s Det iscenesatte
handlingsværk:
“That is to say an artistic expression that can
be confused with our own everyday existence,
and where we are confronted with various
aspects of everyday life, staged within an artistic
discourse.” 40
I cannot believe how I rip through that bookcase. Books removed and searched, back on
the shelf only to be back on the table again in
another context.
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There was a visitor who asked about my method.
I had time to think about it while she saw the
exhibition. I have one method; I take many
pictures of the same subject and select accordingly. For that reason it has a decisive look about
it, I think. They appear finished and they are to
some extent.
Image 6, A hand that gropes up and down my side.
It gave the traumas new fuel, 2008. This picture
is from the regional train, the Øresundståg, after
having experienced an assault. My defence was
to take a photo of the place where the hand ran
up and down my side, between the seat and the
window ledge. Today I prefer to sit up against
the wall or scan the compartment for the, in my
view, ‘harmless’ fellow passenger.
Image 27. On my return from the trip I come home
to a family party – it is my birthday – hooray...
I took this picture last year on my thirty-fifth
birthday, the only photo I have in the archive
with a flag and presents.
Image 26, We hitchhike to Odense, where the boys
remain behind; I am going home. A gross, gross man
stops the car before the ferry landing and begins to
grope me – I run out of the car and ride home with
a truck driver. A picture from the ferry landing at
Tårs; after all, we have of course got the Great Belt
Bridge since then and I had the photo of Tårs in
my archive.
Image 18, The other three tennis balls (for juggling)
were in my school bag, which the molesters kept
when they threw me out, beaten and violated, at the
Frederikssund Marina, autumn 1994. The picture is
from a planned photo shoot with the school’s good
camera; here I wanted to photograph the ball, but
the dog couldn’t leave it alone and nicked it. It
provided an almost painterly character with focus
on the chest, and the diffuse fluorescent colours
from the ball.
Image 15, The face of madness wrapping itself
around the spine like an illustration of the DNA
molecule, spiralling and entangled. A result from
another work that was begun when my therapist
suggested to me that I could perhaps use my
profession to show the knottedness and terror
of anxiety I wrote a work, very terse words in

a row and then a voluminous title: The face of
madness wrapping itself around my spine like
an illustration of the DNA molecule, spiralling
and entangled.
Image 28, Hare41 from my graduation exhibition
was photographed during a walk with the dog
across the fields, down here in Lolland in 2010,
and has then been put in the archive. This can
probably be accounted for as a mark of my academic training – some symbols are more powerful
than others.
Image 20, The day after: have probably never, before
this, had such a bad day – raped – don’t dare tell
anyone about it. The boys want to see the sights and
have a good time – enjoy life – Hah!
A tourist scene from Amsterdam. The scene is
taken from the quay surrounding Anne Frank’s
house; the scene was chosen because of the signs
that say ‘Amsterdam’ for me: canal, houseboats,
bicycles, canal houses, and Anne Frank.
Image 5, Sun lounger. The title refers to my
relationship with gardens. I enjoy lying reading
the newspaper out in the garden; at times I get
into the right mood and pull something out
of the ground. For want of a wheelbarrel (we
have two), the uprooted weed landed in the
sun lounger. That I also got a Kodak moment
out of the effort is surely a win-win situation.
When, in 2006, I was in Seyðisfjörður on a
course42 given under the auspices of KUNO [a
Nordic-Baltic network of institutions within
art education] and taught by Björn Roth, I
welded together three sun loungers at the local
shipyard using cords from the fishnet factory as
seats and placed them in public spaces, because
one doesn’t lie down in public spaces unless one
is defiant, drunk, sick, or homeless.
Image 25, Devastated by experiences and time, it
can be hard to look forward. The picture shows
a rifle hidden by our dog’s tail. At first I had a
picture of the rifle leaning up against a chair;
this seemed too caricatured and dramatic, like
a climax – and it isn’t – rather the reverse. A
desire to shoot oneself is shameful and worthy
of suppression. Devastated by experiences and
time, it can be hard to look forward, to quote my
own title.
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In Sweet Sixteen – “ kunne ellers være sjovt” I
had created a survey overview. In it there is an
overview of the different works and their titles.
The survey overview functioned as an invitation
to the exhibition and could be found in holders in the exhibition hall. On the first page I
provided an explanation of the subtitle.
The title of the exhibition refers to assaults I suffered during my teenage years as an autonomous
left-wing political activist. The subtitle comes
from my having written to one of my travel
companions, asking him if he had any photos
from our trip. He didn’t and wrote, ignorant of
the rape, “could have been fun”.
Because I was nervous about the wide range of
sharpness in my pictures for the exhibition, I
learned that not everything in life is in focus but
documentary photos should be in focus – this I
have taken note of! I have several documentary
photos that look like Luc Tuymans’s paintings.43
Salon style exhibition
In investigating the foundation stones, Marc
Chagall44 stands out. His works hung at home as
posters. I can see how I have adopted the method
of many-stories-in-the-same-context. Iconised
works like I and the Village (1911), and Newlyweds on the Eiffel Tower (1939) have set a precedent for wanting to tell many stories of different
kinds and lengths within a concentrated space.
I chose a salon style exhibition because the
body’s feelings are the same as those I described
with reference to Anselm Kiefer earlier, the
imposing thing about having many works in the
same place. Allis Helleland says in an interview
about a salon style exhibition at the National
Gallery of Denmark in 2005:
“It’s just amazing. One feels happy inside when
seeing so many pictures one likes collected in one
place. It is a cornucopia. It is very different from seeing the pictures hung in a modernist fashion, where
there is a lot of space around each individual picture.
We would like to break with the modernist principle
of hanging art. In our time we need the great stories
and to be able to immerse ourselves in the story and
feel and see that on which our culture is built.” 45
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Mette Bøgh Jensen from the Skagen Painters’
Museum says this about salons:
“It was in the salons that intellectuals met and
discussed things. Many were hosted by women,
so-called salon hostesses, who decided which
guests would be invited and what political,
artistic, and literary topics would be debated,
and the women also functioned as moderators.
In the salons the women were able to function as
participants, moderators, and critics on the same
terms as men, which was singular at this point
in time, just as it was unusual that many salons
were hosted by women.” 46
In a salon style exhibition it is easier to crossreference the works. The time and the gaze
remain on the wall and not all around the room.
In a salon style exhibition one’s focus can be
concentrated and one is given the opportunity
to dwell on the works. A piece of furniture in the
middle of the room, the titles at hand, and the
works before you on the wall. The chronology is
erased; the whole thing is collected in one place
across time and drama.
Image 31, Last summer three children were
crushed to death by straw bales among which they
were playing. This picture refers to an event that
struck a chord out here in the countryside. Three
siblings played in a barn among large rectangular
bales; the bales fell on them. Large rectangular
bales can weigh up to 500 kilogrammes each.
The kids I know down here have completely
stopped playing in barns. One of them told me
that the youngest of the children had survived
the longest because she had the most limber
limbs. The view of straw bales has changed
forever, from idyll to weapon.
The exhibition Sweet Sixteen – “ kunne ellers være
sjovt” is just pictorial art, quite simply – works
and titles. The first pictures of the exhibition
have an everyday ordinariness about them. The
body of the exhibition, on the other hand, is
both dramatic and pulsating. At the end of the
exhibition there is a return to the everyday situations. We all have skeletons of different kinds
that rattle in our closets. They shape us, but
we move on, and that is the significance of my
graduation exhibition.
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Sindri Leifsson
Constant change in a static situation
These are collections of moments. Moments
when something occurs and the moments in
between that are filled with silence and suspense.
The distance is bridged between the gaps. These
moments are what make the process continue, as
if of its own accord.
“Something is a permanent part of every
change.” 1
I
To search for stability is to seek a centre. The
centre, however, is constantly moving. It follows a compass that takes
account of place and time,
culture and nature. Every
decision made, conscious or
unconscious, contributes to
building that which we may
call reality. Every decision
leads to a constantly changing conclusion – a point that
becomes the material world.
Whatever place we look to;
whatever time we examine.
No one is merely an onlooker. By our very existence
we are at once witness to
and creators of reality. Human society consists of the
decisions that have already
been taken. Nonetheless,
most people live by unwritten rules within a
predetermined system, ruled by people who work
tirelessly to maintain the status quo. Power is used
to rule and take decisions; people rule and people
are ruled. Evidence of this state of things can be
seen at every level of society. Yet, the operations of
power can take varied forms. Most people seek the
centre. Some seek the periphery.
“The reality and reliability of the human world
rest primarily on the fact that we are surrounded

by things more permanent than the activity by
which they were produced, and potentially even
more permanent than the lives of their authors.” 2
In The Human Condition Hannah Arendt speaks
of the active life or vita activa.3 According to her,
all human physical effort can be defined in three
ways: labour, work and action.4 Labour, in this
context, is the biological process through which
we utilise nature and its fruits to secure the continuation and regeneration of mankind. Work
involves not only constant regeneration and
renewal but the production of a man-made world
of things which humans inhabit and which
is more permanent than
human life itself. Action is
the only aspect of the active
life that does not involve
human interaction with
the physical and objective
world, building instead on
the idea that we do not create our environment alone
but as a group. To be alive
is to be among others. Human multiplicity lies in the
fact that while all humans
belong to the same species,
none of them are the same,
were the same or will ever
become the same.
“Because of the end product,
tools are designed and implements invented, and
the same end product organizes the work process
itself ...” 5
In addition to what nature provides, that which
fills the vacuum, becomes reality and floods our
senses with information, is man-made things.
Homo Faber is the being that uses tools and
technology to work the materials of the Earth.6
Labour is organised with an end in mind, how
the product or object being made looks and what
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7. The only music played
in the van was Louis
Armstrong’s melancholy
rendition of the song ‘St.
James Infirmary’, a song
about loss and grieving,
love and death. The
song was played from a
recording and later in a
live performance in the
exhibition.

98

purpose it is to serve. The process and labour
itself become subservient to the product being
produced. Human beings secure their continuing place and dominance of nature by creating
a reality that is more permanent and resistant
to change than human generations themselves.
Work and action are more important than labour and the existence of any human creator.
II
In the piece Process: Water, Life is a Sofa (my
BA graduation project in 2011) I used my own
labour and physical capacity. I started a twomonth process where I collected objects from
homes around Reykjavík. The objects had been
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advertised as free on collection and I collected
them using a van bought from an advertisement
in the same place where the free objects were
advertised. The van became a tool in the process
and was filled with the music of Louis Armstrong and the van itself became an important
part of the whole project.7 It was not easy to
determine the value of the different objects collected, financially or otherwise.
As the objects were being given away, they were
not assigned a monetary value. On the other
hand, they were not being thrown away, which
means that they were not seen as being without
value. They have acquired a kind of spiritual
value through their association with their former
owners. This association could be seen in the
objects themselves, a kind of memory recorded
in signs of wear and tear. This gives the objects
a sort of indeterminate value and there was an
obvious desire to secure its continuation, to grant
the objects continued life with a new owner.
With my own labour, these objects were given a
different kind of significance in relation to each
other and in relation to the space where they were
installed in the Reykjavík Art Museum. There,
the function and properties of each object were
examined and transformed as I worked them into
an installation based on their physical properties.
By continuing to work in real time throughout
the exhibition period, I made the process itself
a prominent part of the piece. This diverted the
focus from the idea on a single conclusion, a final
decision. The transformation continued and I
myself and my body became the tools for constant
change and development. The objects were removed from context with themselves and formed
new connections with each other instead of referring inward to their own properties. If we assume
that change is the only reality, this period was an
attempt to connect up to it as fully as possible.
III
Two different ways to approach a table: On the
one hand, production, and, on the other hand,
consumption:
Man --> tool --> tree --> timber --> table
Man --> table
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As I sit here and write this text I have been
thinking about the table in front of me. How is a
common wooden table such as this one made? In
the production process, man’s closest association is with the tool. Using the tool, man works
the timber that has itself been harvested from
nature. Neither the work expended in making
the table nor the man who is its creator are in a
strong relationship to the table, even though the
table is the product of this work and has determined the process and design from beginning
to end. For me as a consumer or user, the table
is, however, more permanent and proximal than
the work that went into making it. The production continues, creating more work and more
tables that disappear as soon as they have left the
production line.
In The Third Table, Graham Harman speaks
of the invalid approach that has been used to
define the reality value of things.8 He discusses
the two approaches defined by the British
scientist Sir Arthur Eddington for finding the
truth of the table – Eddington’s well-known
two tables argument. The first table is defined
as the everyday table based on the effect that
the table with its specific properties has on man.
The second table, which Eddington takes to
be the only real table, is defined by its physical
properties, down to the smallest atomic level
where the emptiness between particles takes up
more space than the physical particles themselves, i.e., there is more emptiness than there
is a table. Harman suggests that, in addition to
these two tables, there is a third one that is in
his mind the ultimate real table.
“Our third table emerges as something distinct
from its own components and also withdraws
behind all its external effects. Our table is an
intermediate being found neither in subatomic
physics nor in human psychology, but in a
permanent autonomous zone where objects are
simply themselves.” 9
In accordance with this idea of the third table, I
can revise my earlier instructions for approaching a table, keeping in mind these three things:
production, consumption or use, and the table
itself that cares nothing about the other two and
exists without them.

Man --> tool --> tree --> timber --> table
Man --> table
Table
What, then, is the difference between things that
have the value of properties useful to a particular
human purpose and things that serve no particular purpose – things that have no purpose except
to be there or exist? The function of such things
is first and foremost to have been created in some
kind of an ideological process and, when the
process is complete, to be experienced by others.
Such things often serve the purpose of being a
visual record of ideas, in time and space.
IV
Projects that deal with the value of material by
means of materiality itself have been intriguing
to me for some time. One way is to work with
material that already exists with a function of
its own. Here, structures are used in a process
of transformation at their original location.
Robert Smithson’s A tour of the monuments of
Passaic, New Jersey (1967) is a clear example of
how he views the constructed world in a strong
relationship with nature.10 Here he uses entropy
as a tool to understand objects that are already
built into the site in a different way than the
everyday passer-by would. At times the material can be used as a way of transformation, a
way of intervention with architecture. Tadashi
Kawamata adds wooden structures in and
around buildings while Gordon Matta-Clark
removes large parts of abandoned buildings in
a variety of ways. Another way of materiality
in a different context is using material that is
unprocessed, straight from the factory, to create
an installation, combining a space with the
material in a situation such as Jason Rhoades’
big installations entailing a heap of material and
often some form of performative action.
My approach to a mass of material is a bodily
experience. There has been an element of performance in the approach to different materials
and objects. This would typically be done using
physical labour to bind the materials together in
an installation. In the process towards sawyer 11
there has been a plan for physical presence of
a performer involved in the realization of the
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8. Graham Harman,
The Third Table: 100
Notes, 100 Thoughts:
Documenta Series 085
(Ostfildern: Hatje Cantz,
2012), p. 541.
9. Ibid., p. 541.
10. Robert Smithson,
The Collected Writings
(Berkeleye, California:
University of California
Press, 1996), p. 52-57.
11. My MFA graduation
exhibition in Galleri KHM,
May 17th to June 2nd,
2013.
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sawyer
2013
Installation view

Sindri Leifsson
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sawyer
2013
Detail

work. Materials were found around the city,
mainly outside apartments, it was documented
and then moved into the studio. This material has a specific function as interior in private
homes, used for an unknown amount of time
before being thrown out for renovation. The
found material was supposed to be transformed
within the walls of the exhibition in an on-going
process, using different tools but mainly some
form of a saw. When the end result or a finished
product has been removed from the process,
the labour becomes a repeated action without
a sense of meaning. Rather than working for
the sake of work itself in a meaningless cycle of
using tools, the materials were removed from the
equation just as the end result had been removed
before. When the material, the labour and the
final product itself have all been removed, the
only thing that remains is the tool. This tool
is the saw. An assortment of saws that have no
material to saw and no human to be used by,
but the potential of both. Every saw in sawyer is
made with an imagined function in mind and is
loosely based on technological information from
a history of the saw. Saga saga.12

sawyer
2013
Detail

The process is a back garden that the gardener
has to tend and nurture, making decisions
without being in complete control of every
detail. There are always elements of chance and
arbitrariness that remain outside the creator’s
control. Everyone creates within and for a preexisting context.
“In the creative act, the artist goes from intention to realization through a chain of totally
subjective reactions. His struggle toward the
realization is a series of efforts, pains, satisfactions, refusals, decisions, which also cannot and
must not be fully self-conscious, at least on the
esthetic plane.”13
To maintain the permanence of man-made
reality we need constant renewal. Heraclitus
maintained that only change was real. The grass
always pushes up through the pavement and
plants take over abandoned structures. The street
is constantly changing, not only because of human production, but also as a result of natural
processes that no one can control, however much
we try to resist them.

V
In what context can one approach the physical aspect of works? Is it possible that the artist
serves the same purpose as the man who creates
useful things where the thing itself is the object
of the process, in effect directing the process
while remaining distant from its creator? Is
it possible that the artist’s connection to the
thing (which is primarily a side product of the
process) is actually much stronger? Perhaps the
things produced by the artist carry with them
some kind of knowledge and remain inseparably
connected to their author. The art object should
not be seen as directing the process as the final
conclusion is constantly shifting. The process
of making the artwork is more about the work
than the object produced, unlike the production of useful things. This issue becomes a little
complicated when we speak of ready-mades,
objects and materials that have had another use
and are repurposed as art. How can a process
claim to produce something where it did not
result from the process but has merely been put
in a new context?
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11:58 / 11:58
2013
Steel, plastic, lightbulb
230 × 38 cm
Detail

David Nilson
The Duality of Work

Opposite page:
11:58 / 11:58
Installation view
1:1 MFA exhibition
_
1. Trevor J. Pinch and
Wiebe E. Bijker “The
Social Construction of
Facts and Artifacts: or
how the sociology of
science and the sociology of technology might
benefit each other”,
Social Studies of Science
August 1984 vol. 14 no. 3,
pp. 399-441.
One thing breeds
another, that breeds another… The idiosyncratic
perspective on linear
technology - a system
of production where
solutions to problems
are confirmed by the
side effects of previous
innovations.

Soon, I won’t be able to tell what’s a tool
and what’s a material, what’s a structural
blueprint and what’s a description of my
artwork. There’s just me, standing around in
the middle, trying to determine what’s what.
But by what method remains unclear, and the
work itself will have the last word anyway.
Work Journal 120927

Engineer, Practician, Occultist,
and Artist

The artist doesn’t shy from this at all. Here, as
well, the action is affirmed by the sweet rewards
inherent to future possibilities.
However, borrowing and stealing the
engineer’s tools leads to reinterpretations, and
occasional intentional misinterpretations, of the
more rational theses.
The use of materials with pre-determined
applications, such as bricks and concrete, pipes
and light bulbs, is a dual act. I use them with
full awareness, but “incorrectly”.

I exist in between two
individuals, like a split personality. One of them is an
engineer, and the other one
is an artist. The innovations that define the first
are what you might call
rational acts, which result
in solutions to problems
within a structure that
performs more concrete
functions for society. The
other individual stands
for something else, but
borrows his tools from the
first one. He questions and
problematizes almost everything, and doesn’t perform
his actions in neat succession, in line with the
progression of socio-technological solutions,
but in the backwoods of irrationality.

The Engineer uses mathematics. Concepts like
scale and volume are determined by numbers
and charts. A model or
a map is mathematically
rational in relation to the
full-scale object. A scientific agreement that leads
you to a clearly marked goal
or function.
An artist’s ruler doesn’t
look like that. It’s much
more allegorical: a cultural
study of history, of ungraspable fragmented irregularities. Consciously incomplete
or impossibly knowledgeable. A scale of 1:100 would
be executed in two completely different ways. While
a builder’s scale and volume
are facts, those of the artist are abstractions made
with the aid of things like occult languages or
sublime painting, the quantity of the unknown.

The domain of the engineer, i.e. science and
technology, is a social construct, a resource that
is adapted for specific purposes. A social negotiation where knowledge and action work in collusion. The history of scientific and technological
innovations follows a pattern, a rational path, as
though today’s world were the planned destination all along.1

The difference is in the chiselling. What the
artist does, rather than solve a social, technical,
and practical problem, is to compose a version
of something that already exists. With the skills
of a painter, the raw materials can be used to
compose or construct a picture.
Copies and versions are created from existing facts and materials. That’s where both the
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abstraction and the references to reality are, all
jumbled together.
Magic is the act of making nature behave the way
you want it to. Intentionally caused distortions
of reality.
Work Journal 121014
The Practician and the Occultist are two individuals who might seem completely separated.
The Practician repairs, fixes, and builds things
with his hands, aided by his knowledge of technology. An applied profession, basically. The
Occultist, on the other hand, is a student and
seeker of magic as knowledge. They seem like
total opposites but they are strongly related,
historically speaking.
For a hard-working shoemaker in the 16th century
Florence, half the day’s work still remains to be
done when the sun sets. He lights a wax candle,
and to make sure that the reddish yellow flame
won’t just dissipate around the room, he directs
the light with a crystal ball. The beam conveniently illuminates his cobbler’s anvil. The entry
of the night into both the room and the mind.
A state every bit as transparent as the ball itself
arrives when a draft enters the room through the
doorway’s broken threshold. The light can be
manipulated, and new images can be created. The
crystal ball can be regarded as a tool, a bridge that
connects the practician to the occultist.2
Object, Place, Situation, and Time
A lie so obvious it seems credible, a duel with the
viewer over the authenticity of the object and the
veracity of the image.
Work Journal 121201
A primitive effect is usually the most captivating.
Perhaps this is so in our times because of computer effects and the way they lose credibility due
to never having been anything more than images.
Objects that exist in our reality, things we can
feel, pick up, lean against, perceive as real. Modifying these objects by filtering them through
the truths of the image space, and altering its
social conventions or breaking a more basic law

David Nilson

of physics, changes them from specific things to
undefined ones, to some extent. However, the
abstraction is never total when the object is from
the real world.
It’s the world of the object itself that deceives us.
The origin of the material leads us to a certain
context, determines its own belonging (which is
really convention, as we’re the ones who really
defined its belonging). This is where the picture
is created.
An object in the image space isn’t an actual
reality that you can enter, but it is a version of
one. Here, impossible characteristics can be
convincingly introduced. This can give rise to
paradoxical, alternat, or reduced situations.
Combining two familiar objects can create a
pictorially wild third object, and a shift in scale
can give rise to absurdities, visual puns, delicately
balanced opposites, modified times and places –
experiences of anachronisms. An actual impossibility suddenly made possible.3
Here, judgment and balance lie in the tasks
that the object can perform in relation to the unreasonable, which is actually reasonable in a picture.
A sculpture’s attributes: the fact that it’s both a
depiction of and an object within this world.
Work Journal 121127
An object in its own context, like a brick at a
building site or a streetlight next to a bike path,
belongs in its specific place in an entirely un
assuming way. It’s a trivial object in our world, and
in our linguistic experiences.
Relocating this object to a very different
context is the quality of the readymade. The object
brings the place of its origin along with it, and
acquires new possible interpretations in its new
location. In such a state of alienation, the object’s
framework is changed.
If you return the same object to its original
context, it becomes camouflaged once again to
the less unexpected. Thus, it becomes a kind of
unreadymade, an anti-monument, that has passed
through the whole cycle to finally be returned to
where it belongs. Here though, the object has been
transferred to the image space. This geographical
relocation is partly metaphorical, however, and
this state can be regarded as performative.4
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Opposite page:
Röse / Cairn
2013
Bricks, iron, copper
pipes, water, pump, cable
55 × 32 cm
Installation view
1:1 MFA exhibition
_
2. A more established
comparison is the lens.
In the Secret Know
ledge: Rediscovering
Lost Techniques of the
Old Masters, Thames
& Hudson, 2006, David
Hockney relates the historical importance of the
lens for painting: it was
the tool used for optical
illusions.
3. Suzi Gablik, Magritte
(World of Art) Thames
& Hudson, 1985,
pp. 124-125.
Gablik lists the distortions involved in Magritte’s use of objects in
pictures.
Further to this I want
to add Mark Tansey’s
paintings, where objects
in pictures are used in
relation to perceptions
of time. Impossible
moments or historical
displacements create a
possible, but stagnated
perspective through
images.
Arthur C. Danto, Mark
Tansey: Visions and revi
sions, Harry N Abrams,
1992.
4. This metaphorical
state of motion is illustrated by Jorge Luis
Borge’s short story ‘On
Exactitude in Science’.
In it, Borges describes a
map so detailed that it is
as big as the world itself.
In the end, it’s not big
enough, “but you can still
see its ruins”. A state of
ambivalence over what’s
real and what’s just an
image.
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Directing; creating specific places from existing materials and facts. Fictionalizing the
object like a character in this context.
Work Journal 120913
It’s the situation that makes the place, the
fickleness of the place. A place is never “notable” without some variation and change, and
these changes are the situations that never stop
showing up, even on the most subtle of levels.
This means, then, that the alternated place
exists at the time when our image of the place
is changed.5 The use of existing tools, such
as physical materials, cold facts, historical tall
tales and so on, affects you enough to make you
stick to one notion of reality.6
Consciously imitating the context by sculpturally manufacturing a version of an existing object
creates a space that can seem unarranged at first.
But if it were really unarranged, it would be able
to create itself, without a director. And after a
closer look, you begin to discover other things
that are out of the ordinary in this particular
space. The director adds more than an object.
He or she imports a theatrically staged situation
that alters the image without destroying it.
If I can control the light and the water, I can
determine the time and place. The contrast to
the rest of the sculpture’s materials will determine its belonging and permanence.

David Nilson

These two elements have been used to bring images to life for centuries.
The lamp, and its expressive potential as an
object, has two contrasting attributes: the physical materials of its casing and wiring, and the
transparent light that it emits to veil the room in
a different mood. Although more tactile, water,
in all its transience, has similar characteristics in
relation to the materials that bound or direct its
flow and shape.
These fleeting phenomena activate the
persistent materials, both in contact with and in
contrast with them. Perhaps they do this as some
kind of auratic life forms, absences that are by
their very nature always nearby in the present. 7
Recapitulation
The duality of work consists of a collision of the
material and the intellectual. Both of them must
be included in any complete description, but
neither of them is a complete whole in itself.
The work’s authenticity fluctuates. Awareness
that it’s fake, along with the captivating image,
creates a situation where there really isn’t any
choice. You have to accept that it’s a technique
for elevating the natural, and that the work is
cloaked in connections that extend far beyond
itself, a status quo.

Work Journal 121128
Darkness and light
are the contrasts that
make up an image,
and they play an
essential role for our
visual abilities. In
their different forms,
they can be connected: darkness as past,
absent and unknown,
and light as current,
present, and visible.
Water fluctuates and
perpetually returns
in an abstract flow.

Opposite page:
Samtidigt utanför /
While outside
2013
Steel plastic lightbulb
cable
43 × 38 × 36 cm
1:1
2013
Installation view
MFA exhibition
_
5. Michel Foucault,
The Order of Things.
(New York: Pantheon,
1970) p. xv.
According to Foucault,
our thoughts are imprinted with our time and
our geography. That’s
what limits us. A break
with this ordered place,
and the existence of any
competing system of
thought, would depend
on having some “exotic
charm” in its categories
and classifications.
6. Robert Smithson,
Robert Smithson: The
Collected Writings,
University of California
Press, 1996, ‘A Tour of
the Monuments of Passaic, New Jersey’ (1967),
p. 68.
The place Smithson
wanders through is
an area going through
changes, a muddy field
full of piping, machines,
unfinished roads, and so
on. He makes a number of
allusions to photography
and fountains. Smithson
describes the elements
as situated within an allegorical landscape, nature.
7. Walter Benjamin,
The Work of Art in the
Age of Mechanical
Reproduction (1936.)
My works are pictorially
related to the aura, but
that too, after reading
Walter Benjamin’s text,
descends from Benjamin’s assumption of
the aura that could be
discribed as ”a mountain
range on the horizon or
a branch which casts its
shadow over you”.
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Regarding the Pain of
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2. Deanne Blanton, Cook,
Lauren M. They Fought
like Demons – Women
Soldiers in the Civil War.
(New York, Vintage Civil
War library, 2002), p. 7.

Maria Norrman
When everything comes together,
a feeling of authenticity will appear –
reenactment, drag and fantasy.

3. Ibid., p. 5.
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Maria Norrman
North & South
2013
Video, 40 min

Between the 6th and 9th of September 2012, I
participated in a reenactment of the battle of
Murfreesboro, which took place on December
4th through 6th of 1864, during the American
Civil War. Reenactment of the battles and
camp life of the war is a popular hobby, especially in the eastern parts of the USA, where
reenactment battles are staged on the actual
historical battlefields.

already being portrayed as heroic and romantic,
and this practice would be continued by the
movie and entertainment industries. The movie
version of Gone with the Wind has played an
important part in spreading this popular image
of the war, and of the Confederate states in
particular, around the world.

However, the battle I took part in wasn’t recreated on the site where the real struggle once
played out, but in Sweden. The role of Murfreesboro, Tennessee, was played by a field next
to a campsite in Bräkne-Hoby, Blekinge. On
the way there, my head was buzzing with questions. I was particularly curious to know why a
group of Scandinavians would choose to spend
their free time reenacting an American war, and
why it was that participating as a Confederate
soldier seemed to be the more popular option.

Me: “Why are you taking part as a man?”
Woman in uniform: “It’s more fun that way.
You get to shoot.”

I also portrayed a Confederate infantryman,
because I wanted to explore the challenge of
playing a role on the losing side rather than indulge in the heroic connotations of the Unionist side. History has labelled the Confederates
the bad guys, since they were fighting to defend their economic system, which was largely
based on slave labour.

Women in Civil War reenactments

Participating in reenactments as a woman by
cross-dressing is accepted, even encouraged.
This practice is justified by pointing out that
women actually did the same thing in order to
take part in the war. 250 or so female soldiers
disguised as men have been identified, but
many were never outed, and took their secrets
to their graves.2 Assuming a male identity was a
way for these women to appropriate the patriarchal power in Victorian society, and claim full
rights as citizens of their nation. For hundreds
of women, the war became an opportunity to
escape the constraints of their gender.3

“But for a war to break out of its immediate
constituency and become a subject of international attention, it must be regarded as
something of an exception, as wars go, and
represent more than the clashing interest of
the belligerents themselves.”1

I participated in the battles, playing by the rules
of the game. I learned how to load a musket with
a blank round and fire it. During both battles
that I took part in, I chose to have my character
become a casualty and capture it on video, as this
is such an absurd, yet integral part of simulating a war. The actual moment of death was very
much up to the individual to decide, you could
do so whenever it felt “logical” to “die.”

The USA as we know it today is largely a
product of the Civil War. In its day, the war was

I also took part in a ball in Denmark, in
November of 2012. Unlike a reenactment
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7. Tony Horwitz,
Confederates in the at
tic. (New York, Vintage
press, 1999), p. 81.

Thanksgiving
2013
Video loop, 5 min
Thanksgiving at Greve
Landvej, Maria & Niels,
Niels and Leif & Jimmy
2013
Installation view
_
4. www.nordstaterne.
dk/?page_id=189,
Accessed: 1 January 2013
5. Similar to highwaymen.
6. Rystad, Göran. Den
bittra fejden: Nordame
rikanska inbördeskriget
1861–1865. (Lund,
Historiska media, 2000),
p. 150.

taking place in nature, where the environment
is timeless, the architecture of the space stood
in sharp contrast to the guests in their 1860’s
outfits. The parish house, which dated from
the late 20th century, had been decorated with
flags and printed copies of heroic war scenes
painted by contemporary historical artists.
Most of the participants took photographs of
everything and everybody. Posing for group
portraits and single portraits was one of the
standout moments of the ball. The great emphasis on photography at the event made me
think that physical participation was almost
secondary in importance to photographic
participation.
Southern
Comfort
Several of the
participants I
spoke to mentioned that the
soldiers who
fought in the war
emigrated from
the very countries in Europe
where battles are
reenacted today.
The war had a
direct impact
on Europe, and
still continues to
attract interest across the
continent. Specific regiments
are sometimes
reenacted in
Europe because of the ethnicities of the original regiment, as was the case with my foes in
the Unionist 15th Wisconsin regiment. The
historical regiment was entirely made up of
Scandinavian emigrants, and it was now being
reenacted by Danes.4
Some of the countries outside of the US where
Civil War reenactments are held are England,
Germany, Poland, and Italy. According to

several reenactors, it’s common practice for
people from the southern part of a country to
play the Confederates while their countrymen
from the north play the Unionists. My own
“Murfreesboro” was no exception, and the
majority of the people playing Confederate
soldiers were from the south of their respective
Scandinavian countries.

As is common in hobbies that relate to specific
historical eras, Civil War reenactors take great
interest in the clothing and other items of
the period, as well as their use and care. The
participants inspected each other’s clothes and
accessories, helped each other dress correctly,
sewed buttons back on, and bought items from
the camp sutlery, a specialist shop on site.

One of the reenactors mentioned the history of
southern Sweden, and its similarities with that
of the Confederate states. The region, consisting of Swedish southern and southwestern
historical regions Skåne, Blekinge, Halland,
and Bohuslän, was part of the unified kingdom of Denmark-Norway until 1658, when it
was conquered
by Sweden.
One group, that
would come to
be referred to as
“snapphanar,”5
was unwilling to
accept their new
nationalities,
and fought for
the Danes in the
Scanian war of
1675–1679.

One reenactor told me that the Confederates
had less money to spend on manufacturing
standardized uniforms for their soldiers, so
they would often have to go to battle in the
clothes they joined up in. For this reason,
reenactors often find it more challenging to
create a Confederate character, as there are
more options for making the clothing distinct
than there would be for a unionist. A Confederate’s clothes don’t need to be whole and
clean either, it’s almost better if they show
signs of wear and tear.

Military
Fashion Show
“Frans G.
Bengtsson once
proclaimed that
the North American Civil War
was both the first
modern war and
the last “romantic” one. He is obviously more fascinated by
this “romantic” quality, and this is clearly due
to its superior aesthetic qualities.”6
This “romantic” quality is also visible in photographs from the war. Cameras at the time
wasn’t developed enough to capture motion,
thus the sepia or black and white photos show
tranquil landscapes, and only traces of the
combat can be seen.
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That symbol
“I doubt that German knew a thing about the
Confederacy… but he knew what that flag
stood for. Being a rebel, raising hell.” 7
The Confederate flag flew over the camp at
“Murfreesboro” in Blekinge. The northerners flew the Union’s “Stars and Stripes”, and
the southerners had the rebel flag, the “Stars
and Bars”. It was used as a prop in historical
context, to show the location of the Confederate side’s group of tents, and a standard bearer
carried it into battle to identify the unit.
I came to understand that the participants
didn’t put any more thought into their choice
of which side to play beyond things like “it’s
more fun to be a Confederate”, or “I’ve always
felt more like a Unionist, more neat and tidy
or something”. Many reenactors own uniforms
for both sides, so they can switch over if one
side turns out to be short-staffed. Another
reenactor said: “I hope nobody in this hobby is
into slavery, and if they are, they ought to go
join the Klan instead.”
A lot of people seem to embrace the generally rebellious aspect of this flag, and to them

its meaning seems to be not to let “the Man”
push you around, whomever “the Man” happens to be.
Period Rush
“I was totally struck by it, even though it was
so long ago. You can look them in the eyes in
those photos, it’s fantastic. You just want to
jump inside them! And look around!”8
Is taking part in Civil War reenactments a
way of experiencing history? To some extent,
yes, but in another way, absolutely not. After
participating, I can get a sense of familiarity
when I watch movies about the war. This sensation has a name in the reenactment world:
“period rush.” 9
When I watch a scene from a movie where a
soldier is struggling desperately to reload, my
physical experience of how long it takes to
load a musket gives some insight into how it
must have felt. However, this insight is incomplete, as my life never depended on whether
I was able to reload before my enemy or not.
And the same is true of the “soldier”, that is,
the actor: his life is never in any danger. The
thing I’m watching that seems so familiar is
really a reenactment on film.
Civil War reenactments are simulations that
superficially resemble war, but lack every
characteristic aspect of a real war, such as
anxiety, violation, death, and chaos. Instead,
reenactments are characterized by security,
control, playfulness, joy, and entertainment.
The closest the participants get to an authentic
experience of the historical war is freezing
in their tents at night, or slipping on the wet
grass, just like the real soldiers did. For this
reason, reenactors call their experiences and
characters “impressions,”10 since they neither
can nor desire to come any closer to the real
thing than this.
The Magic is Gone
When the time came to break camp and go
home, I felt as though the magic that held
life in the camp together was being dispelled.
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8. A reenactor in BräkneHoby telling me about
his experience of war era
photographs.
9. Tony Horwitz, Confed
erates in the attic, p. 387.
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volumes/lainhart.pdf,
p. 109.
Accessed: 29 January
2013

Maria Norrman

116

117

North & South
2013
Video, 40 min

Many of the participants changed out of their
uniforms and into their ordinary clothes. A
man who wore beautifully ornamented coat
sleeves and matching accessories in his role as a
captain became just some old man in jeans and
a t-shirt. I noticed that many of them seemed
to be very comfortable in their uniforms, and
looked good in them, and that they seemed a
little dejected at having to return home.
For me, changing back into my own ordinary
clothes felt like changing into another body. I
ceased to be a “soldier” among others, at least
visually, and returned to appearing as a feminine persona, which is how I usually identify
myself. Releasing my long red hair, which had
been concealed by my cap, changed my appearance radically, and drew looks of surprise
from many of my co-reenactors.
Reenactment as Artistic Strategy
A well-known example of the use of reenactment in an art project is Jeremy Deller’s piece
The Battle of Orgreave (2001). He recreated a
clash between the police and workers on strike
in the town of Orgreave, 17 years after the actual event took place. Many of the participants
in the piece were involved in the original event.
All of the parties involved are given their say in
reenactments and interviews, which results in a
new and deeper understanding.
However, the participants at “Murfreesboro”
definitely never experienced the events they’re
recreating, and they aren’t looking to resolve
some lasting conflict. What they’re doing is
immersing themselves in an imaginary representation of a moment in history. Their main
source of inspiration is movies about the war,
and their online presentations and assembly
halls are decorated with depictions of the war
by contemporary historical artists. They have a
certain reverence for the image of the war, and
they also play a part in maintaining it.
Eva Kingsepp explains people’s interest in
historical reenactment as driven by a desire to reenchant the world – in the west, which is growing
ever more secular, we use “myths” from history
to make the world temporarily “magical”.11
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Vaginal Davis is an African-American drag
queen, artist, DJ, actress, director, curator,
and musician. This bombastic genderqueer
Los Angelite has adopted Vanessa Beecroft’s
performance methods, and has performed
remakes of her pieces. Beecroft is famous
for using fashion models as objects in performances where they’re instructed to stand
still, act indifferently and avoid people’s eyes.
They’re often nude, or barely dressed. All of
the pieces are named with her initials, “VB”,
and numbered.
In Davis’ piece VD as VB – Erdgeist, Earth
spirit #27-29 10827 (2007) she takes on the
role of Beecroft, employing her persona to
critique the way that artists are gradually being turned into brand names. She pokes fun
at Beecroft’s use of model’s bodies by using
volunteers in underwear, and by encouraging
them to be themselves throughout the performance. Davis’ strategy is to use Beecroft’s own
methods against her, and parody them in an
indirect critique of a system that promotes the
commercialization of the artist.
Some artists, like Deller and Davis, actually
arrange their reinterpretations, but Omer
Fast’s video work Godville (2005) from the
Colonial Williamsburg museum, and Liz
Magor’s photo series Military through the ages
(1995), which depict an event that various
reenactment groups participated in, are studies
of the people who perform reenactments of
historic eras. The main purpose of reenactment is to achieve a deeper understanding of
the event, era, or person in question, whereas
artistic examinations of recreated history often
strive to give a deeper understanding for the
participants, for why they selected the specific
era they have chosen to reenact, and the different ways in which the present time can interfere with the experience they want to create.
In studies of reenactments, the emphasis is
often on its “flaws”, such as medieval reenactors in trainers, Civil War reenactors carrying
cameras, and so on. To be a reenactor is to
be ever searching for authenticity, for more
knowledge, for a more accurate way of representing the era, even though compromises
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are usually necessary. This reminds me of how
artists are always hunting for more knowledge
to help them realize their ideas or find the best
way to present their work, and the painful
but often unavoidable compromises they face
along the way.
Camp
When I was young, my favourite TV show was
Sikta mot stjärnorna12, a show where the contestants imitated famous performers, and were
judged based on the similarity of their singing
to the original artist. The participants used to
walk through a doorway cloaked in artificial fog
on screen, and then appear on stage magically
transformed into the artist they were imitating.
I experienced it as though the imitators literally
became the real performers they were imitating
when they passed through that doorway, even
though I had in many cases never had heard or
seen the original artist before.
In later years, I’ve come to realize that this
extravagant transformation and imitation act
is an element of the aesthetic of camp, which
has interested me for a long time. However,
camp is more than simply an aesthetic style,
it’s a sensibility, and a way of relating to the
world around you. In her text Notes on Camp,
Susan Sontag writes:
“10: Camp sees everything in quotation
marks. It’s not a lamp, but a “lamp”, not a
woman, but a “woman”. To perceive Camp in
objects and persons is to understand Beingas-Playing-a-Role. It is the farthest extension, in sensibility, of the metaphor of life as
theater./.../13
Indeed the essence of Camp is its love for the
unnatural, of artifice and exaggeration./.../14
31: Thus, things are campy, not when they become old - but when we become less involved
in them, and can enjoy, instead of be frustrated by, the failure of the attempt.”15
Sontag describes this concept as an apolitical,
aesthetic sensibility, and this has attracted
some criticism. Her text was written in 1964,
in the early days of gay liberation, before

AIDS had taken its toll on the community
that is such a proponent of all things camp.
Later interpreters of the concept have incorporated the struggles of queer politics, and have
defined it as a way of expressing a specifically
queer critique.16 Camp has also been criticized
as a way of attempting to elevate something
void of content, an excuse for something that
is really only bad and tacky.
“19: The pure examples of camp are unintentional: they are dead serious. The Art
Nouveau craftsman who makes a lamp with
a snake coiled around it is not kidding, nor is
he trying to be charming. He is saying, in all
earnestness: Voilà, the Orient!”17
The drag queen is one of the more familiar
camp characters. She, who is really a he, has
taken the image of a “woman,” twisted it
around, turned it into an alter ego, and adopted
it. It’s a character I’ve looked up to, and even
envied to some extent. Drag queens get away
with revelling in excessively feminine clothing
and accessories that most people would find
vulgar, tacky, or “too much”, without ever being questioned over it. At least, that is, so long
as they remain within their own world, the gay
community. They appropriate an exaggerated
image of women and turn it into a viable role,
in which it’s expected of them that they be a little too much, and push some boundaries.
Millennium Star
“To play with mimesis is thus, for a woman, to
try to recover the place of her exploitation by
discourse, without allowing herself to be simply
reduced to it.”18
“‘Drag acts’ I believe, are not confined to the
declassed sexes. Garbo ‘got in drag’ whenever
she took on some heavy glamour part…”19
I wanted to investigate what would happen if a
woman impersonated a drag queen, i.e. dressed
up as a man who was dressed up as an image
of a woman. I wanted to explore these layers of
identity and how femininity can be used as a
role. Therefore I chose the drag queen instead of
the drag king character.
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I gave the task of styling me to a drag artist
and makeup stylist. I named the resulting
character, who could pass as a drag queen in
the company of a real one, Millennium Star.
However, the lines between a Las Vegas showgirl, an expensive escort, and a very feminine
drag queen are very fine. In the video Millennium Star, I show the character having her
makeup removed, as the video is played back
in reverse, revealing me to be a “real” woman.
Millennium Star imitates the drag queen who
styled her by wearing the required extravagant attributes you need to be perceived as a
man in drag: Lots of pink, lots of makeup,
large wigs, a red corset with gold trimmings
and multicoloured plastic beads, and a pink
feather boa. These clothes, when worn out of
context, would be indications of poor taste,
or attributes of a woman of “poor morals”.
My faux queen character recodes an aesthetic
that is often scorned, but ironically enough, in
order to do so I had to make a detour through
a male role (which is, after all, what the drag
queen really is).
A future continuation of this project involves
placing the Millennium Star character in a gay
pride parade or on stage in a gay bar, to see
how she is received.
An Afternoon
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clients. She wore high black boots and black
underwear, the classic look of a prostitute.
What didn’t fit the picture was her mature age
of sixty something.
The silent video shows us preparing to perform
the initial meetings. The woman takes over the
director’s role, as I ask her to tell me how her
meetings happen and to give me directions on
how to move and what to say. Our conversations are related in the subtitles.
Her stories and her personality come across in
the video, even though she remains in her role
as a prostitute the whole time. She describes this
role as a combination of several different roles,
and explains how the different needs of the men
dictate which one she will adopt. A little further
into the video, she reveals that she has a day job
as a therapist, and that this can sometimes be
helpful in her meetings with clients.
In An Afternoon, it feels as though the dialogue is only meant for the ears of the two
of us, despite the camera being in the room.
Conversations often play important roles in
my video pieces, often as the central element
of a piece. There’s something more relaxed
and spontaneous about an “ordinary” conversation, as opposed to a more TV-oriented
interview style with questions and answers.

images that are “missing”, and that we have to
fabricate for ourselves. The 19 th century has a
certain aura about it that invites romanticizing, although most people are happy that it’s
an era long in the past.
To a great extent, the behaviour I’m describing originated in this era. Certainly, people
have always dreamed about, fantasized about,
and looked back on history, but daydreaming
and leisure only found its way into ordinary
peoples’ lives in the 19th century. For the
first time, people could spare the time and
money to indulge in amusements like circuses,
panoramas, department stores, museums, and
eventually cinemas. These places offered the
audiences the experience of excitement from a
safe distance. Excitement itself seems to be the
main indulgence of the modern way of life. 21
Another person who used the 19th century as
working material is Marcel Proust, who did so
in his novel In Search of Lost Time, in which,
lying in bed in the 1910s, he reminisces about
his life in high society at the turn of the century. He’s one of the first to look back on the 19th
century and use it as material for writing. Actor and scriptwriter Mae West, who set her 30s
movies in the 1890s, the time of her childhood
and early youth, is another good example. She

wrote the scripts for her own movies, and cast
herself in a series of roles as a courtesan in an
over-the-top outfit. As it happens, West has
been referred to as the “queen of camp”.
I often work on several projects and trains of
thought simultaneously, experimenting with
new ideas in between my work on the more
developed ones. One of my future projects
concerns broken dreams; what might remain
when one’s expectations aren’t met, and how
to make something out of the disappointment.
My work is often located on the boundary of art
and documentary films. It is tricky to place one’s
work in between two genres, since the work may,
if one is not careful, slide over to either side. But
it is also something I feel gives the work something crucial – both genres can be used together
as tools to tell an interesting story.

The 19th Century as Material

In Imitation and gender insubordination,
Judith Butler writes that drag reveals “the
mundane way in which genders are appropriated, theatricalized, worn and done.” Gender
is a game of imitation where there is no original to imitate. Butler claims that our gender
roles are constructs that we perform. This is
obviously true in the case of the roles of drag
king or queen, but in her view heterosexuality is also a role that we perform, to the exact
same extent. 20

In many of my projects, I use the 19 th century
as a vantage point, as working material or as
a place in itself, a place that no longer exists
outside of the collective consciousness. I used
this place as a refuge during a certain period
of my life. Today, I use my own experiences
to further investigate what the 19 th century
means to people, how it’s used as a symbol,
and how we project our dreams onto this
period in history.

The woman who participated in my video
work An Afternoon claimed that she was a
prostitute by choice, and referred to it as her
“hobby”. In the piece, we recreated client
meetings, mainly the conversations before
the actual sexual act. I played the part of the

For me, the 19th century is the perfect era to
fantasize about and mythologize. It’s been
photographed, is well covered in writing, and
has been charted in great detail, but uncharted territories still remain to be explored
by the imagination. Photographs and moving
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Jessica Sanderheim
With the past against the rapid stream
of everything, with the rapid stream of
everything against the past
A long ride among paths, creation and maintenance of worlds and values constituting them.
What kind of activity is thinking? Something
that I think I discern is that thinking is a much
more social activity than I thought.
I am well aware of my limitations and inability
to become a horse. The language learned, speech
and sight, I lead and you follow. A balance where
fences and steel bits always give me great advantages. Is the horse the absolute construction, the
truly Other? Looking back at humans from a
position between the rider and the ground.
Half halt:
a general equestrian command to get a
horse’s attention before a new task
Suspension:
a kind of harmonic d
 issonance
How is it that horses are hyper-sensitive to
electricity? Can one say that animals embody
aesthetics? Do humans embody aesthetics too?
Would it be humans and their things? By means
of what they create, by means of their actions, by
means of tools, things, or stories? With needles
humans sew their furs from dead skins.
Stretch the skins, negotiations
The moss bides its time, a nettle stings children’s
legs, green circulates in the veins of the monsters
To me the activity of creating art is in itself more
important than any other activity because it
prevents the body (a pair of eyes, soul, brain, and
other anatomical parts), the self, with which and
from which one experiences the world, perhaps
also in which one imagines a distinction from
Others, from doing something else. (Strictly

productively driven activities). But others can
be used to do what one wants. One can also let
machines do the job, or other species. Does that
mean that one’s body is not really autonomous?
Is this a kind of economy one can participate in
with one’s skin intact?
I imagine Jiri Kovanda’s stare as he turns around
in a lift in the subway in Prague 1961. By the
simple means of prolonging and maintaining eye
contact with the person behind him, he posed
questions. I think this kind of non-organised
actions carry potentially successful means to enable, emphasise, or reveal (make visible) the complexity of issues, because they don’t fit well into
predetermined contexts, to which activism often
can be attributed. Things that constitute values,
and compromises leading to complex decisions
supposedly presenting truths may seem less true.
Instead they are more like the rounds of a game.
In Lisbon I found myself in a capital in political
and economic crisis. Almost all of the streets are
paved with cube-shaped stones made from limestone, approximately ten centimetres on each edge.
Loose paving stones lay in several places; I turned
them into dice by painting pips on their sides.1
It is said that several important decisions in
history have found closure by rolling the dice;
the gods were given an opportunity to decide
difficult issues, but often dice readers, priests, or
diviners had interpretative preference. It is said
that Caligula’s horse Incitatus was considered
a medium that was consulted at every crisis. I
think about the Trickster, also a character who
moves in interpretative space, someone who is
involved in defining things and who offers
a look at them from his or her own specific
point of view.2
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Sometimes it is as if my works were made to
be written. A performance becomes like field
research, like an action by a character from a text.
With these experiences I can continue my writing. Sometimes a work reveals itself in words that
demand another form, the physical, but often I
find a work piece by piece, like clues on the street.
Hanging at the end of the leash, the puppy’s
owner stumbles around the street corners determined to not make the leash stretch at any point,
so that a pressure around the puppy’s neck would
break the spell. The owner seems to want to utter
the words, ‘You are free. I follow you, twice a
day. This is a leash called love’.

Stage thoughts, stage performances
To step off the stage, but to call the ground one
performs on, or frame a chosen situation, a stage
is to demand a certain kind of concentration, and
to speak of, or call for the thought as a trustworthy source. Does this mean that art in itself can
function as an architectonic instrument? That
is to say, that by declaring its presence it could
build, demolish, or change spaces and stages. The
walls of this kind of stage may rise and fall in the
mind but still be very much capable of presenting
obstacles to our physical bodies.

What happens when someone falls? That which
in thought seems physically impossible, but at
the moment when one’s body with all its decisive
cells becomes an object that falls, the structure
of the world seems less evident. Subject becomes
object in a stumble.

A table with unopened envelopes. Those visitors
who choose to participate in the work write their
addresses on the envelopes. The letters consist
of descriptions of rooms
collected from among
rooms found in novels.
The content in the text of
the letters, described in
the light of the rooms of
others. Most of the visitors
send the letters home to
themselves. Those who perform the work are actually
the letter carriers.5

The pattern of doing the same things in the same
sequence or order is probably experienced by
the horse as reality, as something inviolable, as
though there are no other choices. (It is a way of
making the handling of the animal safer.)

A radical choice secured
behind radical walls around
a radical self-deprivation,
a radical independence, in
radical isolation.

Notes from performances:

In Gender and Material Culture, in a chapter
entitled ‘The Meanings of
Nunnery Architecture’,
Roberta Gilchrist describes
sexual segregation in sacred spaces like nunneries
and churches. As the plurality in the name of the
chapter suggests, the status of nuns seems to have
changed over time. The author traces historical
divisions where women were placed to the north
and claims that north/moon/Old Testament/female and south/sun/New Testament/male seem
to be patterns of association. She suggests that
nunneries situated in the north and southernsituated monasteries may have been established

Cigarette episode:
‘Do you have a couple of crowns?’
‘No sorry, I don’t have any.’
‘Do you have a cigarette?’
‘No, unfortunately not that either.’
‘I do. You want one?’
‘OK, thanks.’3

She stood too close to a wall.
One day she refused the responsibility of finishing
any conversation, always moving on.4
The first of these two sentences came to have
great importance to me. It is a title, a work, and a
documentation in one. The wall is as symbolic as
the word. The reader can imagine any wall; ‘she’
can be any subject of choice. But the alternative
interpretation could open up the possibility of
the wall being active; the ‘too close’ might indicate that the wall has some kind of integrity.
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Plaster, sticks, rubber, oil
paint on glass
Detail
_
3. Conversation heard on
Fredsgatan 25, Malmö.
4. Angeläget [‘Urgent’],
performance regarding
language, 2009.
5. Rooms, work in progress, exhibited at the
Inter Arts Center, Malmö,
2011.
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TRAKTERNA
2013
Installation run day by day
Plaster, salt, textiles, ice,
metal, wood, buckets,
fern plants, sticks, construction paper, various
found materials

Jessica Sanderheim / Master of Fine Arts 2

Jessica Sanderheim / Master of Fine Arts 2

6. Roberta Gilchrist,
Gender and Material
Culture: The Archaeol
ogy of Religious Women,
(London and New York:
Routledge, 1994),
pp. 128–135.
7. The child had just got
its first favourite article
of clothing.
8. Anthony Gottlieb,
‘A Nervous Splendour’
in The New Yorker,
6 April 2009.
9. Moa Matthis, Över
alla hinder [‘Over all
hurdles’], p. 100.
10. Equestrian term
defined as a ‘movement
performed in dressage
and classical riding, in
which a horse describes
a circle of 6 yards diameter’. “Volte”, Oxford
Dictionaries, Oxford
University Press, http://
oxforddictionaries.com/
definition/english/volte
Accessed: 18 July 2013.
11. ‘Piano’ is short for
Italian pianoforte, ‘soft
and strong’. It was
invented around 1700 by
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in some kind of mirror system across England.
This can also be seen in burial patterns in
churchyards; Gilchrist mentions Löddeköpinge
and Westerhus in Sweden as examples of places
where women have been buried exclusively to the
north. However, inside the church this process
of segregation seems to abandon the north-south
division and instead becomes one of left-right.
When that happens, the reading becomes
dependent on the perspective. Gilchrist argues
that, seen from the altar, the woman would be
placed to the right.6 Another possible reading
could be that it is a shift from a geographical to
a spatial perspective that this transfer achieves;
many readings are possible.
The environment, the scenery; the agreement
concerning any space that is to be entered can
be negotiated by way of a single definition addressed to the imagination, and this can affect
the attitude with which the space is entered.
‘Shall we go, then?’
‘I’m wearing my best sweater.’
‘Great, shall we go then?’
‘We can’t, I told you I’m wearing my best
sweater!’
‘But shouldn’t we go, come on there’ll be a
party!’
‘Yes, of course we should go, I am wearing my
best sweater.’ 7
Paul, who was practicing on one of the Wittgenstein family’s seven grand pianos, shouted at his
brother Ludwig in the room next door, ‘I cannot
play when you are in the house, as I feel your skepticism seeping towards me from under the door!’8
Sometimes I feel a similar scepticism. It can
come rising from books in the bookcase, or the
news pages, letters in black ink floating over
the work-table towering up high and powerful
before me. ‘Is this what you meant?’ they ask.
‘No! Or I’m not quite sure I see your argument
in full, perhaps it isn’t as simple as for or against,
one way or the other. Perhaps that thought didn’t
quite fit into your words.’ Horrors and wonders
of references are equally present.
The leopard complex, a group of coat-pattern types.
Horses with a leopard complex are often born
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with a dark or reddish base coat colour, usually
with some spotting. The patterns grow and are
interspersed with white hair, sometimes developing
into distinctive, Dalmatian-like leopard spots on a
white coat. At each shedding, the hair grows lighter
from the skin, and many spotted markings blur or
fade out; sometimes such horses are almost white
when they die.
Stable-ground, power over power, and
disciplining discipline
From a time when it was closely connected to the
military, the stable is nowadays more of a female
haunt. It’s an environment where a girl is allowed
to place herself hierarchically above another
being; the environment of the stable not only
allows this, it requires it. The rider is someone
whose role, by definition, allows subject-empowered decision-making. She asks, ‘How do I
feel being the one who decides how our meeting
should end? To be the strongest, the bravest, the
most violent?’9
Among the rules regarding how to act and
handle the horses, routines are sometimes carried
out in an almost ceremonial spirit. How does
one prepare a horse’s bedding? How does one
mount a horse?
At best, the creation of a kind of transgressive
language is in progress. Here the materiality
of words, or rather the sound of the words, the
tone of the voice, seems to carry the potential for
mutual understanding. As the voice of the riding
instructor echoes from the centre of the ring to
the rider on the volte,10 the Other dominates
the Other on the Other. There seems to be some
agreement that the stable is a place for girls of
a certain age; then, when the horse girl has to
become a woman, this achievement often seems
to mean that she has to leave the stable behind,
to give up the power of the rider. But there are
girls who return.
The piano is present
Any piano has a keyboard most often tuned
according to western Renaissance harmonic
preferences.11 Tones have been distilled from the
possibilities of sound, making up a set on which
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preferred combinations produce appropriate
vibrations, as scales and chords of instruments
are meant to do. Often this instrument is one
of the first that westerners learn to play. In some
people’s homes the piano stands by the wall,
like a gatekeeper,
a triumph of
domestication
in shiny ebony.
The piano is
probably fascistic
by nature of its
construction;
perhaps most
instruments are.
They are like
everything else,
conditioned.
I once heard a
dancer after performing Philip Glass’s piece
Einstein on the Beach talk about the calculations,
the numbered steps that made him feel free.
A novel’s intention, or the pleasure of the text
itself. To write, a process of negotiation. To write
the constitution of a world. To write to want
to convince. To write to have a voice. To write
to make selves. To write in general. To write
distrusting the words. To write destroying the
narrative. To rewrite to deal with nothingness.
To write to be dedicated. To write is to allow.
The horse’s ears are controlled by sixteen muscles
that can rotate 180 degrees, and capture sound
260 degrees around the body. The ears speak
through movements.
She who turned around, destruction
The flight of Lot and his wife from Sodom and
Gomorrah. Lot’s wife turned around and was
turned into salt.12 If I allow myself to peel away
older interpretations, she, Lot’s wife, remains, a
salt statue, in the act of looking back.
Her gaze pierces through the words with which
her daughters, rather than the men visiting the
family, were offered to rapists.
But what was she turning towards? Couldn’t
there be other options than that she was turning

Jessica Sanderheim

back to the city? What if she was looking outward, like the spectator in Janet Cardiff’s
and George Bures Miller’s installation in dOCUMENTA (13), who, while being documented,
looked straight into the camera and, by doing
so, revealed her
relationship
to the element
that is not to
be revealed, the
observer’s gaze
that objectifies.
(Turns into salt?)
What a silent
riot, wife of Lot!
Against the gaze
of a god? Posing
god as the king
of, or kidnapped
by, patriarchal forces? The story goes that she
would be saved if she would only follow the man.
When I look at her white tomb I wonder if it’s a
monument to the ultimate escape, in contrast to
someone like Ophelia, who chose suicide over letting herself be dressed in a custom-made suit, fabricated in a state of madness. Lot’s wife – Edith,
or Ado – might have been gazing right through to
the unknown, towards something unwritten.
Emotionssss s s s
Monuments to emotion, emotions in materials,
emotional materials, abstract emotions, emotions slipping from words, and silent skies.
The storytelling human being; claims
Stars rotate in the vault of night, a copy of the
Poetic Edda stands vertical in the bookcase
In a sense a story is something shared, non-existent before or after the moment of telling and then
dependent on the listener who is responsible for
its survival or future. I think that the ability to
imagine reality in any scenario whatsoever might
be part of the human condition, a bit like finding
traces in things when the self itself quivers.
Hélène Cixous hunts for papers in her flat in order
to find just the right formulation that came into
existence a few nights earlier. It often happens to
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12. Genesis 19, The Holy
Bible, New International
Version (East Brunswick,
NJ: New York International Bible Society,
1978).

13. Location 1, Harp
Tree, north-west
from Skärvavägen,
58.420325,13.588672.
14. Location 2, Tombstone, Saint Pauli North
Churchyard, Föreningsgatan, Malmö.
15. Ridsport [‘Equestrian
Sports’], 21 April 2012.
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me that I look for notes, sometimes consisting of
things, in a similar way. I think that in the spirit of
Cixous I could make up a word like ‘withagainst’,
comprising duality in motion within and against
itself. I see a vibrating language unfold before me.
There is a certain kind of fascination in finding
a stick in the forest. Prepared, finished, just as it
should be by the forest’s ‘it’. Gravity has made it
fall from life to death with a crack, perhaps not
heard by anyone, but the fall meant nothing but a
transfer from one biosphere to another, a movement from high vegetation to low (ground) vegetation. The sticks in the forest become the remains
in a system of survival under the law of gravity.
In Marguerite Duras’s novel Destroy, She Said,
the story is set in what seems to be a recreational
area that is surrounded by forest. This forest seems
to symbolise the unknown, something frightening where one should not set one’s foot; but the
question is whether the unknown is the forest’s ‘it’
or whether it is the corridors of the hotel that are
unknown, or whether the characters who inhabit
the rooms are unknown, even to themselves, as
though it is not in the forest alone that ‘it’ rules.
Found harp,
human nature
In front of me, at a height of about twenty metres,
one of all the suspiciously straight fir trees had
split into two near its top, so as to make a swaying
bow. I saw a huge harp.13 These kinds of trees are
most often taken away. Is this the human way of
imitating some idea of nature? How come brutality is so often justified by referring to certain laws
of nature, as if it were something unavoidable
and for a greater good? What or whose kind of
order is it really that is confirmed and strengthened by these actions? The crooked trees have to
be taken away in the same way that a cat is said
to kill her kittens if they smell unfamiliar (like
humans). Writings, scenes, things, works, and the
state of being a reader. A human being stumbles
through her memories and fumbles about in
the landscapes of her associations. The invisible
operations of vision might look for the narrative
elements that create meaning for the living in
the same way that the construction of identity,
common to human beings, does in its attempts to
create meaning in the lives of individuals.

TRAKTERNA
2013
Installation run day by day
Plaster, salt, textiles, ice,
metal, wood, buckets,
fern plants, sticks, construction paper, various
found materials

A hand-forged sign in the churchyard, engraved on
a worn dark metal cross where the moss has begun
to bite on the corners:
Here rests the blacksmith X.14
A print of Hokusai’s The Great Wave off
Kanagawa on a textile bag has accompanied me
on the walls of different rooms. The image is today very familiar, a thing, a thought condensed
into form. Aesthetically it still appeals to me,
light and compact at the same time, but my fascination with the image also has to do with the
knowledge that it is the first of thirty-six prints
of Mount Fuji that Hokusai made.
Mejdej Mayday
A series of textiles selected by fingers searching
for the natural material silk. Its gloss is hard to
separate from that of other materials. The word
carries a road within it; today the route is scattered, but might be traceable by way of remains
in markets and around the corners of cities. I look
for lines in the creases that the fabrics have accumulated when they were stored or transported.
The most intricate thing is to unfold the lustrous
fabrics and see what has been done; then I draw
a composition from the lines that have left an
impression. The only way to find out if the fabrics
are made of real natural silk may be by doing a
burning test; it is said that silk disappears without
a trace when burnt, eaten by the fire.
“Eventually she gets the horse back on its feet and
they can return to the stable where she is told that
it is rumoured that there is electrical current in
the ground at the location in question. The riding
club has earlier pointed out to the landowners
and the electricity company that horses react at
the same location, but measurements have not
yielded any results. However, after the accident
on the weekend, it has been possible to locate the
problem and disconnect the cable.”15
The touching human being,
the principles of doing
Collecting, more like gathering up, dragging
a necessity from the old days into the light,
something like a prehistoric method into the
future. But it has little to do with the past, not
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16. Allan Sekula during a talk at Maumaus
Independent Studies in
Lisbon, 9 April 2012.
17. Barder [Baleen],
wooden logs and paint,
2012.
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directly, but a little more with the future. The
topography for the living is different. A chosen
restriction, like wanting to turn oneself into
a filter. Picking up the shards of something
that has broken leads to questions regarding
the events that have taken place: what kind of
accident created the form I have before me?
What kind of fall? I often wonder about the
character of that which is broken. Can one see
that something is broken? How long does the
broken remain broken? Is there a point at which
the broken will be considered whole again? Is
this a question of harmony? But harmony always contains at least two components. Perhaps
it’s instead something between the instance of
breaking and the adaptation to a new form.
What kind of world is created by the collected
components?
At Maumaus Allan Sekula drew three dots on a
paper, then a line from one dot to the other, and
repeated the movement of drawing in a rising
spiral above the paper. ‘If you succeed your work
is like this, it gathers energy’, he said.16
Aesthetic acts; the registering of chosen habits
can make sculptures in a very open form, almost
invisible. A person starts buying only black Tshirts; this habit soon begins drawing an image
from the pattern of the choices made by the person in question. Can black cotton speak to and
about a person? The material remains turn into
a physical imprint of a meeting, things speaking
of a development and of reflections of the self in
the social context in which someone has found
him- or herself.
Follow leads and let one’s thought bounce off
of the reflective surfaces of the city, tables and
stones, layers and traces. I sometimes wonder
if meaning or significance is created through
volume, as if the repeated actions work as a
magnifying glass; at some point the collected
becomes visible, then impossible to ignore.
Sometimes I rely on the hope that the things I
collect will speak on my behalf. To me the very
basic economy in keeping, or putting together
things one has found, can be important. I want
to see if it’s possible to come to understand something about human beings by testing half halts
among our things.
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Suspensions and half halts
in an era of active things
A ‘thing’ is not exactly the same as an ‘object’.
A thing consists of familiar parts; it has been
designed for a purpose, to perform a task. An
object is, according to my understanding, more
ineffectual. Things have a life span and a range of
application; otherwise, they consist of materials
and form. They admonish and inform us. A thing
can be understood through its relationship to a
specifically planned task, or the status assigned by
the status of this task; it has a role. Could a thing
be considered as an acting subject? Who reaches
toward whom? There are expectations of materials, such as plastics or packaging, as there are of
tools and aids. The idea is that we know how to
use them, when and for what purpose; if we treat
them correctly we confirm the agreement and the
rapid stream of every thing keeps flowing past.
One might call these things tools, or aids, or
words, or extensions of the body, or language, or
possibly attempts of a kind of refined, retuned
communication. But perhaps things always
perform in one way or another, no matter how
much one asks to see their realities.
Marks of calibration
Baleen whales comb with keratin teeth, a filter
where the largest and the smallest life forms
meet. A curious metabolism. Whales communicate with tankers on which crews of men work;
whales suffocate on the rim to the world as we
know it. Their teeth have been used in corsets
disfiguring women’s waists. I collected dried-up
logs of fruit trees that used to grow in a communal garden in Ellstorp in Malmö, an area that at
the moment has been turned into a parking lot.17
Trees as the whales of the earth, motionlessly aging towards vertigo. These works started with me
filming the very childish attempts in the game of
‘trying to teach a stick to stand in my hand’.
Animal hair cleaning up after human beings.
How many layers can one sweep and how many
times can one draw the brush through one’s hair?
The dynamics and physiology of a brush consist
of the hair’s stiffness, length, and relationship to
the back to which it is sewn.
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A girl threw herself under the nose of a fighter
aircraft suspended just above the stone floor
of the Tate Britain. I wonder if the installation
demanded this? A gesture so strongly exhortative
that it could not be resisted.18
The stable, the forest, the cave, the story, the
studio, the sacred space; there is perhaps no other
place that does not seep in. Utopia and dystopia
as right and left foot in the steps of the dance.
Two forces rule the universe:
light and gravity 19
What Simone Weil says consists of given facts,
but in an anthropocentric society the turn of
thought, a shift in focus from power to force
may be of significance. The power is somewhere
under the control of the human mind and
intention, the force is somewhere in the physical
world, elsewhere (locus).
The photoautotrophic organisms of plants,
chlorophyll, and processes via which light energy
is converted into chemical energy in the stomata;
their subtle changes speak of adaptation, of a
way to find nourishment in their environment.
They cannot be separated from the earth in
which they live; they have complex systems of
interdependency that a strict belief in autonomy
cannot count as movement. Systems that are
so fundamentally Other to me, but on which I
remain uncompromisingly dependent.

sky. I see something that I can only call nothing. I
am surrounded by Otherness. I mumble familiar
words, lips in a digging motion at the brim of the
water; there are no monsters, there is nothing to
fear in this kind of idyllic landscape; here there
has probably been nothing but slumbering calmness for generations of my kind.
Precisely because I cannot justify this fear there is
no one, or no specific thing, to trust or distrust;
this fear is of an abstract or non-existent opponent; it might be easy for someone to claim it
cannot be real. Would defining such fear as highly
real be something like one step towards madness?
Perhaps not regarding a fear of deep water, perhaps not today. I guess fear of something unseen
residing on the other side of the reflection on the
surface of a lake is a fear of a rather common kind.
When the sun sets, I’m still sitting there. I know
I have to swim back.
Water, often in the form of ice, has been employed in several of my works. Lakes or puddles
possess qualities like surface tension and electrical conductivity that excites me. Magnetism,
surface tension, liquid metals, and healing waters. Things in play with each other. Systems and
cycles; circular thoughts with parallel meanings.

The brim of the self

Once a biologist told me, in connection with the
Environmental Health Clinic project in Reykjavik, that Iceland is the only place where the
water one drinks hasn’t passed through someone
else’s kidneys.20

I sit shuddering on a stone by the end of the lake
called H. I see children play on the well-tended
beach on the other side. The wetness makes my
skin feel unfamiliar and my heartbeat is faster
and harder than it is most of the time.

Sometimes I’m reminded of the fact that the works
are inevitably dying. They are not here to coddle
anyone. I wonder if there is something called generous integrity? Any day of the week arrives and
the owner takes the leash down from the hook.

As I set out to swim across, beautiful trees,
clouds, and sky all surround me, but as I move,
gliding ahead, the water ripples, the sky opens
for a deep darkness, beginning at my hands and
reaching across the surface of the lake. My body is
getting cooler, and somewhere, halfway out from
the beach, a howling fear takes hold of me as if it
was pumping in my very own veins. The surface is
gone; I neither see nor feel either the earth or the

It is true that we do not often move outside of our
own bodies, but what is it that determines the
boundaries of the body; what about other things?
Energies? Sustenance? Substances? Thought?
When Weil continues her argument, I read it as
though she believes that these forces, due to our
position of dependence, also work via contact
between humans (perhaps also between species)
and perhaps also influence thinking. Regarding
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18. Fiona Banner, Harriet
and Jaguar at the Tate
Modern, London, 2010.
19. Simone Weil, Gravity
and Grace (New York:
Routledge Classics,
2009), p. 1.
20. Natalie Jeremijenko,
Environmental Health
Clinic, Reykjavík, 2009.
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man’s basic human physical need to feed on what
is outside the body she says, ‘he generally finds
it, and that is why he has the illusion – as on the
physical plane – that his being carries the principle of its preservation within itself.’21

SKYMMA
2013
Oil paint, horse hair,
copper nails
Installation view
(60 × 50 cm each glass)

In Eva Hesse’s work materials seem to shift
between sculpture and painting, tone and texture. The parts slowly change colour, a kind of
painting in space and time.
I believe that fantasy lives in reality, or that reality is not in opposition to illusion.
Bioregionalism; we move, we travel, and we understand that truths have been created in different
places and extend over varying distances. Can
truths be moved, translated? If so, what would lie
in the desire to do so? Is there something good in
wanting to negotiate one’s truths with someone
else? Truth meaning reality, meaning regional,
meaning inner and outer, meaning situated in flux?
A skeleton of a horse mounted in the garage of the
riding school. On at least one occasion during each
theory lesson the room grew dark around drowsy
students who had hauled hay and carried water
buckets. The skeleton, which was otherwise lit with
a bright humming light, became in the darkness a
fragile silhouette that drew a map. In our minds we
where supposed to hang the flesh on these bones, the
antagonistic muscle pairs, in order to understand
the musculoskeletal system that forms the basis of
the activities in the stable. We all want to become
better riders, more sensitive, more qualified to understand how we can affect the horse’s movements.
The purpose of turning one’s head, locus
The horse reaches out its long neck to look
around the corner; a fly walks across its flank.
I am the blind one.
J. M. Coetzee lets Elizabeth Costello talk about animals in his novel The Lives of Animals. For a moment
we can feel what it is like to be dead, she says, and
suggests that in the same way we can feel what it’s
like to be an animal. She also talks about that which
we do not consider because it is alien to us and therefore we cannot see it; or does she rather mean that
which we choose to call alien and choose not to see? 22
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Do we have any chance of understanding another existence, in dreams, in a novel, in theory?
Can we understand ourselves through others?
It seems as though the only thing I can be completely sure of is that there is something in the
activity surrounding the works that can become
a discussion. At any chosen moment when one
decides to make a statement, there will probably
immediately exist equally many counter-arguments to the advantage of something else. Word
against word and word to words, expanding
oppositions, any direction or none.
How few resources are needed to provoke the
mirror world that unfolds inside a person? A way
of making a place in the world, where I can easily be any stone. That which someone would call
the non-political ceases to be so at the moment
when the words are uttered. A displacement of
the values of things occur.
Invisible signals control the movements of the
body; by naming and defining we see invisible
particles, nerves, fibres, or the otoliths in the
semicircular canals of the ear that affect balance.
The so-called kristallsjukan,23 benign paroxysmal positional vertigo. Interoceptors control the
levels of several substances in the blood system,
among others the levels of salt; they are involved
in senses such as interoception; another rarely
spoken-of human sensation is that of fear. A
sense of electroception is attributed to neither
humans nor horses.24
Presumably one can mirror oneself in language;
this means that I cannot ignore words. Words fill
in, they might make visible that which we never
saw, they easily stand in and attain a thing-like
character. Some things, like words, admonish:
sweep, broom, comb, brush. It might be impossible for anyone to say how worlds of words and
things crumble and arise? Does one feel akin to
a specific thing when encountering it? I believe
that even the word ‘thing’ rolls differently off of
the tongue in the mouths of different people. Do
we really see something with words, or do we see
our own bodies again and again?
When I see a table I see my legs and arms, my back
and torso; perhaps the table is also looking at me,
asking how long my back is in relation to my legs?
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Binocular vision to kaleidoscopic sight. The left
and right eyes cooperate to create depth perception (in negotiation with thoughts and ideas).
Different descriptions can provide a deeper
understanding of that which is described, an additional dimension.25 Art ensures its value as the
right or left eye or as kaleidoscopic sight.

make up this skin. Always back in the voice I,
storytellers in the storyteller’s body.

I know that the only thing I may know is that
I usually change my mind. When it comes to
speaking about my works, I might say other
things when I look at them again. This has little
to do with their having changed. It happens
relatively often that I immediately fall into the
thoughts that informed the making of a work.

Of infinite elastic
Walking the ceiling
Our eyelashes polish stars

Language falls apart in the attempt to convey
that for which there are no words, and thereby
displays exactly the weakness and limitations
that brought it down: the words fell in among
themselves.

Fixing the extension of your reactions
Our shadow lengthens
In your fear

In the French cave of Pergouset, there is an engraved horse head that even the artist never saw,
since one cannot insert one’s head into the niche
where it was drawn.26
Catching sight
It often seems to me as if the artworks are created in the periphery of my working process.
At some point I started considering additional
raw materials such as water, wet paint, and clay
as important characters; they had something
unconstrained about them. The characteristics of
adhesive tape, or porcelain, but also their echoes
from belonging to a particular environment are
elements that carry the potential to say something about the scenes in the stories of our lives.
Negotiations over power in materials and things
become like exercises in seeing a thing at dusk.
The Icelandic lava desert, swaying grass, aircraft
interiors, or an uncanny advertising sign outside
a shop can reveal or become host to my ghosts
at any time. Processes generated by actions, the
collecting of stories, and attempts such as making a path into the forest or wearing a jacket long
enough, might humble the Otherness.
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BARDER
2013
Wood, plaster, metal,
wall paint
176 × 282 cm
SVEPA MALA
RULLA RITA
2013
Concrete, plaster,
horse hair
103 × 103 × 5 cm

We have flowed out of ourselves
Beginning on the outside
That shrivable skin
Where you leave off

Curled close in the youngest corpuscle
Of a descendant
We spit up our passions in our grand-dams

You are so old
Born in our immortality
Stuck fast as Life
In one impalpable
Omniprevalent Dimension
We are turned inside out
Your cities lie digesting in our stomachs
Street lights footle in our ocular darkness
Having swallowed your irate hungers
Satisfied before bread-breaking
To your dissolution
We splinter into Wholes
Stirring the remorses of your tomorrow
Among the refuse of unborn centuries
In our busy ashbins
Stink the melodies
Of your
So easily reducible
Adolescences
Our tissue is of that which escapes you
Birth-Breaths and orgasms
The shattering tremor of the static
The far-shore of an instant
The unsurpassable openness of the circle
Legerdemain of God 27

To a certain extent I have spent my time navigating myself toward the edges of the habits that
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MEJDEJMEJDEJ
2013
Collected fabrics
various sizes, folded
fitting into a standard
envelope
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1. The titles of the
fourteen days within the
programme ÄVENTYR
OCH ÖVERLEVNAD, my
graduation show 2013.
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LINDA SPJUT
There’s an i in team
– So there is something happening everyday?
– Yes, something is happening everyday.
– So what happened yesterday? Or; what will
happen tomorrow, on ”Dog and Dragon”?
– If I tell you “I don’t know”, will you come back?
(a conversation during
ÄVENTYR OCH ÖVERLEVNAD)
Friday
Saturday
Sunday
Tuesday
Wednesday
Thursday
Friday
Saturday
Sunday
Tuesday
Wednesday
Thursday
Friday
Saturday
is
Things Needed
Stars said drink
I trust something I can carry
Dog and Dragon
Leva rövare bland poeter together with Mackan
Haunting your mind you set out to haunt him
down
Had to cry today-no song tomorrow
17:00-open end together with Ulrika GommTrevor Lee Larson-Lukas Juretko-Andreas
Spjuth-Anders Johansson
Nowhere-going
Munsår
19:00(=13:00 Detroit-time)-this has been a
snake:y road-yea whatta ride (with James Baljo)
Culture is not your friend
Spräng vargen
All what you see1

In his Essays On The Blurring Of Art And Life,
Allan Kaprow writes:
“Happenings were fresh. But soon, even the
experimental Happenings appeared saddled
with the art history they would replace. I’m
not referring to the traditional topics of genre,
style, and subject matter which occupy historians and critics. I’m talking about unquestioned
beliefs associated with all the arts. For example,
belief in objects that can be possessed; belief
in eternity; belief in control and skill; belief in
creativity; belief in publicity and fame; belief in
marketability. (...) I took a cue from stories of
monastic practices in which dissatisfied persons,
seeking the proverbial meaning of life, give up
the real world and its temptations for a presumed
spiritual, and better, one. Could this be done in
art without physically going into a monk’s cell
for life? I thought it could and called it ‘un-arting’. Essentially, this was accomplished by taking
the art out of art, which in practical terms meant
discarding art’s characteristics.”
The framework of my graduation exhibition
ÄVENTYR OCH ÖVERLEVNAD (translated
ADVENTURE AND SURVIVAL) at gallery
KHM included two weeks of entitled time in
a programme occupied with the uncertainty of
expectations circling around the imperative of
representing modern art in a fixed environment.
Some of the days in the programme were planned
with happenings, actions and activities; other days
were deliberately left unplanned as to make sure
that an interference of serendipity is provided.
On some days a lot of people came by, whereas
on others not a single person would show up. The
participation of people would shift from day to
day. The gallery was filled with objects of varying significance, rearranged, reshaped, re-used
every day. The programme was sent out by post
and email, printed in four different flyer-versions
and handed out some days before the happening
started. It was presented as an event on Facebook
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to join in, with a reminder posted every day on the
wall of the event of what actual day it was (today:
SPRÄNG VARGEN etc). It was also projected
onto the wall at the gallery space in the form of a
movie trailer, like the closing credits at the end of
a film. The projection was looped. No end. Or a
continuous end. The titles would scroll upwards
and into a moving black square.
In this text I will try to dwell on the essentials of
my practice: How not to lose your work and
doing but rather yourself in order to be together and to give some Thing.
In DADA-manifesto Hugo Ball calls out:
“I shall be reading poems that are meant to
dispense with conventional language, no less,
and to have
done with it.
(…) It will
serve to show
how articulated language
comes into
being. I let
the vowels
fool around. I
let the vowels
quite simply
occur, as a
cat meows
... Words
emerge,
shoulders of
words, legs, arms, hands of words. Au, oi, uh.
One shouldn’t let too many words out. A line of
poetry is a chance to get rid of all the filth that
clings to this accursed language, as if put there
by stockbrokers’ hands, hands worn smooth
by coins. I want the word where it ends and
begins. Dada is the heart of words. Each thing
has its word, but the word has become a thing
by itself. Why shouldn’t I find it? Why can’t
a tree be called Pluplusch, and Pluplubasch
when it has been raining? The word, the word,
the word outside your domain, your stuffiness,
this laughable impotence, your stupendous
smugness, outside all the parrotry of your selfevident limitedness. The word, gentlemen, is a
public concern of the first importance.” 2
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THINGS NEEDED
“Naïve realism. In English, I can add a single
letter to ‘word’ and get ‘world’. I put a small
l between the r and the d and close the chasm
between the two, and the game gives me some
satisfaction.”3
I have consciously deprived myself of a certain use
of words during the years. Even though text and
words have always been central to my practice. I
sometimes had the feeling that words in proper
order were a threat to my doing. I have a lovehate relationship with words and it has kept me
productive. In 2006 I decided to stop reading
books for educational purposes. Not forever but
for an undefined amount of time. I wanted to become dependant on other people and see what it
would do with
me. I think
these years
of neglecting
some reading
has affected my
practice today,
they were years
of building up
a vocabulary as
well as collecting knowledge
based on what’s
said by whom
and where in
what situation.
Text is rhythm, there are melodies in sentences
and talking requires a great deal of improvisation.
Failure of communication. In some cases I just
don’t get through. In the other case I’m verbally
run over. I retreat to a house in the forest. I’m
sick of words and people. It’s a grey day and I
dress in my father’s camouflaged uniform and set
out with the canoe. The water level in the pond
is rather low. The pond was emptied of water for
generating electric power. In some places the level is so low that the belly of the canoe touches the
muddy bottom of the pond and I have to pole
myself forward. It’s not silent but an autumn fog
makes all sounds soft. There is nobody to talk or
listen to. Lay down in the canoe and drift. There’s
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Munsår
2013
Fans, power cords,
broken glass,duct tape,
Mini-Korg, amplifiers,
wood, cardboard box,
paper, metal stick, guitar
case, cd, black bag,
Roland sampler, black
plastic bag, candle,
podium, cables, ladder,
mic holder, microphone
Installation view
_
2. Hugo Ball (John
Elderfield, ed.), Flight
out of Time; A Dada
Diary (Documents of
Twentieth-Century Art)
(Berkeley: University of
California Press, 1996),
p. 221.
First DADA-manifesto
read by Hugo Ball in
Zurich’s Waag Hall on
July 14, 1916
3. Siri Hustvedt, Living,
Thinking, Looking: es
says, (New York: Picador,
2012), p. 22.

4. Mary Norton,
The Borrowers
5. Sven Birkerts, Fabled
Powers (Lapham’s Quarterly, Volume VI, 2013),
p. 196.
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a breeze not particularly strong but I’m moved
anyways. The sky is moving, I am floating and
I think: If this canoe was on fire it would be like a
funeral back in the days. A Viking burning.
There’s another grey day and I dress in my
father’s green raincoat and set out in the forest
with a plastic tube to swing and make a sound
in order to scare away the wild boars. I have my
camera with me, I take pictures of a tree that
has been growing in a full circle, then growing
straight upwards again. I take a photo of a dead
dry juniper bush, using the flash. The picture appears on the display. A foggy mist is covering the
juniper and the juniper only but there is no fog
today. I hurry up and take another photo using
the flash: No cloud. So I take another picture
and another and another and another and no
cloud appears. My pulse is racing. Sit down on
the ground. I think for myself and I think; Ok,
there might be time for some veneration, here and
now. I kneel down on the ground and feel like
my mother. Veneration time. Dear potential spirit
of the forest, beloved Mother Earth. I think for
myself and I think;...hey....and I breathe in and I
breathe out and take a photo using the flash, and
there’s my breath.
Solitude. After five days I email pictures and videos and songs from the forest to various people.
Erika Landström introduces me to Graziano
Capitta and emails me her text Birdmen as well
as pictures of spirals and sketches of an echochamber, Graziano emails me mini bananas and
smileys and plastic balls and we decide to collaborate in an exhibition in Hamburg. The title
When Is Itself is decided upon. Two weeks later
I dig up two small pine tree plants on the paintball area, take a plane to Germany and mount
the plants on the speakers in the gallery, drag in
a tree stump to sit on and perform the songs All
What You See, Darkness and Fingers Deeper on an
acoustic guitar with the shell of an old PC-hard
drive as a drum.
I TRUST SOMETHING I
CAN CARRY

			

“Anything we haven’t experienced for ourselves
sounds like a story. All we can ever do is sift the
evidence.”4
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17:00-0pen end together
with Ulrika Gomm, Tre
vor Lee Larson, Lukas
Juretko, Andreas Spjuth,
Anders Johansson
2013
Mixer, cardboard box,
Roland sampler, cables,
candle, Mac Book, sleeping mat, fiddle stick,
Andreas and Mattias

In the text Doing Research-Writings from the
Finnish Academy of Fine Arts no 3 Jeremiah Day
describes helping a friend shooting Super 8 footage while his friend is digging holes in Berlin in
search of buried ruins that he plans to make casts
of. The idea is to decant a positive of the space as
a sculpture. At some point his friend discovers
a staircase leading downwards. Jeremiah asks
him if he knows the history of this discovered
structure; what kind of space was it, a home? An
office? Who lived there, what happened to them?
His friend replies that he plans to go to the state
archive to find out but keeps on digging and
delaying his visit there. Day suggests: “Perhaps
Smith’s decision not to go to the archive (yet)
is what Nietzsche called the choice of a ‘limited
horizon’ in which not all questions have to be
faced, in which one does not need to be responsible to all perspectives, to preserve the space for
‘becoming’.”

17:00-0pen end together
with Ulrika Gomm, Tre
vor Lee Larson, Lukas
Juretko, Andreas Spjuth,
Anders Johansson
2013
Speakers, black plastic
bags, cardboard boxes,
cables, people, tripod,
taco buffé, black plates,
mixer, power cords, beer,
duct tape, trash can,
paper, wine

STARS SAID DRINK
“(...) the tyranny of time – the feeling of being
trapped in a forward-moving sequence of
moments – must be banished. Intoxication is,
among other things, the destruction of the
timekeeper, a release into the duration state.”5
Keep the blood-sugar steady, the head high,
coffee banana nose is bleeding.
I am working with formal structure and emotional material. “Losing oneself” and how to do this is
of my interest, for the I as I know, has boundaries,
I am limited. How to get to anything beyond
my self, as in new forms and ideas? Throughout
cultural history intoxication and the use of stimulants (such as alcohol, poetry, music, caffeine, art,
drugs) has been a method for ravishing the intellect. With a certain dose of responsibility and with
the dream or longing for access/public power/universal understanding, the action of intoxication is
not to be called escapism. Wishing for new forms
and ideas, in the Lettre du Voyant Rimbaud wrote:
“The poet makes himself a seer by a long, prodigious, and rational disordering of all the senses.
Every form of love, of suffering, of madness; he
searches himself, he consumes all the poisons in
him, and keeps only their quintessences. This is
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Linda Spjut
Culture is not your friend
2013
A tree on the graveyard
in Malmö observed during the walk to the sea.
_
6. Rimbaud quoted in
Melissa Kwasny, Toward
the Open Field; Poets on
the Art of Poetry 18001950 (Wesleyan, 2004),
p. 147.
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an unspeakable torture during which he needs
all his faith and superhuman strength, and
during which he becomes the great patient, the
great criminal, the great accursed – and the great
learned one! – among men. – For he arrives at
the unknown! Because he has cultivated his own
soul – which was rich to begin with – more than
any other man! He reaches the unknown; and
even if, crazed, he ends up by losing the understanding of his visions, at least he has seen them!
Let him die charging through those unutterable,
unnameable things(...)” 6
The word monument comes from the Latin
“monere” which means “to remind” or “to warn”.
Inside of Kunst-Werke in Berlin a pyramid was
built up and drunk down
in 2011. The installation
Recovery of Discovery by
French artist Cyprien Gaillard consisted of 72 000
Efes beer bottles imported
from Turkey piled up in
cardboard boxes in the form
of a pyramid. This piece of
art was completed by the
process of its destruction
enabled by interaction;
people gathered, drank and
deconstructed, in momentum, the monument.
The city of Detroit is full
of man-made monuments.
Monuments in the shape of
empty factories, abandoned
churches, deserted shopping
malls, vacant houses. Some
of them reused, reshaped and rearranged. A spicefactory becomes a space for music and art, a diner
becomes kind of a club. I went there at the end of
2012. It was two months before ÄVENTYR OCH
ÖVERLEVNAD and I met strangers who took my
hand, who shook it saying: ”We are happy that
you are here. It’s important that you are here.”
without further explanation.
DOG AND DRAGON
– Some people fear that imagination is not
real, but I tell them that they wrong and

145

whenever I want to play and pretend I just
sing; the imagination song.
Imagination, imagination, imagination,
i-maginaaaaation, imaginatiooo-oo-oooo-oo-on, imaginaaation, imagina-tion, imagintiooon, im-ag-inatiion, imagi...
– ...are you gonna take us somewhere or not?!!!
(a conversation between the Mayor of
Imaginationland (first out in the conversation) and Kyle in the series South Park,
E10S11)
Santa, the man, the myth, the fairy tale, rewarding us for proper behaviour throughout the year,
a story that we are taught as children. If we do
our homework properly, behave, go to bed in
time etc, we will be rewarded with..stuff. At the
end of the year this merry old man comes riding
the sky and the economy blooms. Helping my
mother with the dishes once a week equals a new
teddy bear. Santa has got a list where he keeps
track. We are told he knows what we do. We
have a list as well. What things would we like to
have in exchange.
At the gallery that hosted ÄVENTYR OCH
ÖVERLEVNAD, the man rewarding us for
good behaviour is to be found dead on the floor
when we enter the space. In a plastic bag with
one leg amputated and the cut-off limb left
in the other room among the rest of the stuff
in there. When passing him by, the shadow
the visitor casts makes him toss and turn
and laugh. He is a product manufactured in
China, resold at Teknik Magasinet in Malmö,
amputated and placed in the gallery. This thing
is already dead so it’s not a question if it will
survive a century or not.
HAUNTING YOUR MIND YOU SET
OUT TO HAUNT HIM DOWN
The neck.
Where the head ends and the body begins.
“In the poster for a recent Fra Angelico exhibition at the Metropolitan Museum of Art, saints
are being decapitated. They are kneeling in a
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circle, the swords follow this circle, and blood is
gushing from the open holes of their necks. It’s
remarkable that, even chopped off, the heads
keep their golden halos. The bystanders and
kings on the left side of the composition seem to
notice this too, but it’s too late. Now, the heads
are like gold coins rolling in the painting, like
presidents’ heads on a money bill (…)” 7
HAD TO CRY TODAY
– NO SONG TOMORROW
e Artist Formally Known As Prince also named
e Artist abandoned his name Prince in 1993
and took on the Love Symbol instead. In the
trial with Warner Bros concerning the artistic
and financial output of Prince he showed up
with slave written on his cheek.
Jack Smith released and lost his movie Flaming
Creatures in 1963. He lost it not only one time
but twice. It was taken away from him. The first
time the New York police seized it at the very
premiere and it was determined by the Criminal
Court to be obscene and banned in 22 states in the
United States. It caused riots at universities all over
America. However, due to Jonas Mekas Flaming
Creatures began to circle around in underground
movie societies and was being screened without
Smith’s approval. “Flaming Creatures was only taken away from me in order to support something I
never meant to support”, said Smith. “To support”
namely: the morality of America, the students
whose riots turned the movie into a case-study, the
personal career climbing of Mekas. This experience
sucked the journey out of Smith. So he continued
making movies, taking a long time for it, preparing
his sets and the costumes of his actors. Normal Love
was shot outdoors. ”Watch a movie being filmed
in the sunlight!” Smith called out and when the
time came for screening it, he was there himself to
add the music for it. He was editing it while it was
played. This, a sort of refusal of a final product,
reassured him not to ever lose his work again.
Loss and expenses are stuck in the commercial
deal that always turns the gift into a gift-thattakes Helene Cixous writes, and suggest that a
gift must come in and of love, a love that consist
of letting oneself be taken by the other. “A gift has
to be like grace, it has to fall from the sky. If there

7. John Kelsey, Rich
Texts: Selected Writing
for Art (Sternberg Press,
2010).

are traces of origin of the I give, there’s no gift –
there is no I-give. Which also signifies: say ‘thank
you’, even if the other does not ask you to say it.
As soon as we say thank you, we give back part of
the whole gift. We have been brought up in the
space of the debt, and so we say thank you.”
In both écriture féminine and improvisation, invention is linked to singularity which is linked to
alterity. Improvisation is defying codes, risking
the unknown, all while running the risk of being
fully codified itself since the improvised act can
only be analysed or understood through preexisting or prevailing laws of language, music
and temporality. It can never be completely out
of time or beyond the law of the musical text.
It exists only in relation to an original timeline,
melody, theme or musical tradition.8
19:00(=13:00 DETROIT-TIME)
– THIS HAS BEEN A SNAKE:Y ROAD
–YEA, WHATTA RIDE
In a workshop at the Academy in Malmö led
by Jeremiah Day we warmed up in different
playful exercises. We played busy traffic in a
city in South America, running around like cars
and trying not to crash and hit each other. We
formed landscapes with our bodies and talked
while doing this.
LEVA RÖVARE BLAND POETER
What is Michael Gira doing??
He is for sure not putting me in a trance in May
2012 at the Roter Salon, Volksbühne, Berlin.
I know he is not god, he appears pretty real up
there in his cowboy hat. Gira is rolling, on and
on and on, on three, maximum four chords on
his acoustic guitar as he sings. A sequence I can
grasp and follow. Three, maximum four chords
and the truth? I can absolutely not prepare
myself for the fourth chord. Not a single time it
appears. Even though I can follow and I know
exactly when it’s about to appear. Exactly when
hitting the fourth chord all the air in the room
is sucked out and into the guitar or his fingers
playing the guitar. I don’t know, but I am able to
feel this and for even less then a millisecond it’s
absolutely still. Then it hits; a massive compact
speeding blast that runs back into the room.
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8. Sara Ramshaw, Time
out of Time: Derrida,
Cixous, Improvisation (32
New Sound 162, 2008).
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“Emotion turns to motion,
and that’s the truth.” 9
“If we subtract human perception, everything
moves. Any static is so only at the level of perceptibility. At the molecular or quantum level, everything is in motion, is vibrating. Equally, objecthood, that which gives an entity duration in time,
makes it endure, is an event irrelevant of human
perception. All that is required is that an entity be
felt as an object by another entity. All entities are
potential media that can feel or whose vibrations
can be felt by other entities. This is a realism,
albeit a weird, agitated, and nervous one.”10
Working and doing is a way of being with
people. Creating short-lived platforms and
involving other people in those is part of my
artistic practice. SVART FET JORD (BLACK
FAT SOIL) in 2011 for example was an evening
I organized together with Ulrika Gomm and
Imri Sandström consisting of live-acts taking
place. It was an attempt to meet with the help of
poetic-power, where the works and doings of 16
individual artists could be experienced as singular acts or read together in an open narrative.
Be, do, group, dissolve.
17:00-OPEN END TOGETHER WITH
ULRIKA GOMM, TREVOR LEE LARSON,
LUKAS JURETKO, ANDREAS SPJUTH,
ANDERS JOHANSSON
The deepest instinct is to survive, this goes for all
animals? A societal shock like the suicide bombing in Stockholm 2010 which led Jonas Hassen Khemiri to write the book Jag Ringer Mina
Bröder based on this very happening, can form an
example of how crises produce a sense of unification. Notions of threat can do this too but with
following questions such as “who” are part of our
community, who are “we”? The suicide bomber is
identified and his signalment, seemingly close to
the signalments of Hassen Khemiri’s main character and his brothers, spreads by the news. He
becomes desperate to give his younger brothers
good advice for how to deal with the situation. As
a first piece of advice he tells them to turn themselves into gas-form and be silent; “to be silent
is really important”. As a second advice he urges
them to decorate their bodies with glimmering

Opposite page.
St Agnes 2012 falling
apart, Crazy Jim, Brad
and a very good dog.
_

Christmas balls, to dress up in neon-coloured
grass skirts and to tattoo “PK for life” on their
bellies in black gothic letters, to make themselves
maximally visible and until they lose their voices:
“defend all idiots’ rights to be an idiot”. Suggesting flamboyant subjectivity for the destruction of
an exclusive unity and for avoiding an imputed
otherness, Jan Verwoert writes: “At the heart
of an artistic subjectivity of any depth, there is
a collectivity of discordant voices. Conversely,
a collective capable of free creative action, will
form itself, unbound from ideologies, most likely
through sharing subjectivity: in an act of sharing
what cannot be shared, but only performed in
a mode of synchronous asynchronicity. This is
about acts, ideas and emotions that constitute
community in a different manner, through enacted difference, through the motion of standing
apart together.”11
NOWHERE-GOING
I am at home. While walking into the kitchen and
reaching for a bowl on the shelf, a lid falls down
with the edge landing on the cable of my fridge,
cutting it in half. My fridge is dead. I think:
”Really?”. Neither intention, nor plan nor idea is
necessary for things to “go strikingly wrong”.
“It is obvious that there are principles and causes
which are generable and destructible apart from
the actual processes of generation and destruction; for if this is not true, everything will be
of necessity: that is, if there must necessarily be
some cause, other than accidental, of that which
is generated and destroyed. Will this be, or not?
Yes, if this happens; otherwise not.”12
In the performance Keep Calm, It’s a Gravity
Comedy (2011) there was the situation with
the balloons:
I got some helium balloons during the day of the
performance. The setting for the performance
was a small amphitheatre where I was close to
the spectators, we all were sitting on the stairs
leaving the stage empty. I had the idea of putting
the balloons in a big plastic bag and at the peak
of the song A gravity Comedy, when the rhythm
kicks in, I was going to release them ascending
into the sky. But at the actual moment they had
lost so much gas that they simply puked out of
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9. excerpts from the
lyrics of Highway Baby,
2006.
10. Steve Goodman,
Sonic Warfare – Sound,
Affect and the Ecology
of Fear (Cambridge, MA:
MIT Press, 2009), p. 83.
11. http://www.banffcentre.ca/programs/
program.aspx?id=962 ,
12 The distance between
our minds and thoughts
equals the distance
between our words and
mouths
12. Aristotle, Metaphys
ics, Book IV, 1027a29,

13. record label based in
Brooklyn, NY. Releasing
dark and otherworldly
music on cassette since
2009.
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the bag and fell down to the floor. Dead balloons. But the people were triggered and started
tossing them around, playing with them, punching them up into the sky as I finished the song.
In the performance, The Aha! Effect (2011) there
was the intervention of the ”missing” chair.
I literally “threw” together a stage, throwing
things from the loft of the space on to the first
floor and after mounting the PA-system and the
mic-holder on top of the raffle-pile I was not able
to find the chair I intended to sit on. I searched
around for it but as I couldn’t find it I asked out
loud, addressing the spectators: “has anybody
seen the chair?”. I got no reply. So I asked again
and the same dead silence answered me with
full-on attention and loads of gazes. ”Seriously,
this is not a performance: has anybody seen the
chair?”. Cut full-on attention, cut linear time.
MUNSÅR
When listening to a piece of music being played,
one is listening to it being made. Starting to
work with sound of music I used recording in
studio exclusively to operate with software. I
got lost there for almost a year and a half, losing myself in immaterial qualities of sounds:
thick, straight, thin, sharp, bright, soft, dark,
enormous, warm, fast, sad. Adding effects and
spaces and further features to the sounds I was
manufacturing colours, different kind of shapes
and forms. When putting them together and
combining the different sounds with rhythms, I
discovered I was creating places to be in. Because
of the method of recording I could go forward
and back in time. I began to feel lonely in all
these places that I created and there was a mountain of work continuously growing because there
was no real output. I did not release the work
as songs or integrate them into my visual work.
Living alone in a land, where mountains grow to
crush you one day is not an outlook I’m in for.
So I turned to performance. There’s a few exceptions, but most of the audio material I recorded
or integrated in video works or installations have
not been performed live. In 2012 I released and
spread my first collection of music, THE FIRST
STONE, with the help of Rustle VV 13. Pop Music is not a genre in itself, in fact it can include
any style. In the song Ain’t It Funky With Death,
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which was part of the performance (A)Live After
Forever (2010), I played a midi church organ to a
very catchy Latin rhythm and sang:
ain’t it funky with death
oh come on come on oh come on
why I’m looking like this?
’cause I’m gone I’m gone I’m soon gone
tap your fingers to your head
it’s bone it’s bone oh it’s bone
I’m so much shit and flesh
nothing to mourn
mourn?
All prayers run to paradise
All preachers run to paradise
A perfect tune to end the lie.
all players run to paradise
CULTURE IS NOT YOUR FRIEND
On one of the last days of ÄVENTYR OCH
ÖVERLEVNAD we are moving out of the gallery space. e day’s title is Culture Is Not Your
Friend (aka ursday) and we are heading off to
see the sea. On the way there we take a shortcut
through the graveyard and a tree catches our
attention. It’s a fantastic beautiful tree, but I
also have to think: this way of growing, really?
Seems...ineffective. Its branches have grown in
all directions possible despite of the obvious
non-competitive setting. There are not really any
other trees nearby so it has plenty of sunlight
and the soil should be highly nutritious because
it’s full of dead human remains. Yet it has grown
here and there and up and down and forward
and back in a “where to groooow??”.
The flashes from the press photographers are
lightnings of bad weather. I accompanied them
with an audio thunderclap. In 2011 at Berns
Salonger, in the big saloon with the enormous
crystal chandeliers and the fashion show of Nhu
Duong’s latest collection (CODE) during Stockholm fashion week I put up a sound- and choreography piece (untitled). There was a catwalk
and an audience and models. I provided each girl
with a sound and when she entered the catwalk
she carried with her a fuzzy reversed rhythm
or a distorted baseline. She carried an excerpt
of the song Are You Lonely Moon (performed at
SVART FET JORD (2011) at Fylkingen), a field
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r ecording from a busy day at the Turkish market
in Berlin “zwei kilo zwei eurooo heyheyheyhey
zwei kilo zwei euroOO!!!”, some guitar riffs
from a winter in the north of Sweden. This was
creating a messy cacophony of looped settings,
sounds and time sequences.
Bodies having guts are marching and it’s
uniforms they are wearing.
SPRÄNG VARGEN
She wandered the eastern slopes of the Sierra
de la Madera for a week. Her ancestors had
hunted camels and primitive toy horses on these
grounds. She found little to eat. Most of the
game was slaughtered out of the country. Most
of the forest cut to feed the boilers of the stampmills at the mines. The wolves in that country
had been killing cattle for a long time but the
ignorance of the animals was a puzzle to them.
The cows bellowing and bleeding and stumbling
through the mountain with their shovel feet
and their confusion, bawling and floundering
through the fences and dragging posts and wires
behind. The ranchers said they brutalized the
cattle in a way they did not the wild game. As if
the cows evoked in them some anger. As if they
were offended by some violation of an old order.
Old ceremonies. Old protocols.14
ALL WHAT YOU SEE

an iron shed. He asks me if I want to go inside.
It’s probably for hunters. There’s a chemical
reaction in my brain and my pulse races as we
continue. I think: Probably for the better that I
didn’t tell you that I thought there was a chance of
you killing me there.
The in- and output of my doing is dependent
on moving. During ÄVENTYR OCH ÖVERLEVNAD I was personally present every day,
the architecture of the room was changed
daily by black plastic bags, music equipment,
cardboards and carpets, people, fans and other
things. One day the overthrown pedestal was
as a bench combined bar disk, the other day it
was a tripod. Beer cans turned into maracas and
there were black plastic bags containing microphones, effect pedals and garbage or they were
cut open and hung from the ceiling. Without
the restriction of an armature, it was possible to
go through a daily transformation within the
programme that was generating observation and
questioning. A certain amount of non-stability
in avoidance of dictatorial, authoritative command and order was necessary for “becoming”. One day at the gallery the following was
overheard: “so it’s like an occupation in here”.
I find this sort of funny. “No, no occupation
here. That’s not really possible you know, we are
allowed to be here and do this”.

He is hunting down and chopping up dead trees
for a living. It’s the eve of the night after and we
drove in a Toyota jeep to his mother’s house to
have Christmas dinner and celebrate a bit. Ham
and almond beans, marshmallow sweet potatoes
and something else that I can’t remember. The
cat is fat and its fur has heart shaped patterns.
He asks me if I want to see photos and we go
through the box of his childhood, teenage skate
days, baby time and years before prison. Two
days later we will be jamming together at the
Mug. We visit his sister and drink apple wine
and smoke. Then afterwards on the way to the
hills we pass by Hell15, taking photos doing duck
signs and signs of love and we continue. He pulls
up a pole and unfolds the fence and we drive off
road up the hill. We’re in the deep dark night
forest now and there’s the bush where he is going
in the summertime for spiritual journeys. And
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14. Cormac McCarthy,
The Crossing
15. According to Wikipedia: Hell, or Hiland Lake,
is an unincorporated
community in Putnam
Township of Livingston
County in the U.S. state
of Michigan. Hell grew
up around a sawmill,
gristmill, distillery and
tavern. There are two
theories for the origin
of Hell’s name. The first
is that a pair of German
travellers stepped out of
a stagecoach one sunny
afternoon in the 1830s,
and one said to the other,
“so schön hell!” (translated as, “so beautifully
bright!”) Their comments
were overheard by some
locals and the name
stuck. soon after Michigan gained statehood,
George Reeves (1) was
asked what he thought
the town he helped settle should be called and
replied, “I don’t care, you
can name it Hell for all I
care.” The name became
official on October 13,
1841.
(1) Original owner of the
land that Hell was built on.
http://en.wikipedia. org/
wiki/Hell,_Michigan

1. Stanisław Lem, Solaris
(San Diego: Harcourt
Brace Jovanovich, 1987),
p. 57.
2. Ibid., p. 72.
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Maiken Stene
This Land is Your Land
2013
Installation view

maiken stene
This land is your land
“It was not possible to think except with one’s
brain, no one could stand outside himself in
order to check the functioning of his inner
processes.”
– Stanisław Lem, Solaris 1
My aim in this text is to describe how I, as an
artist, navigate the dividing lines between some
of the following dichotomies:
Restriction and Release/Order and
Chance/Inner and Outer
System and Anarchy/Idea and
Object/Nature and Culture
Person and Person
To simplify things and gain an overview of the
challenges I face in this endeavour, I distinguish between the outer world and my inner
world. These two worlds are inextricably linked
to each other and are perhaps even essentially
one and the same, even as they operate individually in accordance with their separate sets
of rules. Though they are symbiotic, my goal is
to separate them, so that I can unify them.
When I am alone with the world, everything is
possible: I can define what I see and assess its
validity as I please. In a society that is governed
by a common consensus of what is true and not,
it becomes more difficult to think in alternative
ways. This does of course not mean that the
alternatives are less true.
In my art I strive to liberate myself from this
common consensus, so that I can equate the
outer world with the inner world, or at least
move more readily between them. Though I
yearn to understand what I focus on from a
perspective that is detached from empirical
rationality, such a task is virtually impossible
to carry out. What constantly thwarts me from

opening up this perspective is an inherently
reductionist method of navigation that governs
how I experience the present. This method
establishes logical truths by building and
developing systems that exclude the unknown.
By understanding the genesis and functions of
these systems, however, I may finally be able to
transcend them and come closer to some kind
of freedom.
But what does freedom consist of? Is freedom the temporary absence of control, or is it
nothing other than the diametrical opposite of
control? Is freedom a routine? Does freedom
only apply in captivity?
We see our own mirror images in everything
that surrounds us, in clouds, in rocks, in the
behaviour of animals, but how difficult it is to
understand something that is fundamentally
different from ourselves. In his screenplay for
Solaris, Stanisław Lem wrote, “We don’t want
to conquer the cosmos, we simply want to
extend the boundaries of Earth to the frontiers
of the cosmos.”2 I experience that we lack the
ability to conquer the so-called cosmos, not
because of technical limitations, but because of
our inability to fathom it. We perform at our
best when we comprehend our immediate surroundings. If the world were suddenly to seem
alien and unfamiliar, we would all instantly
curl up into the foetal position while waiting
for the moment to pass
I believe that it is possible to open up to the
unknown, however, but it is challenging and
frightening and requires an uncommonly open
mind to do so.
The inner world
Our perception of reality is shaped when our
sense impressions become assimilated in our
memories. Reacting with what already exists on
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3. Joan Ramon Resina, The Concept of
the After-Image and the
Scopic Apprehension of
the City (Ithaca: Cornell
University Press, 2003),
p. 1.
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Maiken Stene
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the inside, such sense impressions form what
I choose to call after-images. It is hence such
after-images I see when I close my eyes: visual
fragments from the outer world that are accumulated and stored as the result of my being
a sentient being with a memory.
Joan Ramon Resina understands after-images
as follows:
“The term ‘after-image’ (…) denotes a visual
sensation that lingers after the stimulus that
provoked it has disappeared, and opens the idea
of ‘image’ to a cluster of theoretical possibilities
based on temporal displacement, sequentiality,
supersession, and engagement. Unlike ‘postimage’, however, the concept of after-image
does not suggest that one transcends and
leaves behind the imaginary. The image is fully
retained, but is now a temporalized, unstable,
complex image brimming with the history of its
production.”3
These images, or the impressions that in this
case have manifested themselves as visual information, are stockpiled in vast archives inside
our bodies. They rub up against one another
as they ferment and boil, expand and mingle.
Sometimes either night-time or daytime dreams
cause them to multiply into ideas and visions,
into bombastic, signal-coloured statements that
stand out from the greyish hues. Other times
they disappear into an impenetrable darkness,
remaining there until they suddenly re-appear,
perhaps transmogrified in combination with
newly appropriated images in an ocean of information that is forever sinking and rising.
One can imagine that every single new impression is allocated a certain space in the archive,
and that this archive must be emptied on a
regular basis to make way for new impressions.
It requires an enormous amount of organisation
in order to remain open and alert to your surroundings at any given time. If I am reluctant
to take a moment and reflect on what the
after-images show, the accumulation of such
images might eventually wreak havoc in my inner world. The archive is full of hidden drawers
and closets. The archive is infinite, just as the

outer world is finite. If you look straight up or
straight ahead, you will in reality always look
outward. The same phenomenon occurs on the
inside – it extends infinitely inward. I think.

“Must these beings be convinced that they
result from a mirage or must they be given a
chance to show themselves?”4
The outer world

Certain after-images are more characteristic
than others. And when they are equipped with
their own distinct identity and will, it can seem
as though they do not originate with me but
hail from somewhere else, somewhere outside
of the control I wield over my field of view or
my empirical understanding. Isn’t the afterimages’ unfamiliarity in itself proof that they
are created somewhere outside of my personal
realm? There is undoubtedly a wealth of hidden images inside our mind, and perhaps the
foreign after-images originate from something
you have forgotten that you even registered. As
mentioned above, I believe that after-images
lead their own lives after being included in the
inner archive. But this does not mean that the
images are no longer unrecognisable, nor does
it prove that the world is easy to comprehend.
On the contrary, that the images are unrecognisable confirms that shapelessness is a shape.
It is like saying that since something doesn’t
exist, it does exist. The unknown exists, and it
is difficult to understand what it is because it is
impossible to see what it represents.

An assertion: a work of art cannot reproduce
the contents of the inner world. Regardless of
how strongly I want to unify the inner and outer
worlds, I am forever incapable of exactly reproducing what I see on the inside. This is because
when I try to express a visual image I have in my
mind’s eye, the very line that is to define this
image becomes an object itself, distinct from
the after-image. This also means that the work
of art is in itself a totally unpredictable universe
that functions in accordance with its own laws
and rules. Anything can happen in a work of art,
just as it can in our imagination, and this might
mean that dream and reality merge in some
fashion after all.

Fear and prejudice are of course inseparable.
As I understand it, fear arises when you are
unable for whatever reason to get your bearings, for example when you are in the dark and
prevented from seeing your surroundings. This
can occur both inside the mind as well as in the
outer, physical world, and the unknown thereby
becomes threatening and unfamiliar.

Ideally, our empathy enables us to approach the
other and to create a new reality in our encounter with the other, independent of any prejudices that might lie between them. When two
cultures meet, a third culture arises. Meaning
is created in the encounter between the work of
art and the viewer, just as the world derives its
meaning from associative empathy.

The unfamiliar images can occur in recurring
flashes. But no matter how terrifying they
might seem, they are also the unpredictable
that sparks off new ideas; they expand the universe as I know it.

Does this mean that compassion, association,
and comparison are what form the world for
humanity, and that without these abilities our
world would cease to exist? If so, how can we
then develop our sensory abilities to perceive
more than what is filtered through the anthropocentric perspective, and are we even capable
of approaching such forms of information?

Where do they come from, these impassive and
indifferent images, as though created by some
immalleable, age-old substance? What exactly
are they an after-image of? Or as the surrealist
André Breton asked in one of his manifestos:
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Even though the work of art is its own world, I can
recognise the inside in the outer world, and vice
versa: through empirical understanding, through
association and feeling, we can arrive at a state that
is familiar. It is this function that explains why we
often prefer, however unconsciously, to read books
that describe experiences we have had ourselves
but that we are unable to articulate.

I hope that it is possible to really understand
another person at any given time. My world in-

teracts with the worlds of others; as a result, we
become more similar, we exchange emotions,
and we even dare to claim that we know what’s
going on in one another’s lives. It is nevertheless the problems of approaching the other that
interests me, because such problems constitute
the difference between being restricted and
being free in how the world is experienced.
Unfortunately, we develop ever more restrictive strategies to keep things within a certain
structure, to make the world comprehensible. It
is for that very reason that I think we see only
what we want to see, so that most things remain
hidden regardless of whether we shut our eyes
or keep them open.
Nature vs. culture
For me, being alone with nature is directly
related to both the logic and the freedom I
find in the inner world. This is because I am
relatively free to decide things for myself, even
as I am myself subject to a larger system, which
because of the absence of human rationality
always teaches me more about what it means to
be human. Quite a paradox, isn’t it?
A culture as such can seem restrictive for humanity’s understanding of itself or of nature as
such, and it is apparent that my own undeniable
need to reveal another kind of truth outside
of the anthropocentric one is symptomatic of
growing up in a religious, industrial culture
that denies the values of the unknown in order
to fulfil its purpose: progress.
In my travels to the US and in reading about
the historical development of how the country
relates to its wilderness, I have seen examples of
how the anthropocentric perspective can in fact
obscure anything that does not throw back the
reflection of its own image.
As the settlers moved across the fantastical
wilderness of America to plant flags of conquest,
while violently clearing out whatever they came
across along the way, the artworks that illustrated this landscape consequently became the predominant subject matter and form of expression
of visual art in nineteenth-century America.
Contemporary pioneers of photography and
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This Land is Your Land
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Installation view
_
4. André Breton, “Prolegomena to a Third Surrealist Manifesto or Not”,
in Manifestoes of Sur
realism, trans. by Richard
Seaver and Helen R. Lane
(Ann Arbor: University of
Michigan Press, 1969),
pp. 293–294.
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This Land is Your Land
2013
Installation view

painting introduced frozen waterfalls and
gargantuan trees to a fast expanding tourist industry. Upon considering the numerous
confirmations of how holy their land was, I am
hardly surprised to learn that a national park in
Utah was granted the name of ZION.
The glorification of the wilderness must have
been a parallel consequence to the industrial extraction of natural resources. In fact, as I found
myself looking out over Yosemite, or Grand or
Bryce or Glen Canyon, I too had escaped my
own industrial background, to grant myself the
opportunity to face the spectacle of wild natural
beauty. However, as I stood gazing from legendary designated viewpoints like Vista Point,
Inspiration
Point and
Grand View,
I started to
suspect that
what I was
looking at was
far from wild.
In 1816 the
American
politician and
president of
the American
Academy of
Fine Arts, DeWitt Clinton,
described America’s nature as follows:
“And can there be a country in the world better
calculated than ours to exercise and exalt the
imagination – to call into activity the creative
powers of the mind, and to afford just views of
the beautiful, the wonderful and the sublime.
Here Nature has conducted her operations
on a magnificent scale: extensive and elevated
mountains – lakes of oceanic size – rivers of
prodigious magnitude – cataracts unequaled for
volume of water – and boundless forests filled
with wild beasts and savage men, and covered
with the towering oak and the aspiring pine.
This wild, romantic, and awful scenery is
calculated to produce a correspondent impression in the imagination – to elevate all
the faculties of the mind, and to exalt all the

feelings of the heart. But when cultivation has
exerted its power – when the forest is converted
into fertile fields, blooming with beauty and
smiling with plenty, then the mind of the
artist derives a correspondent color from the
scenes with which he is conversant; and the
sublime, the wonderful, the ornamental and the
beautiful thus become, in turn, familiar to his
imagination.” 5
Simon Schama has written a lot about how
Western civilization has related to nature, and in
his book Landscape and Memory he pointed out
that the word “landscape” is of Germanic origin
and means to shape the land.6 When I read
this, it struck me that the word has become so
incorporated
in the English
language
that I hardly
ever consider
its original
meaning.
I find the
tourist’s eye
to be just
as noninquisitive as
it eyeballs the
biggest tree
in the world
through the
lens of an iPhone. The reflected image of the
tree was generated so long ago that the person
receiving the image doesn’t even recognise
that it is a reflection. And in this case it is the
aesthetic image of nature that was defined
a long time ago, so that the person looking
at it sees nothing but a preconceived image.
The interaction with nature is limited to the
act of recognising an already defined image,
sometimes as though nature was created for
this purpose only. This goes for artists, as well
as tourists.
Constantly encircled by hundreds of cars and
buses, Yosemite Valley is a city, a temple of
consumption, a disguised mall in the woods
guarded by Saint Ansel Adams on his high
horse of copyrights to truth.
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The work
In my work I operate on two main levels:
1. I want to familiarise myself with my inner
visual experience with the world by attempting
to channel and organize it in the outer world,
and thereby understand and learn from the
workings of the unknown – existing both in the
outer and the inner world.
2. As I am concerned with the ramifications of
humanity’s tendency to define its surroundings
according to predefined measures, the second
level pertains to a more generalised analytical
perspective of culture and politics rather than
an intimate personal point of view.
The painting
I work primarily with painting in a highly practical manner, where I use technical mastery for
example to get colours on a surface to represent
or convey the inner after-images.
For me, a painting is a field of exploration
whereby I can understand what it’s all about.
By “all” I mean my own worldview in the
form of everything inside me and everything
I see around me, and by “understand” I mean
developing and organising the picture plane.
In a state of intense concentration, and using a
variety of automatic processes combined with
a highly analytical approach to the idiom of
painting, the painting becomes a way of understanding the world – when you’re on your own
in an ongoing investigative process, the world
crystallises itself. This is an ideal, a romantic
and spiritual way of relating to the function of
the painting. There are obviously many obstacles to the process that prevent it from evolving
as smoothly as I described above. But every goal
has its obstacle, and the goal of painting, as I
have chosen to articulate it, is based on a foundation of obstacles. It should be difficult; the
difficulty makes it that more interesting. For example, in my inquisitive desire to come closer to
the ocean of information in my inner world, it’s
my experience that the very technique of painting restricts me when trying to express myself.
Techniques are established systems that can
be perceived as restrictive because even as you
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Memory Valley
2013
Oil on MDF
120 × 120 cm

use and practise them, you incorporate them
as physical patterns of movement that tend
to constitute so much in themselves that they
hinder the direct contact with the original
after-image. Taking this challenge as my starting point, I have experimented with a variety
of methods in an attempt to steer clear of the
habit-forming nature of techniques. Thus, I
will paint in the dark without seeing what I’m
doing; listen to loud music so as to let a musical
trance determine the idiom; let rhythm and the
shape of sound set the tone, rather than the fiction/friction of the line; use sheer stubbornness
to deliberately avoid assessing the quality of the
work; or try to follow, and avoid censoring, the
associations that spring forth from the painting.
These methods are akin to the automatic
techniques that the surrealists defined and
examined nearly a century ago in order to
approach the unrestricted inner universe.
During his years as a surrealist, André Masson (1886–1987) worked exclusively with such
automatic techniques, whereby the artist lets his
or her hand randomly guide the given tool over
the paper. This haphazard movement was a way
of liberating the self from rational control, and
it could thereby reveal something that would
otherwise have remained hidden in the socalled subconscious. Later on in life, however,
after having abandoned the Surrealists – who
he believed had stopped renewing themselves –
Masson reformulated the technique as follows:
“The tendency to allow oneself to be invaded
by objects, of making the self into a vase to be
filled by objects, indicates an absorption with
things which represents a very low stage of
consciousness. (…) Does that mean one must
give precedence to reflection over instinct, or
to intelligence over what is commonly called
“inspiration?” I think not. (…) Intuition and
understanding, the unconscious and the conscious must work out the transmutation in the
superconsciousness, in the exfoliating unity.” 7
What André Masson was trying to say was of
course that the unconscious should be combined
with the conscious so as to make the art interesting. After experimenting with these techniques, I
have concluded that I must combine them.
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Figure 1.
Ein Seestrum an der
Norwegischen Küste
drawn analysis of
Andreas Achenbach’s
painting by the same
title, 1837
2012
Graphite on paper,
dishwashing shelf, light
30 × 30 × 30 cm
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The painting as installation
I want to spark off a public conversation about
the formal and mental space that separate the
observer from the image; I want to know more
about what this space potentially consists of,
and I want to know why the distance is experienced as so far.
I strive deliberately to expand the concept of
the painting to incorporate new forms beyond
the traditional two-dimensional format. I have
done this on various scales by analysing landscape paintings: I first divide their depth into
a number of layers, and then re-assemble these
layers with a certain distance that separates
them from one another. I thereby demonstrate
in an educational way how depth is both built
and generated in a painting.
Figure 1 shows my adaptation of a painting
from 1837 of a tempest on the Norwegian
coast. The original8 was made by the German
artist Andreas Achenbach, who himself had
never been to Norway.
Art can transport the viewer to another world,
to the illusion of a place that is something
other than physical, spatial reality. I want to
exploit the formal duality of the work of art to
underscore the duality of the story it is narrating. In other words, I want to create an illusion
without concealing its artificiality. I construct
a theatre where you can see both sides of the
illusion, both the stage itself and the backstage
– that is, the artificial message itself and its
reverse side, which in a purely physical sense
keeps the idea in place. Blending the illusion
and the construction is a way of allowing the
inner and outer worlds to meet.
In my MFA exhibition I worked from a small
found etching of an alpine landscape reminiscent of nineteenth-century national-romantic
paintings of Norwegian nature. Upon closer
inspection I noticed that the landscape was of
a man-made tin mine in Cornwall from 1830.
This Land Is Your Land is a time-based installation that basically consists of the found print of
a mine, a two-metre-tall scenographic painting/
model of the print, and a video of a gigantic
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8. Reproduction by
permission from Städel
Museum, Frankfurt,
Germany.

excavating machine projected on a screen, making it look like the machine was eating itself
into the model of the mine. You could walk in
between the layers of the landscape and become
the miner, the geologist, the painter, the actor, or
the audience. But you had to find your own way,
by climbing over fake mountains to one specific
viewpoint for the arrangement of flats to resemble the original print. Or you could see it from
behind, where the aesthetics of the woodwork
was more prominent than the illusory painting
on the front, and instead put yourself on a stage
in front of the audience as a part of the illusion.
Since the illusion is created by means of artificial sets with fronts and backs, the perception
of reality will of course change according to
where the spectator moves relative to what he or
she is looking at. This may be understood as the
fundamental relation between a sentient being
and the environment, as described by Henri
Bergson in Matter and Memory from 1896:
“I note that the size, shape, even the colour, of
outer objects is modified as my body approaches
or recedes from them; that the strength of an
odour, the intensity of a sound, increases or
diminishes with distance; finally, that this very
distance represents, above all, the measure in
which the surrounding bodies are insured, in
some way, against the immediate action of my
body. To the degree that my horizon widens, the
images which surround me seem to be painted
on a more uniform background and become to
me more indifferent. The more I narrow this
horizon, the more the objects which it circumscribes space themselves out distinctly according
to the greater or lesser ease with which my body
can touch and move them. They send back, then,
to my body, as would a mirror, its eventual influence; they take rank in an order corresponding
to the growing or decreasing powers of my body.
The objects which surround my body reflect its possible action upon them.”9
Bergson describes how we navigate between
the objects in our environs, and simultaneously explains how shifts in perspective entail that
we notice one particular thing more clearly
than other things. What is in direct contact
with our bodies is perceived as reality; things
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9. Henri Bergson, Matter
and Memory, trans. by
Nancy Margaret Paul and
W. Scott Palmer (New
York: Zone Books, 1991),
pp. 20–21. The italics are
in the original.
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that are farther away, and that produce less of
a physical reaction, are more superficial. This
explains the sensation of fear that arises when
we lose our ability to get our bearings.
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conclusion
Through the process of transforming the small
etching into the large-scale painting of the
print, I understood more, not only about the
conceptual potential of making paintings into
scenographic installations, but had finally
put my finger on thoughts and feelings that
had occupied my mind for a long time. The
fact that the image of the old mine reminded
me of the wilderness shows that industry has
been using nature to legitimise its own cynical
interference with it; by falsely portraying and
glorifying a mine to look like a mountainous version of paradise, and by exercising the
authority to present this image as the truth,
industry manages to remove its guilt and avoid
all potential criticism. Reality is of course
not on the flipside of the image, as it perhaps
should be, but rather projected into the future,
where we understand when looking back at
history that the illustrations looked the way
they did because they showed ideas rather
than the material truth.
Can we ever show anything that is in the
outer, material world? Can we ever copy
anything by using our human mind or body?
For my part, I don’t think we can. We cannot
copy the outer world, any more than we can
copy our inner after-images onto a piece of
paper. This is why all our attempts to represent
what we perceive are limited to exactly that:
representations. Not a copy, not the real thing,
but always an association, always something
in between. The more open the understanding of a subject is, the more room is left to
read it according to our own personal sense of
logic. Ideally, we should practise to represent
something and simultaneously ask how we
are representing it, and perhaps discuss the
reading of what we are trying to copy – not to
decide on a consensus, but to consciously leave
the possibility open for us all to interpret the
world as we please.
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The Line and the Support
In my dream words were floating in a stream
before my eyes. I was reading what I have just
written, what you have just read. This was how
this text was supposed to begin.
The following paragraph started just like this. It
seemed as if the only thing I had to do to write
about my work was to read, since the text had
already been written. All thoughts could now be
traced, clearer than ever before.
Now I am awake. I no longer know for whom I
am writing. Before finding its form the text is a
monster. Its contours are unclear and it is difficult
to tell what it really is. This undefined status is the
primary characteristic of a monster and also what
makes it so frightening.
“Monstrosity is the combining of two or more
types of being in a single entity, which we call
a monster. It is the image or embodiment of
transformation, a reminder of the process itself,
forever incomplete, preserving both the beginning and the end.
Transformation and monstrosity are central to
the fascination of ornament as well as to the prejudice against it. Ornament transforms materials by
concealing them. […] It transforms two dimensions into three by any combination of illusionism
and actual relief. It turns an object into something
that is no longer just that object. And ornament
takes transformation as its subject matter. It revels
in the creation of monsters. Animals emerge from
plants, flowers turn into geometric shapes, with
an ease that belies their unnaturalness.” 2
In my work I primarily deal with drawing. I am
interested in what it means to be intimately involved with a certain medium, such as drawing,
using that as an interface. How does drawing
form and inform my relation to the world? Art is
a threshold where the world spills into art and art

spills into the world. The presupposed distinction or boundary between art and world (or art
and life) is perhaps sometimes useful, but it does
not, for that reason, necessarily exist. Still, I
would appreciate it if this text would not be read
as a text about my work, since my work is not
mainly based in writing. The words want to warn
you, or save me, attempting to hide something
that has not yet been told, even though I realise
that the text is not written only by the one who
writes it. Maybe this ambiguity, when it comes
to writing, has to do with a fear of laying down
thoughts and freezing them in the form of a text.
Because I know they will certainly change, but
the text will not. On the other hand, no thinking and no actions are disconnected from the
world and from words.
My notebooks are black holes and they swallow
everything I want to know and remember. By
now there are over fifty of them, of various sizes,
but all of them filled with what I have heard and
read. There is something peculiar about them,
though. The books themselves remain as physical
objects and thereby keep the recorded thoughts
stored, but they also make them vanish out of
reach. Perhaps my brain is relying too heavily on
the possibility of reading this again, later, and
therefore it does not have to remember, and, as a
consequence, the things recorded are forgotten
and lost.

“The notebook is actually an extension of oneself if not more self than oneself, like an entirely
new organ alongside one’s heart and brain, to
name but the more evocative organs of our inner
self. What this new organ does is incorporate
other worlds into one’s own. Is this not obvious
when Benjamin himself states that the genuine
collector’s objects do not come alive in him, but
rather it is he who lives in them?” 3
In his book, I Swear I Saw This, Michael Taussig meditates on the relationship between the
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note-taker and the notebook, between text and
drawing, and between the note and the observed
reality. He also muses on how he, an anthropologist, became so attached to, and curious about,
these text-bearing objects and their fetish-like
character – to the extent that he decided to dedicate an entire book to this subject, seeing and
bearing witness through a notebook.
“Are we to assume that the notebook is an alter
ego, that it is this strange entity to whom you
write in your notebook, making of it – this
mere object of paper (and its smart leather
cover) – a keenly receptive human being,
thirsty for more.” 4
Technologies we use to make sense of existence are
constantly changing. They are inevitably shaping and changing our thinking and actions and
thereby our relation to the world. What happens
when the technical reproduction of images and
texts once again has taken a gigantic leap and our
communication is ending up in clouds and servers
owned by private companies and corporations
rather than as physical objects? What will remain
to be found? How will future archaeologists and
historians work? And how will our mental faculties
and memories be affected and altered?
Mouth Organ
The Baron has left Paris. He is now spending
his days in a house perfectly adapted to all his
whims and desires. Joris Karl Huysmans, the
author, has placed the Baron as the sole occupant
in this isolated environment. Chronologically we
are as readers taken on a virtual tour around the
house as our imagination creates the spaces in it
while the Baron is interacting with all the rooms.
His carefully selected collection of things and
the house itself constitute his connection to the
world. He rarely leaves his mansion, the maid
and housekeeper wear soft slippers upstairs to
not disturb him, and the contact between him
and them is kept to a minimum.
Art and literature are crucial elements in his
surroundings. The library is not only a method
for travelling without moving, but the books in
the collection are equally important as physical
objects, with tantalising powers.
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“A copy of Baudelaire in a large format, recalling that of a Missal, on a very light Japanese felt,
spongy in texture, as soft as elderpith and just
faintly tinged with pink over its milky white.
This edition, limited to a single copy and printed
in a velvety India-ink black, had been clothed
outside and covered within with a marvellous
and authentic sow-skin, one picked out of a
thousand, flesh colour all dotted with the bristle
marks and decorated with a lacework in black
executed with the cold iron, the designs miraculously assorted by a great artist.” 5
Parts of the interior of the house are elaborately
mechanised in order to inspire heightened
sensory experiences and daydreams. In the
relationship between place and resident, borders
are transgressed through his vivid experiences,
thereby questioning conventions concerning
inside and outside. Boundaries between fantasy
and everyday life are altered and additional
pleasures are triggered by memorabilia and
extremely precious objects placed all over the
house. There is a wish to be devoured by one’s
environment and every detail is designed to
change and enhance sensations. His collection of
plants consists of specimens that look extremely
artificial, but are real living plants. Artificial
creations are superior to those of nature, and the
Baron constantly wants to tickle his hyperaesthetic senses in the most complex and curiously
twisted ways. Electricity turns day to night and
night to day, every connection to the world outside is tweaked. The bar is a mouth organ playing
synaesthetic symphonies in the Baron’s mouth.
After being for some time a flâneur in this virtual
but very physical reality, he eventually has to come
back to the city. Eager attempts to control every
aspect of perception have unfortunately started
to disturb his bodily functions. Weak nerves and
digestive problems force him to return to Paris.
Present
My images used to explain themselves to me at
once. Like a very strong memory overwhelming
you, even though the thing remembered does
not yet exist. Like the feeling of receiving a present. If the idea reappeared over and over again, I
interpreted this impulse as a clear sign: the image
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had to be realised. There was an internal division
of labour and the terms were very clear. One
could say that the working conditions very much
resembled those I had once wanted to escape.
One part of me knew what was to be done, with
the other accepting and obeying. It was simply a
matter of carrying out the work.
On the other hand it was very uncomfortable
when this contract ceased to apply. Nothing
came. No more gifts. I am still not completely
sure what caused this change but I have my
suspicions. After a long time of crisis and waiting,
I made a decision. I had to start working in a different way. I would now follow the slightest hint
and greet it with a response in action. But now
there were no proposals available to carry out.
It was a matter of small signs which could take
the form of a sudden desire after a certain type
of paper, or an urge to start painting again all of
a sudden, weird flowery motifs generated out of
lust, not judging the results other than when they
generated more curiousness. I liken my working process to the relationship I have to plants. I
know that my green fingers help me. The likeness
lies in the fact that I have to trust that I know
what a plant or a drawing needs, and that I then
act on that impulse and see if it works. Then I try
to figure out what the next move in this relationship between human and non-human could be. I
would like my work to develop further in this direction, even though I know that art is saturated
with completely different complexities than those
of gardening. I want to listen to what an image
wants, and think about what it means to propose
that images could have agency.
My process is a sequence of careful rapprochements. There are images that I have to negotiate
with and wait out. It is a matter of small adjustments, and I listen to the image, to its response,
following each move and answering by following
obscure signals. One has to feel the slightest
nuances, and at the same time be able to consider
decisions on a larger scale, concerning the spatial
preconditions of an exhibition space.
The possible links between images, and the
relations to the overall context of the exhibition
also demand attention. The works will soon be
in another place. The time spent between me and
the images is one, and the time spent between

them and the people who will see them in the exhibition is another. But the performative aspects
of drawing somehow tie these spaces together.
The drawings take me to a slowed-down
rhythm, a certain pace of their own. Now and
then, an enormous physical effort is required.
Hours of sitting, extremely concentrated during
long, long working days. Sometimes this is a toilsome time, other days more of a dance. I am in
the convent. Work and prayer. Longing for being
bound to existence, wanting to be tied to something. A prayer without an addressee. A pictorial
mantra where I am simulating a calling, which
then becomes a calling. The meditative and the
repetitious aspects of the act of drawing have effects on body and mind. Sometimes these mindaltering qualities appear as mere side effects, but
in other works they are of great importance, also
in terms of subject matter.
The Lip
“The plant may indeed conform to her own
purpose, but an other has to certify this. And
that other must speak, and speak, moreover,
as a philosopher. She may be fully herself and
in herself, but an other has to declare that this
is the case. Thus, her development is subject to
definitions coming from an other. And if, in the
unforeseeable future, she happened to unleash
some nameless potency, it would not be up to her
to judge whether or not this unpredictable event
had occurred.” 6
We charged ourselves with their powers, their
sensational shimmer. We used feathers to
decorate ourselves. The feathers of the males
adorned the hats of the ladies. A woman dances
in a cloud of pink feathers and male dancers
control the movements of the plumage so that
they become hers. The plant, disguised as an
insect, attracts through colours and scents. The
name of the orchid comes from the Greek word
for testicle. Orchis was torn apart as a punishment after an attempted rape during a Dionysian festival in the forest. His father begged for the
Gods to heal him again, but instead they turned
him into a flower.
“Dance and language, gestures of body and lips,
are the earliest manifestations of mimesis. – The
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mime presents his subject as a semblance […].
One could also say that he plays his subject. Thus
we encounter the polarity informing mimesis. In
mimesis, tightly interfolded like cotyledons, slumber the two aspects of art: semblance and play.” 7
The motif strikes me at first as very banal, but I
have courted it, asked it to appear through my
hand movements, written in body language. An act
of seduction and the images slowly emerge. When
he suddenly turns around, he is hoping for her to
follow him to the other side. This is how he will
know whether his territorial dance and his beauty
have managed to capture her.
Is it at all possible to relate to an animal like this
through a drawing? So overloaded with symbolism, clichés, and associations. To start drawing
its contours, trying
to encounter whatever it might be and
establish a relationship, an interesting
one. To what extent
will this drawing
convey the presence
of an animal, the
feeling of an entity
claiming existence?
Not very much, it
seems. Rather it is
the materiality of the
mark, the corporeality of the tactile
swirling surface
that capture me.
The focus is in the colours (fairly grey and white
tones, I have to admit), and in the rhythms and
patterns that appear. Drawing as invocation,
slowly conjuring an image where the resonances
in the pencil lines attract, but the subject, or the
motive perhaps, repulses? It sometimes resembles embroidery, slowly filling the surface with
stitches, but the image will forget this labour: all
of a sudden it is there.
Semblance
“It is this that is frightening & exciting in
the midst of my profound gloom, depression,
boredom, whatever it is: One sees a fin passing

far out. What image can I reach to convey what
I mean? […] The interesting thing is that in all
my feeling & thinking I have never come up
against this before. Life is, soberly & accurately,
the oddest affair; has in it the essence of reality. I
used to feel this as a child—couldn’t step across
a puddle once I remember, for thinking, how
strange—what am I? &c. But by writing I dont
[sic] reach anything. All I mean to make is a note
of a curious state of mind. I hazard the guess that
it may be the impulse behind another book.” 8
In the quote above from Virginia Woolf’s diary,
the vision of a fin in the water conveys the strange
sensation of a new book approaching. The text she
was beginning to sense was The Waves. I read it
while working on a drawing depicting packages
containing my diaries. Her language, a fluid force
through each page,
carried me away
while I was resting
from the drawing.
This ‘play-poem’, as
she called this text,
strangely captures
that which slips from
depiction, how it
comes into being. To
become a person in
the midst of a situation which is already
happening. How
deeply dissolved,
entangled, and helplessly involved we are.
It is not clear who is speaking. After a couple of
pages the voices of six children begin to crystallise and gradually become more and more defined. Percival does not have a voice of his own,
but he is present through being talked about
and longed for by the others, and remembered
by them. The different tones of their thinking
flow over the pages in synchronised rhythms, as
the characters start to see themselves in relation
to each other. The monologues are linked and
merged through shared experiences, filtered
through each individual.
“And I have no face... I am whirled down
caverns, and flap like paper against endless
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corridors, and must press myself against endless
corridors, and must press my hand against the
wall to draw myself back.” 9
Objects and events blend. How the light falls
on the furniture. This very chair. Red petals.
Nature is a prevailing force, present especially
in the nine little scenes from a garden facing the
sea, appearing in intervals throughout the text.
The boundaries between self and others are made
visible, yet at the same time made impossible and
fluid. Daily life experiences blend with deeply
personal emotions that are perhaps impossible
to share. It is the symphonic, collective character
of identity that is investigated rather than the
individual aspects of human existence. A strange
sensation of sharpness and clarity is present in
the language. The endless mystery of the human
condition is reflected upon while the lives of the
six characters pass through childhood, youth,
and adult life.
“And now, said Neville, let Bernard begin. Let
him burble on, telling us stories, while we lie
recumbent. Let him describe what we have all
seen so that it becomes a sequence.” 10
Bernard is constantly transforming what he
sees into narratives told to the others as stories.
Like Bernard, Woolf turns life into words, not
only because she is a writer but also because her
novel The Waves can be seen as a fictional autobiography. At some places
in the text her own voice appears,
suddenly and self-reflexively, merging with Bernard’s. The six characters can be seen as facets of herself,
being several at the same time, but
they are simultaneously also careful
portraits of her dear friends.

Julia Stepp

Talking Cure
The diary is a type of text intimately bound to
the time of its creation. It carries time within itself. A common belief about diaries and a reason
for keeping one is that these internal dialogues
between one part of the self and another will
result in clarity concerning how life is lived.
Things left out are often as present as the things
written down. And memory can be awakened
and re-constructed when, or if, the books are
ever read again, even though the afterlife of these
objects are most likely to be spent in drawers,
attics, or in the basement.
Faith in writing as a tool, to keep track of life
and time, prevails but is continuously shifting
and evolving. Early astrological records and
farmers’ notes on weather and sowing traced
recurring phenomena and could thus be used
to make predictions about the future. And the
more internal and self-examining writings of
recent centuries carefully searched the remotest
corners of the soul. These confessions could serve
as a cure, but also become a poison.
There were six packages. They had lain hidden and forgotten for years, on the floor of my
father’s office under a large machine used for
copying architectural drawings. Fumes from the
developing liquids had made pink and pale blue

“And now I ask, ‘Who am I?’ I have
been talking of Bernard, Neville,
Jinny, Susan, Rhoda and Louis. Am
I all of them? Am I one and distinct?
I do not know. We sat here together.
But now Percival is dead; we are
divided; we are not here. Yet I cannot
find any obstacle separating us. There
is no division between me and them.
As I talked I felt, ‘I am you.’” 11
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nuances appear on the surfaces of the packages.
The folds of the paper were filled with dust and
the tape had turned fragile and yellow. The
physical changes in the objects attracted me,
even though it felt like an eerie return. These
packages could neither be kept nor read, nor
thrown away. Instead I started to make careful
portraits of each of the packages. I chose to
draw them on a long scroll of paper, similar
to the paper the books were once wrapped in.
The portraits depicted another kind of portraying device in a slightly narcissistic loop. But
the content of the packages soon became less
important as I lost myself in all the folds on the
surfaces. My concentrated eye/hand observed
and recorded. A gaze from the outside looking
at the enclosed. A gaze turned inwards connected to an active hand that transformed and
recharged the character of the objects through
their reappearance as images on the scroll.
“Is the secret in the content or in the form? And
the answer is already apparent: neither.” 12
They have been rewritten and altered, but still
the question somehow lingers: what is the relationship between the depicted and the depiction?
What is this version, this completely other but
still somehow similar image-entity? Other, but
still tied with various links to what it is an image
of. But how? An alchemical transformation? A
transference of energy through depiction.
These questions have been present throughout
the history of humanity. In the cave allegory,
Plato turns the cave into a scenographic stage,
used as the image of a place where his thinking
on images could unfold in writing – the ban
on mimetic images spoken through the voice
of Socrates. But the inside of the surface of the
earth carried inscriptions and marks already.
Here the human capacity to think through images materialised. Since then, and probably for a
long time previously, this ability has grown as an
unstoppable force and gift that floods all human
actions and thinking.
The Cave Renders the Cave
He searched for traces of artefacts and pieces of
portable art. His eyes were firmly fixed on the
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ground. Maria, his daughter, was not looking
for anything in particular. Therefore she could
let her gaze wander, and suddenly she discovered
the images in the ceiling.
We wanted to see these images with our own
eyes. But our desire eventually jeopardised the
delicate climate of the cave. Unknowingly we
consumed the images not only with our eyes:
as a consequence of our countless inhaling and
exhaling the paintings started to disintegrate
and the cave had to be closed down. Another
version now exists, not very far away. The cave
renders the cave and the enigmatic paintings
were doubled in a replica. We are here now, but
we were not there. Time has altered the images
and we can no longer know their meanings with
certainty. I think this is why we have come here.
They have waited us out, they last longer than all
human decay. Are they shamanic reports from
realities experienced in trance states? Or are the
various kinds of animals depicted, the bison and
the horses, some kind of code or index? Elaborate languages we can no longer read, residing
beyond our ideas of hunters’ magic, fertility
rites, and trip reports. They apparently insist
on having meaning, even though the content
may be lost to us. And the strong attraction that
these images hold is evident, not least based on
the administrative and museological apparatus
surrounding the caves. This is another, equally
interesting factor, to see how we interact with
places like this, how they exist for us.
I am sitting close to a hologram of a hunter-gatherer family, while working on one of my drawings.
The hunter-gatherers are radiating in yellowish
tones, the hologram is starting to decay. For two
days I hear the family speaking softly. The little
child leaves the cave and returns after a while with
some shells to eat. Again and again. I am working
in the part of the cave where the fire was, where
they ate and their daily lives were lived. I listen to
their voices but they fade from my attention span
when I concentrate on a crevice in the roof. I am
trying to learn some Spanish phrases from them.
‘Vuele, what does that really mean?’ Someone in
the museum staff tells me that it is not Spanish at
all. It is an Inuit language.
For six days I perform a kind of pseudo-scientific, poetical investigation. The cave is constantly
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guarded by security and surveillance cameras.
The weather is a factor that is constantly present.
I register what I see through my drawing. But I
do not draw as well, and certainly not as fast as I
planned. And not in a trance. Something is captured, a residue after an act, carried out in a place
where a similar activity happened a very long
time ago. There are no motifs like mine in the
cave paintings. No surroundings are depicted, no
settlements, no trees, and no horizons. If humans
occur they are hybrids of humans and animals.
An Emergence
I am floating above the surface of the sea.
When I come closer I see that the waves are
lines drawn in pencil. The wave formations have
been compressed like the zigzag stitches of a
sewing machine where the width of the stitches
has been reduced. But the pencil shines like
metal and I soar and see the lines flicker from
the light, when the wind rises and the currents
underneath become stronger.
An image has revealed its will and my own
has been slowed down to the speed of drawing. Wanting to become something but what?
The non-figurative element in desire before it
is obeyed. The desire lacks form. Looking at
something with borrowed eyes for a moment,
letting oneself fall into an image that takes one
somewhere. Landing occasionally where it is unpleasant to stay and sometimes where life opens
up its amazing strangeness.

When following an impulse you do not necessarily know what is going to happen. Laying yourself
in the arms of something uncertain, following
a sequence of actions that perhaps takes you nowhere. In strictly evolutionary terms this could be
a foolish thing, but after having gone through the
procedure a couple of times, experience tells you
that it does not cease to be interesting. The work
places before you completely new pleasures and
familiar problems. The feeling of looking around
in the studio after a couple of months of work, to
see the things that were not there before.
In this process I am thinking about how dissolved
subjecthood and objecthood are, how indistinct
and fluid the boundaries are. Where we end,
where we begin, and where we float in between.
I want to investigate this muddy area without a
predetermined method. How we gravitate to sacred and everyday objects, plants, animals, other
materials, and artistic artefacts that we constantly
intermingle with. In this, the drawing is the interface. What can hardly be articulated becomes
partly visible. The drawing is a perforated shield,
a membrane, a vehicle, and a passage, capturing
what is constantly chafing against it from the
outside and from the inside.
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Fade from black
“Man is a rope stretched between the animal
and the Superman – a rope over an abyss”
Friedrich Nietzsche, Thus Spoke Zarathustra
When light travels through an empty space it
becomes invisible. It disappears from sight and it
is not at all certain that one will ever see it again.
It is quite possible that the light goes somewhere
else when it disappears, taking the opportunity.
Yet it will clearly end up somewhere, however far
in the future that may be. It is inevitable. Unless
you cast it straight into the mouth of dark, complete nothingness, then you can be certain that
you will never see it again. Not even in a dream.
There is no light in a dream.
It arrives, collides with matter and instantly
becomes a memory. It is not because the dream
is especially interesting
that you notice it. It
is because it comes to
you so often and seems
always, in all essential
ways, to be the same.
Having studied this
dream and its meaning again and again,
I finally realized that
there were certain
variations. Small discrepancies that do not
necessarily change the
bigger picture but are
all that distinguishes
these dreams. Now I
ponder the discrepancies and assume that
they contain clues.
Where everything is
the same, the discrepancies must be allimportant. Memories
seem to change with

time. Not only our understanding of them. The
details, the insignificant minutiae, even the main
points can simply be transformed. Sometimes
something is added to the memory; something
is given less weight or pushed aside. A memory
is never the same when we recall it. Moments
of trauma stay with us and have to be recalled
again and again until we have adjusted them
and, in some sense, come to terms with them.
Whatever it is that hides in the back rooms it is
not altogether undetectable. The adjustments,
the discrepancies and the details reveal how our
subconscious is tuning itself, possibly leaving
itself open to error, even opening up gaps.
One who despairs looking in a mirror
can take medicine, just as a bad smell can be
masked by a stronger one. Petting the domestic
cat extremely tender will not help if it is really
ill. Whatever might be wrong with it, it is not
hunger. It has never starved. It gets plenty of
food and doesn’t have to do anything at all.
When it goes hunting it is primarily driven by
instinct. It creates its own sensory stimuli, a kind
of an imaginary project, like sporting fishermen who kill their prey but do not eat it. They
hunt because they are not hungry, they are full.
They want to re-establish their ties to nature, to
the old reality. It is, at the very least, an attempt
to re-enter former reality, to have a moment of
epiphany or revelation. Possibly it is just a form
of nostalgia, not a real need. We may even have
very little need for the old, natural reality anymore. Perhaps there was a reason why we were
at some point cast out from it but our image of
it now is filled with knowledge, not gained from
experience. An idea without a source. We might
ask whether real knowledge must stem from experience and, then, what exactly we might mean
by “unreal” knowledge.
A zoo is an interesting place to study
discrepancies in relatively complex, yet manageable mini-natures. Access is usually easy and
well-managed. As if food were just to lie down
and die in front of you. Small, repeated scenes on
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hypothetical stages imitate the natural habitat
of each animal but are way too small to encompass the story being told. These mini-natures
are specifically designed in order for visitors to
get as much from a short visit as possible. Zoos
are filled with terrifying, repeated sequences;
a kind of institutionalized attention-deficit disorder. An 11-year old desert lynx paces the same
13 metre diameter all day, every day, its whole
life. A short but endless circle that encompasses
all time. Only slight deviations in its journey
remind us that what we are seeing is always a
new moment, even though it looks just the same
as the last one. The lynx travels through the
vast dimensions of a single place – a condensed
existence – like someone caught on a treadmill,
a machine that allows you to run forever without
moving. Movement is disengaged from the space
in which it takes place. The body covers the
distance but leaves the mind behind. There is, at
best, something sad about all the little, specially
designed stages set up in a zoo, though with
real characters on board. In a zoo, only part of
the scene – the staged event – is real. The rest is
mostly faked. As I face the gorilla, I am nothing
less than a god, a demiurge at least, and I feel
that I have unlimited, god-given control over
its destiny. By standing in front of the gorilla’s
cage all day, I invade its private life so much that
it gradually becomes mad. I am an anomaly, a
deviation in the depersonalized flow of experiences offered to it by the crowds of visitors who
pass by, stopping only for a moment. Since I
have, again and again, ignored its attempts to
shoo me away, the situation has gradually grown
quite personal. When the gorilla finally becomes
enraged and starts hitting the ten cm thick,
unbreakable glass between us I experience my
staged death in the thundering noise. But I am
not at all frightened. Kant pointed out that “we
cannot pass judgment at all on the sublime in
nature if we are afraid. We flee from the sight
of an object that scares us, and it is impossible
to like terror that we take seriously.”1 Our lives
should be out of any imminent hazard before we
can take a delight in the sufferings of others, real
or imaginary.2 Everything happens in its own
time and obeys natural rules unless you really
are on a stage – a stage being outside of time
and space. The desert lynx has been transformed
from an animal into potent metaphor. It is stuck
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in a nightmare where it is continually stalking
its prey but it is itself the prey. Forever following
its own scent, not knowing what it would do if it
finally caught up with the source. We no longer
eat the animals but they have taken our place in
the limbos. There are many myths about how
the gods punish those who try to go against the
laws of nature: they are condemned to repeat the
same tragic event or impossible tasks again and
again for eternity. In the myth of Prometheus,
he is punished for stealing fire and bringing it
to humans by having his liver eaten by an eagle
every day. Sisyphus’ punishment for trying to
cheat Death was to push a rock uphill, only
to have it roll back down as he neared the top,
repeatedly for eternity.3
To repeatedly dream of being totally alone in a
deserted shopping mall, is not an encouraging
thing. It is peculiar why the fairy tale resolves
its plot in such a tediously safe place. But why
should the dream take place in a magical forest if you have never been in one? Devoid of
mythology, the dream probably adjusts itself to
whatever is really taking place, to the real fears
you need to face. The shopping mall is a blend of
nature and the theatrical, or, at any rate, of two
distinct realities. It is completely familiar but at
the same time unnatural, an uncanny place. It
exists on this thinly drawn boundary between
fiction and reality. On the surface, there is nothing especially terrifying about a shopping mall
when it is full of people. It is only after closing
time, in the total silence that we can really connect to it, experience it and breathe it in. The
artificial plants are so realistic that not even the
awful fluorescent lighting penetrates the illusion
of reality. Their secret is only revealed on closer
inspection, when it can be seen that they are all
exactly the same, with no deviation, no discrepancies. Though they are in no way alive, they are
completely realistic. The fear that grips you in a
shopping mall does not spring from uncertainty
in the face of overwhelming multiplicity; it is the
sheer sameness of it that shakes you. You realize
that you know too much, which produces a
strange terror. It is terrifying how nothing inside
is in any old-fashioned way mysterious or even
unclear. By listening to the silence in the empty
shopping mall, we can try to understand how
profoundly hollow it is.
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Theatrical scenery is active at all times, even
when everyone has gone home and the lights
have been turned off. Long after all stories have
been told, one can discern a murmur of what
was left behind. Scenery is even active after it
has been dismantled. At some definite moment
when scenery is being assembled or disassembled
a battle takes place between two worlds. In the
middle of this transformation there is a momentary pause where we sense a gap between these
two worlds, or between the world and the nonworld. In my artwork, I have experimented with
this strange, precise moment when the gap is
revealed. This gap, which in my work most often
appears as the option of a tragic or a non-tragic
conclusion, can reveal a dangerous and demanding question, or perhaps just a feeling or a suspicion. It is a gap that voids the contract we have
made with reality: that we are given resolution
and a definite answer or decision. Instead, as the
gap is revealed, the world starts to shake beneath
our feet. That is an untenable position. You stare
into a world that has its own laws and structures.
If you shift the perspective even slightly you risk
it falling apart. The slower and more pronounced
this moment, the more terrifying and confusing it is. You change the perspective slightly and
your existence falls apart.
“True sublimity occurs at ‘the point’ where the
distinctions between categories, such as cause
and effect, word and thing, object and idea,
begin to break down. The moment is religious
because it also marks the limits of human conception, the point at which reason gives way to
madness, certainty to uncertainty, and security
to destruction.” 4
The demons, the toads, and all the prehistoric beings lie completely still but their tails twitch every
now and then, knocking against the framework
that supports the whole world which then shakes
and trembles. What is clear at one moment may
be invalid at the next. A historical, tragic feeling
is in many ways more clearly seen in our time
when so much that was beyond questioning is
in deep crisis. This historical optimism, the idea
that man will control his future, that man is the
master of his own history, the ruler and owner of
the natural world, is in the end as Descartes put
it, the founding idea of modernity.5

“As Freud has shown, blunders are not the merest
chance. They are the result of suppressed desires
and conflicts. They are ripples on the surface of
life, produced by unsuspected springs. And these
may be very deep – as deep as the soul itself. The
blunder may amount to the opening of a destiny.”6
“– the rejected one, is the representative of that
unconscious deep (‘so deep that the bottom cannot be seen’)” 7
The actor who has been strutting about the stage
inexplicably loses his concentration on his role
for a moment and looks out into the audience.
He freezes when he realizes that the theatre is
empty, only darkness and empty seats. The tail
which had been used in the first act tears a hole
in his costume and swings freely between his
legs. The silence is endless. He does not care. In
The Will to Power manuscript, Nietzsche refers to
nihilism as the uncanniest of all guests.8 At the
end of the Middle Ages sceptical nihilism gradually eroded the accepted and apparently immutable world view espoused by the church. The
tiny crack which Copernicus stumbled on in the
great dome of the sky soon grew wider, helped
by other troublemakers such as Galileo and
Newton, until the world eventually came apart
and collapsed. Emptiness came to rule history –
the void. It arose inexorably and was apparent to
every human being. When the dome of the heavens broke apart, mankind was confronted with
the eternal and all-encompassing emptiness.
Heidegger maintains that we are not frightened
by this or that but by the emptiness from which
we emerged and which awaits us: “The angst
reveals the void”.9 This new understanding, this
altered perspective, was so ideologically overwhelming that the dust it swirled up has yet to
settle. The confrontation is so problematic that it
can be said to have entered a kind of philosophical stalemate. The ruins appear too fragile to be
tampered with. The new ideology could not be
much simpler. The moment we emerge from the
void and into the world we are confronted by a
space that waits patiently to destroy us, to return
us to the void. The place where you will be destroyed was waiting for you long before you entered. This place where you will be transformed
from matter to nothing. Everything emerges
from the void unsullied. Our convictions waver,
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fluctuate. That which we cannot countenance is
appeased in every possible way. An eternal struggle between spirit and matter. Man humbly took
the role of god and domesticated the demons.
“The Christian trinity of sin-liberation-salvation
continues, in our secular era, to be the narrative
that brings meaning to time and maintains it as
history, where the past appears to us as evil, science as liberation and progress as salvation.” 10
It is a fundamental question: How do human beings position themselves vis-à-vis the emptiness?
How our ideas admit or reject it. Whether we see
ourselves as having emerged from emptiness and
returning to it or, conversely, believe it to be an
illusion, a demonic trick to distract us from the
almighty, from the gods. In light of the clearly
delineated opposition between atheism and belief, Joseph Campbell points out that the trouble
nowadays is that half the people regard religious
myths as literal truth while the other half sees
them as lies. The result is a world of fundamentalists and atheists, all of whom misunderstand
the original idea behind.11
It only takes a few elements to make a tragedy
but taken separately they mean nothing. Step
by step, an incomprehensible phenomenon can
be approached and faced up to. Tragedy can be
dismantled and opposed. The void engenders
tragedy and tragedy returns our gaze to the
darkness. The two are entirely interdependent.
Whether looked at up close or from a distance,
the void has a clear and overwhelming significance, right up to where it dissolves in the idea
of itself. This is not so much a question of the
void itself but of that which is revealed in the
dark deep: all that which resides beneath and
can be studied or dragged out of it. This is not
a nightmare and has none of the characteristics
of a dream. This is a tragedy and it is in every
sense unbearable.
I have wondered whether we have stepped
so far into a world of simulacra that it is now
in every sense more appropriate to speak of a
simulated void that is even more terrifying than
the real one. It is so much closer to the superficial world of our experience – the shopping
mall – that the authentic void simply cannot get
through; perhaps it does not come close enough

to our modern understanding of the world. We
might also wonder if, in the end, it makes any
difference whether we are confronted by a real or
a simulated void as long as it provokes the same
response in our mind. What are the deviations,
the discrepancies? Whether we must endure it
as a simulated barrier or a real emptiness, the
boundary is unclear. The real and the unreal
might be, in this case, simply two sides of the
same coin, at least as far as experience goes. The
idea and the thing itself are becoming one and
the same.
In my films I have created, consciously or
unconsciously, scenes that in some way illuminate the idea of the void. I use matt, black
scenery panels to demarcate my subjects. I had
been using this theatrical darkness for years, like
any other tool, before I began to think about it
specifically and finally realized its importance.
It became clear to me that certain scenes literally demand the use of this theatrical darkness. Whatever the subject, I need to position
the world I am creating in relation to whether
the darkness it contains is the real one or the
artificial one. This is the void against which I
must measure everything, compare the meaning of every phenomenon. I have always used
light in my art and its opposite, the darkness,
has gradually become no less important. It has
even become one of the referential bases of my
work. In the darkness I discover fundamental
questions that open a way into infinite world of
possibilities and problems.
These are the worlds – or perhaps the nonworlds – on top of which existence floats. They
are the ecstasy that divides reality and fiction.
This is the place that shakes off every attempt at
meaning. The only meaning we can derive from
it is that which in the first place we impart to it.
This is the mask that is never seen; the mask that
must never be seen. In it I sense clearly many
uncomfortable and possibly pressing questions.
When I first installed my dark panels in an exhibition space I realized that there was something
complicated and fragile in the performance.
If the intention is to deal with or transpose a
phenomenon that is neither real nor fictional,
one must tread carefully because the theatrical is not so easily reconciled with everyday
reality without being transformed and losing its
essential qualities.
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The panels’ primary purpose is to direct the gaze
to something else, to create new dimensions in
the mind. They stand for that which is not. It is
not in their nature to be the subject of attention. It is like trying to listen to silence. When
we direct our attention to them they become
vulnerable. The mask falls and the void emerges.
Something very unsettling happens when the
veil between the worlds is removed. Not because
the panels somehow stand outside the contract
that separates the worlds but because they themselves are that contract. They are, simply, neither
everyday reality nor fiction. In order to break
the spell and execute the contract I first need to
transform the material, charge it with meaning.
I need to perform a kind of theatrical ritual; to
transpose that which never appears in fiction
into everyday reality. In order for it to retain at
least some of its meaning I must imbue it with
something that is tragic, or is at least on the
boundary of the tragic. Where they stand in the
familiar exhibition space, they must retain some
of the fiction. It is not enough to simply paint
the panels and look at them in an exhibition

space. They must be a real, simulated darkness.
They must have really served as part of the veil
of illusion. They must actually have belonged
to both worlds in order for us to be able to understand them. The simulated void is no longer

an illusion but only a real means of deception,
though in an inert state. It no longer signifies
in the same way as the void does: instead, we
now stare into an obvious, false insecurity. That
which you fear because you do not understand
it may have become terrifying because you
understand it. The void is more approachable
when it has been made visible, isolated and
tactile. The slightest touch leaves a deep mark
on the panels and time has now started to touch
that which should lie beyond it.
I know that if I let go of the igloo I will never
see it again. There is a half hour of daylight left
and there is a four-year-old actor on the verge of
a nervous breakdown. The igloo will blow away
into the blizzard because it is made of plastic
foam and only half of it was ever built, the half
that is turned to the camera, so it forms a kind of
a sail. I have the function of a sandbag and worth
every pound in this interaction between me,
the igloo and the wind. Someone is biting into
an ear of the alpha sledge dog to show the other
dogs who is in control. I can no longer remember
on which glacier we are and
out of the corner of my eye
I can see Japanese extras,
dressed as Inuit, having a coffee break. Behind them is the
endless expanse of the glacier,
lit by the sun’s rays piercing
the clouds. The light makes
for a perfect, Caspar David
Friedrich-like backlight. The
scene is majestically beautiful, yet I involuntarily start to
wonder if I could have done
something better with the
lighting if I was in full control as the old masters were.
By transposing the scene into
a 3D programme it could
be made even more majestic
and awe-inspiring. Shadows
could be thrown like light
to complete the picture. The
only problem is that it wouldn’t be convincing. It would distance it from the experience. I
have no clear conception of whether it is more
important to be or to seem to be: what happens
to reality when it is transposed into a computer?
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Everything that enters a theatrical scene is
immediately transformed into fiction. In an instant, the simulated world overtakes you and you
become an active part of it. Perception, points
of reference and all landmarks are distorted and
seek to reposition themselves. The boundaries
between fiction and reality are blurred and
that which we call truth depends on the chosen
perspective. We suspect that our perceptions at
this or that moment may deceive; we are not sure
that it is to be fully trusted. Plato and Aristotle’s project was to find the reality behind the
fleeting world of things. They argued that the
visible world was a simulated one. The world of
pure ideas, accessible only through reason, was
for Plato the only real one. Beyond the world of
shadows is the light of truth.12
The story has been told and the actor, the main
protagonist, has long since left the stage, which
now is empty and has adopted the role of an
inert waiting hall. The fairy tale has truly, in its
twisting plot, led its victory over abysmal reality. The present taps the past’s shoulder tenderly
and grins at the old one who keeps talking
earnestly of fabulous beings and elves. The
spirit of the past has finally been expelled by
reason and there is no need for its understudy.
The cleaner sits on his machine and travels
slowly but inexorably from one marked-out area
to the next. He moves slowly, night after night,
through the endless corridors, unaware that
he is being observed. There is something there,
possibly hiding, lying patient and still. With
his machine, the cleaner returns the shopping
mall to its properly pristine state, the idea of
the shopping mall. The cleaner it becomes, the
more it will resemble the idea of itself. The dirt
that has accumulated in the course of the day is
removed according to strictly worked-out protocols. No people, no dirt, no errant, unclear
meaning. The boundary between reality and
fiction can also be breeched when everything
has been disinfected. Only then can something
unexplained step out from the false existence.

remains. All discarded ideas have long ago
merged with personal ones and you can no
longer discern which are your own. You have
fallen asleep on an ice floe made of plastic
foam, but only for a moment. You wake up
in your late grandmother’s living room. You
cannot quite remember what you talked about,
something that seemed superficially trivial. You
only remember the silences in any detail. You
close your eyes and wait, ready to cross, but you
cannot fall asleep. You are haunted by thoughts
of what is hiding in the back rooms, on the flip
side of this man-made existence. Beyond the
capitalist consumer society, when the smell of
the disinfectant has finally dissipated. This time,
I use an artificial plant. The world outside is hidden. Instead of a window I have a television that
refers in some sense to the outside. The black
screen reminds me of the night as it undoubtedly used to be.

In all nature you should expect a guest – something that you cannot put your finger on. All
the lights have been turned out and all is dark,
endless and oppressively quiet among all these
uncharted zones and overwhelmingly massive
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“Synonyms for “novelty” are “degree of connectedness” or “complexity”.1
As fate had it, just before enrolling for the MFA
program, I inherited a collection of curious objects
from my great aunt, who lived here in Malmö.
Among other things, I received a number of
stuffed animals that nobody else had room for.
I did not really have room for them either, so I
put them in my studio, where they have kept me
company these last two
years. Three pigeons,
a flamingo, two birds
of species unknown to
me, a hare, and most
importantly, a cockeyed lynx with gaping
jaws. I also received
some small massproduced religious
figurines of Hindu and
catholic origins, and
some books. One of the books, which I had not
heard of previously, has taken on an important
role in my work. It caught my eye on the bookshelf
because of its unusual design and its complicated
title: The ABOMINATIONS of DESOLATIONS:
Anti-Christ Is Here NOW! Vol.2 by Brother
Vincent de Paul, T.O.S.F.2 The book was self-published in 1975, and consists of a jumble of topics,
the common thread being various conspiracy
theories involving the Catholic Church. Here are
some examples of its headings: FIERY HAND
FROM PURGATORY IMPRINTS CONVENT
DOOR, EYEWITNESS DESCRIPTION OF
SATAN, DETAILED COUNT OF WOUNDS
INFLICTED ON JESUS, THE TRUTH AT
LAST ABOUT FLYING SAUCERS.
I have leafed through it from time to time, because
its chaos and randomness can be very refreshing
in times of stagnation. On one of these occasions, I began to look closer at the poor reproductions of black-and-white photographs that are

mainly located in the latter half of the book. I
found myself being drawn to a little picture with
‘Jacinta 1972’ written on it in what looked to be
some kind of graffiti style. The picture is claimed
to be one of a number of ‘miraculous Polaroid
photographs’, taken in the presence of a religious
visionary called Veronica Lueken. de Paul’s book
doesn’t state clearly how and when these pictures
were taken, but after some Google research I have
come to understand that Veronica Lueken was
a devoutly religious
catholic housewife, who
was born in New York
in 1923, and remained
there until her death in
1995. Around 1970, she
began to have visions
of the Virgin Mary and
Jesus, and word soon
spread that miracles
were happening in her
presence, and in places
that she had visited. The photograph on which
the writing ‘Jacinta 1972’ had magically appeared
was taken by an acquaintance of Veronica, a Mr.
Robert Franzenberger. When Robert told her
about the photograph, Veronica confirmed that
she had experienced a vision where she had seen
Jacinta Marto, one of the three children who had
witnessed the apparitions of the blessed virgin
Mary in Fátima, Portugal, and had died just three
years later in 1920.3
Veronica’s claims regarding this photograph went
beyond considering it tangible evidence of the
supernatural. This particular Polaroid photograph
was supposedly precognitive, and able to answer
many of the questions it was asked. My work
Jacinta 1972 is based on 14 interpretations, or
‘clues’ by the catholic group Our Lady of the Roses.4
By marking certain areas within the image in what
seems to be an arbitrary fashion, they claim to be
revealing the holographic and multidimensional
nature of the photograph. The numbers and letters
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that appear are then subjected to further interpretation to understand which questions they are the
answers to.

greater the amount of joy one obtains from their
interpretations of sync, the more accurate, successful and aligned the reading of its meaning is.” 5

My interest here does not concern the question of
whether or not this group’s claims are factual, I am
far more intrigued by the search for meaning as such,
and the Rorschachesque methods they employ.

“The explosive mythology of cyberspace is also a
symptom of the digital animism that is creeping into the technocultural border zones of the
scientific paradigm.” 6

I have been approaching this theme of the search
for hidden meaning in various ways for some time.
It is largely a matter of some more or less paranoid
activity of this kind giving rise to a disconnection
between the rational and the irrational, which
reveals mechanisms that I suspect are constantly
at work in the mind, perhaps even performing a
central role in the artistic creative process.

In Erik Davis’ book Techgnosis from 1998, which
concerns the relationship between magic and
technology, he points out that the computer is
literally a piece of psychedelic technology, and
that the personal computer was born out of an
environment where the counterculture mingled
with the world of technology. Davis’ larger claim
is that a large portion of technological growth
is driven by mythological ideas, often more or
less unconsciously so. He argues that the gradual
digitalization of our culture can be regarded as an
attempt to re-establish our connection with the
imaginal7 dimensions. One quite recent trend that
ties in with this digital animism Davis describes is
Synchromysticism. Synchromysticism, a term coined
by blogger and conspiracy theorist Jake Kotze, is
a composite of two concepts: the Jungian concept
of synchronicity8 and the more generic concept
of mysticism9. It is not entirely clear what this
really adds to the rather unintelligible concept
of synchronicity, and Kotze’s own explanations
on this point are somewhat evasive. But perhaps
the notion is one of searching for meaningful
coincidences as a lifestyle, something that comes
closer to a more conventional religious or mystical
practice. This practice connects a wide range of
media and discourses, and has no clear boundaries either in relation to the material undergoing
interpretation or to the overall structure.

However, I also suspect that if I could fully express
the reasons why this interests me so, I would not be
so concerned with creating art about it. Not everything can be captured by verbal systems, and any
attempt to do so exposes one to the risk of telling a
lie. For example, this happens when we distort an
experience by trying to put it into words, and then
confuse this representation with what ‘really’ happened. This means that the translation, rather than
being a source of clarity, is a source of confusion.
At the same time, one must not forget the fact that
a translation is often a necessity. For instance, are
not the supposed symbolic meanings of dreams
extracted by means of verbalization? Since I often
use the method of appropriation, you could say
that my work is largely a labour of translation.
From one medium to another, or from one cultural
sphere to another. Another way to put it is to say
that my work is all about searching. I search for
unexpected images that resonate with the ideas
that I am preoccupied with. Not really illustrations, since my work is not didactic, but rather embodiments. I am trying to communicate mainly
on an affective level. That is to say, my hope is that
the viewer will be as fascinated by what I have
found as I am.
Synchromysticism
“How do we know we are understanding the
messages from these syncs or signs? Because the
ultimate ever-present reality is total perfection, the
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As I see it, it is simply a constant search for coincidences, where the Internet acts as an endless
source of references and information for these
associative trains of thought to run with.
A short example of such a chain follows (based
on the discoveries Kotze has published on his
blog The Blob 10):
Kurt Russell stars in the movie Escape from New
York (1981). In it, there is a scene where Russell’s
character Snake Pliskin lands a plane on top
of one of the World Trade Center skyscrapers.

Sebastian Wahlforss / Master of Fine Arts 2

Sebastian Wahlforss

Sebastian Wahlforss / Master of Fine Arts 2

188

189

Russell’s character wears an eye patch, which
‘resonates’ with the Egyptian god Horus (the Eye
of Horus). Russell also stars in the movie Stargate
(1994), where his character is the first to walk
through the alien portal, which the movie’s plot
locates in the vicinity of the Pyramids of Giza.
According to Kotze’s logic, the Pyramids of
Giza, pillars, mountains, and skyscrapers are all
connected by virtue of their shape. The three pillars of the Freemasons are, Kotze claims, based
on the three Pyramids of Giza, and can in turn
be connected to towers. Synchromystic thinking
would then allow us to say that:
The Pyramids of Giza = The WTC skyscrapers
Kurt Russell = Horus = The God of Rebirth
Kotze also claims that any event that has consequences on a global scale (such as a terrorist plot,
natural disaster etc.) has a retro-causal effect that
projects backwards through time, which means
you can seek explanations for these events in any
place or time. They ‘resonate’ backwards through
time, and are incorporated as hidden messages, e.g.
in Hollywood movies. The movie stars are like the
physical stars in astrology, metaphors for something
else, whether it is an internal or an external process.
These ideas are presented in YouTube videos that
feature brief clips from the movies in question, and
stills of occult symbols or special effects. Kotze’s
rapid, matter-of-fact voice-overs alternate with
lines from the movies, and there is often a trip hop
track being played in the background.
Ever since I first came across Kotze’s
blog, I have had a strong feeling that his
practice reflects and illuminates something important. It is a metaphor for
something, perhaps for the consciousness that is arising from our constant
interactions with contemporary
information technology. Of course,
you could say his ideas belong to an
older esoteric tradition, and that none
of the individual elements are really
new, but the web has enabled him to
take things to a new level. Kotze tries to
create meaning out of chaotic fragments
of pop culture, and he claims to have
discovered connections to very real and

tragic events, such as the 9/11 attacks. It is easy to
find fault with his reasoning, both in terms of his
factual accuracy and his sometimes very problematic base assumptions. But to my mind his vision
also holds a kind of beauty, something that belongs
in the domain of art. An intuition that might hold
some kind of truth. However, Kotze has lost himself in this truth, not discovered it.
Synchromysticism has obvious similarities with the
worldview of a schizophrenic, but it could also be
considered a symptom of a schizophrenic world.
This system can also be perceived as a kind of ‘soulmaking’ in the post-Jungian sense of psychological
commitment to and vivification of cultural materials. It is no coincidence that so much synchromystic exploration takes film as its starting point. As
others have pointed out, the cinema is (or rather
was) a kind of secular church, and the feature film
is literally a projection of our collective dreams, an
externalization of the dream spaces and visionary
states that the ‘rational’ western culture lost touch
with a long time ago.
I based my animation After Jake Kotze (akhenaten.
jpg) on an image that relates to Kotze’s materials
and theories. The picture shows a sculpture of the
Pharaoh Akhenaten’s head. Apart from playing
an important part in several different conspiracy
theories, Akhenaten was also, according to Egyptologist Erik Hornung and others, the first person
to identify the divine with light.11 I find it interesting to combine the ancient with new technology,
to blend different times together, and feel that it
aligns neatly with Kotze’s theory.
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This animation is connected to my experiments
involving feedback loops, where I duplicate images and put them through a recursive process to
generate moiré patterns that trigger the viewer’s
own internal imagery. As Lars Bang Larsen points
out, feedback is also emblematic of psychedelia,
especially in music:
“It was typically used in controlled ways, to give
the sound texture and spatial volume; that is, as
a synaesthetic effect in which sound touches on
space and tactility, nudging the whole system of
the senses into play.” 12
Interestingly enough, a similar result occurs if the
process is inverted. That is to say, if the original
input is an image, and it goes through a feedback
loop, it turns into rhythm and music. This was explored early on by the likes of John Whitney, and
in a way it is also relevant to one of my favourite
pieces, Dreammachine by Brion Gysin and Ian
Sommerville, which leaves creation of imagery
entirely to the viewer.
The Shining
The Shining, directed by Stanley Kubrick, is important to me in several ways, and has been a constant
source of inspiration. When the movie hit the
screens in 1980, it managed to alienate both the fans
of Stephen King’s novel and the fans of Kubrick’s
films, as it did not meet the expectations of either
group. But now, 30 or so years later, it is considered
by many to be one of the defining films of the
1980s, and one of the best horror films of all time.
Besides the suggestive force the movie exerts, it
also interests me because of the growing number
of more or less far-fetched interpretations of its
subtext it has inspired. The beginning of all this
was a short article called The Family of Man, which
was written by Bill Blakemore seven years after the
film was launched. In it, Blakemore claimed that
the main theme of the film is American history,
and that it comments specifically on the genocide
against the native peoples of America. Blakemore
emphasizes a number of curious details, such as
lines, scenography, and characters that may seem
irrelevant at first, but that will be discovered to
recur with a surprising frequency if attention
is paid to them while watching the film. Since
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Blakemore’s article, others have discovered entirely
different hidden subtexts in the film. For instance,
blogger Jonny5313 has analyzed the time code of
the film, i.e. the timing of the various cuts, and
has noticed that certain numbers keep appearing
(on clothing, hotel room numbers, photographs
etc.). Jonny53’s claim is that these numbers, after
some clever adding and subtraction, reveal that
the hidden message of the film is numerological,
and is connected to dates from various doomsday
prophecies. Another blogger claims that the film
is a secret confession by Kubrick regarding his
participation in the staging of the moon landing
in 1969. A vast number of theories have been suggested besides those mentioned above, and online
forums dedicated to The Shining provide opportunities to share results and insights. There is even an
acclaimed documentary from 2012, Room 237, in
which some of these interpretations are discussed.
What interests me about these theories is not some
hope that I will find the definitive ‘key’, which
seems to me to be a rather trite idea of film, or of
art in the wider sense. But it is fascinating to me
that The Shining in particular has been used for
this kind of search for hidden meanings to what is
probably a greater extent than any other film. Apparently, it has become something of a Kabbalistic
text to many, a seemingly never-ending source
of meaning. It is as though the structure of The
Shining were fractal, in the sense that no matter
what train of thought the viewer is following, and
no matter how unjustified it may seem, the film
invites this kind of creation of meaning. These
theories would never have existed without people’s
access to videotapes, DVDs, and digital copies, as
well as to modern communications technology.
Despite the fact that The Shining comes from an
analogue mode of production and distribution, it
has a remarkably contemporary quality about it in
that its complexities and detail are suitable for, and
in some ways even seem made for, the digital age.
During my work involving The Shining, I began to
feel like the photographer Thomas in Michelangelo
Antonioni’s Blow-Up from 1966. In one of the key
scenes of the movie, Thomas creates a montage of
a series of pictures he took in a park earlier that
day. He enlarges and crops them, and discovers a
murder in his seemingly peaceful pictures: a dead
body and a killer with a gun. During this scene,
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the sound of the wind from the park gradually
returns, and when the black-and-white images are
shown in sequence, a new cinematic reality is created. Although Blow-Up and The Shining differ in
many respects, they also have something in common: the stories cover up as much as they disclose,
and they both end in riddles. Thomas disappears,
and Jack returns from the dead (in a photograph!).
Like The Shining, Blow-Up contains a number of
meta-narratives, points of view that are not obvious to a first time viewer. For these reasons, it felt
natural to make an artwork that combined the
two. I photographed my screen while viewing The
Shining, and magnified details. I chose to make the
images black and white in order to establish a connection to the photographs in Blow-Up. The titles
indicate the time codes of the captured images.

tion and fusion of the tactile and the virtual. His
sculptures look like something between holograms
and objects, which to my mind makes them feel
like 3D animations. Unlike his contemporaries in
the 60s, McCracken did not want to create autonomous non-referential objects. He was passionately
interested in UFOs, and had a typical Californian
New Agey outlook. His sculptures are narrative,
to some extent, and resemble objects from another
dimension, perhaps the imaginal dimension mentioned above.

Surface and Information

Another proto-cyber artist who has been important to me for some time is Paul Laffoley. Laffoley
travels the same liminal world of facts, fiction,
rationality and irrationality that McCracken does,
but he portrays it differently. He conveys his grand
cosmic vision — a complex, metaphysical cocktail
of world views, religion, and technology — in diagrams and intricate maps, which seem remarkably
similar to the interface of a personal computer,
despite the fact that they were made long before
there was any such thing. Another connection
to McCracken is Laffoley’s interest in UFOs and
alien influences. He maintains that his paintings
are channeled messages from another civilization.15

The role of references in conceptual work is an issue
that has occupied many artists. A recurring discussion I have had with my mentor and fellow students
has concerned how, when, where, or even if I should
present the information that I have. How important
is it for the viewer to know the things I know? I am
not looking to indulge in obscurantism, but at the
same time I can’t deny that my own fascination for
a certain piece is probably more often caused by lack
of knowledge than by abundance. Ulf Linde’s lifelong passion for Duchamp’s works would probably
never have lasted if the artist had been entirely transparent about his intentions, and declared the exact
meanings that the various formats, materials and
so on held for him. Through his interest, Linde has
taken Duchamp’s challenge seriously and become
an active co-creator of the works.
Dutch artist Melvin Moti often offers reflections
on these issues in his films and installations.
Many of Moti’s works are based on specific
events or phenomena, but he generally chooses
to reduce the amount of information given to a
minimum. Perhaps the best example of this is
the film The Prisoner’s Cinema, which is a static
35 mm film of a multicoloured piece of lead glass
that is slowly shifting colours, while a female
voice describes internal imagery brought about by
spending extended periods of time in the dark. I
have a predecessor and role model in sculptor John
McCracken as regards my interest in the dissolu-

“That things exist in more than one dimension at one time is something that’s more than
a fascination for me, it’s relevant to the human
world. I think that humans exist in more than
one dimension at once.” 14

Epilogue
“non-knowledge attained”16
My works are united by the fact that they often
originate in some individual’s perceived insights.
These insights are generally based on experiences
that are difficult or perhaps even impossible to
communicate. Most people have glimpses of these
kinds of experiences from time to time, but they
rarely result in anything beyond a fear of losing
one’s footing. My work is an effort to bring these
moments to life, to extend these brief times and
give them a material form. While this ambition
is doomed to failure, it produces something else
along the way.

Sebastian Wahlforss / Master of Fine Arts 2

Critical and
Pedagogical
Studies
MFA 2

Claudia del Fierro
Stephen Dupont
Kim Engelen
Ana-Maria Hadji-Culea
Karin Hasselberg
Tina Helen
Tobias Karlsson
Nikolaj Kilsmark

194

195

Claudia del Fierro
School this
Preface
This paper is concerned mainly with the positioning and identity of the artist, in particular
within the situation experienced as she steps into
a territory of pedagogy. The issue is viewed from
reflections on art teaching models, pedagogical
theory, art practices and the role of educational
institutions. The learning-teaching situation is
considered from its performative potential (as it
makes-happen), present both in art and pedagogy and a key aspect for addressing the artistic
identity of the student, teacher and artist bodies.
I am an artist. I have also been a student. I
received my initial art education in the University of Chile, during the 1990s, where I studied
Fine Arts. I belong to one of the first generations
of artists to study after the military dictatorship
of Augusto Pinochet. I spent most of my time
during the first years of art school as an activist, working collectively in dismantled student
organizations, trying to challenge and reactivate
what most of us considered a dormant educational system after the public universities had
been intervened by the military government
for over a decade. I did not consider our work
as part of an artistic practice. Activism and art
were perceived as separate realms and though we
were addressing relevant and critical issues in our
political work they did not make their way into
our studio work. Looking back at the curriculum
of the art school, demanding and anachronistic,
with a grading system and compulsory assistance, it seems that the place where we learned
how to conceptualize our thoughts and proposals, that place for questioning and connecting to
society was not the art class, but the street, the
assembly, the parties and every other place of
meeting, discussion and expression.
Discomfort
An artist stepping into the terrain of a teacher is
feeling uncomfortable. Considering, thinking

Jenny Åkerlund / Master of Fine Arts 2

about, practicing, feeling the teaching might
take something away from her. There is a dissonance embedded in the situation, it comes into
the body. She smiles, greets, trying to read the
looks and find a place in the room, a place in her
body, but the situation makes her wish for a rabbit to pull out of her hat: the expectations placed
on the educator strip her of her artist identity.
Pedagogical theory, as well as critical theory, has
signified terms for those who take part in the
learning-teaching situation as speaker, learner,
master, student, teacher, participant and subject.
However, the role of the artist who teaches is
elusive to definition.
Since the beginning of the twentieth
century, art education in the West, specifically
higher education has been placing the teacher
in an array of different roles. The traditional
master-apprentice relationship has been declared
authoritative and obsolete and, although the
artist educator has been peer, friend, observer,
guest, lecturer, listener, jury, joker, supporter,
reference or competition, the position of the
artist as mentor to the artist-to-be has not leveled
significantly.
A question in mind is how artists position
themselves towards teaching, and in turn, how
art education has been positioning itself towards
theory of education. Is it possible for artists who
teach at higher educational level to disregard
pedagogical theory?
Teacher
Towards the end of the sixties the writings of
pedagogues like Paulo Freire and Ivan Illich are
being published widely and will revolutionize
theory of education, questioning the roles of students and teachers alike. As humanist thinkers
working in North and South America they view
the potential of education as an emancipatory
tool against the pressure of the economic model.
Education is seen as a tool for emancipation from
the confinement of class and the power to make
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this shift is in the hands of those who are being
educated. The role of the student is redefined as
an active, problem-posing person and the function of the school as an institution is questioned
altogether. While in political exile from Brazil,
Freire’s fieldwork is made in workers’ unions and
rural areas of South America, pointing out the
conditions of oppression in and outside of the
classroom, exposing what he will call the banking
system1 in education. Illich, researching mainly
the public school system in Mexico and the
United States is critical of the way resource allocation influences the hidden agenda of the school
system. In his research he explores how to break it
down: de-school society in order to allow room for
a diversity of alternative educational means.
Also in the late sixties at Cal Arts in the
United States, a loose curriculum is provided for
art education in a school where individual studio
work, group critiques and a strong connection to
the contemporary art scene are encouraged. Luis
Camnitzer moves to New York defining teaching
at the core of his artistic practice as he states that he
will never again sell a work but will only live from
teaching, in his pedagogy he uses the concept of
unlearning art. In 1970, reflecting on the function
of art education, Joseph Kosuth writes “Teaching
to Learn: A conversation about How and Why”
reflecting on the need for art students to question
the social and political context of their education.
Though the context of the research done by
Freire and Illich in public and state funded educational institutions and organizations in North
and South America is different from the art
school environment at higher educational level
where Camnitzer and Kosuth teach, they share
a concern with roles of educators in institutions
and explore the power relations within them.
The models that have subsequently developed in art schools reflect the many identities
that the artist-teacher has embodied in order to
perform within the learning-teaching situation,
as an academic, as an artist, as a worker and as
a citizen. Since then, cultural studies and critical theory have affected the thinking around
education, opening up for other discussions,
touching upon emancipation, transgression and
participation as ways to deal with the position of
the student. How do these changes in pedagogical theory from the last forty years reflect in the
development of art school?

In the American continent, fine art academies have been imported from Europe, implemented since the 18th century as educational
institutions and developed in many singular
ways, affected by the local contexts. Though
identified as (Western) Art Academies they
have been in fact hybrid machines, different in
every region, reflecting both the source of the
academic models and the way these models have
been translated in the new republics. In America
the first colonial fine arts academy, Academia de
San Carlos, was established in Mexico in 1781 in
the name of the Spanish King Carlos III.
The position of The West also determines
a place for the art academies established in
America. Based on an East-West opposition
and superimposed over a basic four-way division of the world where Asia, Africa, America
and Europe are main bodies of land arranged
geopolitically from “bottom up”, the hierarchy
established by the West is strengthened by the
(modern) idea that any region not speaking
and writing one of the six imperial languages
of modern (colonial) Europe does not fit in the
same category as West (North-West). As Walter
Mignolo2 has pointed out, geographical divisions are not only continental divides but also
hierarchical categories. These categories will
also define a position for the knowledge that is
produced in those artistic institutions.
In America, the development of western art academies since their integration as art departments
and faculties within universities has brought as
consequence its normalization into the higher
educational system, often categorized within the
humanities or the liberal arts. Subsequently the
working conditions and professional status of
artists who graduate in the arts have changed.
Teaching is in many cases a source of stable
income for artists and, at any level of schooling, it
provides an expectation of working within one’s
own field. However, it has become increasingly
necessary for an artist to hold a university degree
in order to be employed as a teacher.
Many artists today start their careers with
Bachelor’s and Master’s degrees, while a demand
on Doctorates is also on the rise. Has visual
arts education assimilated the transformations
from the field of pedagogical theory? According

Claudia del Fierro / Critical and Pedagogical Studies MFA 2

197

to Ann-Mari Edström “It is almost as if time
had stood still, pedagogically speaking, even
though the process of becoming an artist has
developed and is considerably more complex
today…”3 We might also consider that staying at
the margins of pedagogical theory could provide
for a testing ground for art education, providing other frameworks for thinking pedagogy.
Though a valid argument, isolating art education
from educational thinking in other fields is also
problematic, especially if the expectations on
art education today are measured by the same
standards as other humanities within the higher
educational system.
Artists like Joseph Beuys, who integrated
teaching in their practice, validated a persona for
the artist-tutor, exploring the role of the artist
not only as educator within art, but also of the
artist as educator for society. On another side of
the spectrum, Ligya Clark’s works since the mid
sixties explore cognition through participatory
projects that incorporate notions of learning
through sensory experience in collective situations; in her case, the artist is a facilitator for
an experience. Art as service provision and art
as collaboration are some of the practices that
continue to reflect on pedagogical aspects. The
element of performativity found in some of these
artistic practices, might be a key aspect for addressing the artistic identity and roles within the
art school environment.
One possible point of departure for this
discussion is the educational discourse implicit
in the curriculum that Cal Arts developed in its
beginnings. Stating that art cannot be taught,
the newly appointed Dean, artist John Baldessari, defined teaching art as a means of creating an
environment where art might happen. Stating
that the realm of art education lays outside of
the pedagogical domain is also a pedagogical
strategy; taking the teaching function away from
the school opens up for a space of (apparent)
freedom within, while at the same time allows
the tutor to withdraw, turning his role into
something vague or unnecessary, handing him a
different kind of responsibility as educator.
If the transformative power of the artistic
environment enables us to disregard a connection with pedagogical theory because art “just
happens”, we can also say that art happens in
school and whatever kind of learning and teach-

3. Ann-Mari Edström,
Artists making use of
Studio conversations.

ing that goes on inside is art. How does the work
of radical pedagogues affect the development of
art education from the early 1970s onwards?
School
“When we occupy a space, we must immediately
make it ours. We should inhabit it and turn it to
our own ends, because an occupied space is not
that of work or protest, nor is it anything like the
isolated spaces to which we’ve grown so accustomed; it is autonomous, collective and open for
our own use. What makes this space different
from all others, all the commodified, mediated,
surveilled spaces of the city? – this is the primary
question to ask when we take a space.”
The new school Occupation,
Anonymous (Jenny and Wayne), 2009.
Art school represents the world as a set of rules,
practices, traditions and habits about art, within
a social order. Seen in general terms as the institution that delivers art education at higher level,
art school is a representation of a world, one of
the possible art worlds that students perceive
through this order and construct. According to
Joseph Kosuth, an art school is representative of
the institutionalization of art4. No matter how
flexible the curriculum, there is a structure and
a set of rules that the student follows in order to
take part. Ivan Illich, defines school as “…the
age-specific, teacher-related process requiring
full-time attendance at an obligatory curriculum.”5 He refers to school in general terms, as
the place where instruction takes place. School is
inhabited, used, endured.
Art school is school after all. To put it in
Illich’s terms, it is the place where a curriculum
is delivered to the art student. Though there is
rarely age limit there is an average age group and
even if attendance is not usually compulsory, a
demand is made to attend workshops, seminars,
lectures and especially to produce. Entering the
labor market rarely motivates the choice to study
fine arts; many consider it an exercise of free
will and a leap into economic instability. But
since art has become normalized into the higher
education system, artists are professionals and
there is an expectation of young artists to have a
degree in order to gain access to exposure, to the
market and to the funding system.
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Art school, as any school, is also a limited
networking space, it is the place where young
artists are socialized and ritualized into art.
Earlier I mentioned the repercussions for
the role of the artist teacher at the art school
environment, which is provided for, but not
lead by a tutor. If we can imagine such a school,
such an institution would apparently fulfill an
expectation of freedom that is associated to the
creative fields today. But this imaginary environment is not without authority; it is simply a
different kind of authority whose presence might
not be made evident. The school still functions
because there are rules. The imaginary student,
left to work individually has to make decisions
concerning when and how to work in a space
and structure that are provided for, managing her given freedom. The given environment
consists of a building, studios, rooms where
art can be hung, facilities, teachers and a peer
group selected by the school through a standardized procedure; it is in fact a small, protected,
tailored-made art scene. For the sake of assessment, at some point an authority decides if the
objects and the knowledge produced by the
students are art.
But what happens inside the art school is not
only what is produced and considered art. In the
imaginary environment-institution, the student
entering school, is surrounded by a peer group,
working inside buildings, sitting in rooms, working in workshops, having studio conversations,
attending lectures, talking casually to established
and young artists in the common areas. She is
also building a community, bonding, thinking,
loving, imitating, distancing herself, making and
sometimes not making things. Kosuth’s brief
text states that art school begins with an institution and a conversation; it becomes necessary to
ask who is involved in this conversation. This is
the dialogue where the posing of questions can
take place and discourse will be generated.
So what makes art school different from
those other spaces of the city?
– It is the place where a language can be enabled
for a conversation. School is there for the taking.
Why
You don’t need to think, he thinks for you!
You don’t need to see, he sees for you!

You don’t need to talk, he talks for you!
You don’t need to act, he acts for you! 6
Walking in the city, one humid afternoon, a
publicity poster for a politician during elections
portrays a bust with arrows pointing to the head,
the eyes, the mouth and the hands.
To Paulo Freire, education is an act of cognition not (only) for content, but also because
it triggers questioning of the existing social,
economical, political and historical facts, therefore creating the conditions for the students to
formulate the why question. This is essential to
his theory of education. Freire considers critical
consciousness in education as a reflex to the reality of the oppressed. The reality of people who
live in oppression, understood by Freire is not
only oppression of the exploited classes, but also
the reality of any person who attends an education based on a model that, due to the hierarchy
that has traditionally ruled schooling, expects
the teacher to transfer knowledge into the student as an essential part of the learning-teaching
situation. The student is an empty vessel, the
teacher is the one who will FILLS it with information; this is the Banking System in education,
concept developed by Freire over fifty years ago.
Subsequent critical contributions to the problem
posed by Freire, especially by Henry Giroux and
bell hooks have developed further the discussion
of the responsibility that economic, social, and
political actors have in undermining the promise
of democratic schooling in both public and
higher education.
“Education thus becomes an act of depositing, in which the students are the depositories
and the teacher is the depositor. Instead of communicating, the teacher issues communiqués
and makes deposits that the students patiently
receive, memorize, and repeat. This is the “banking” concept of education, in which the scope of
action allowed to the students extends only as far
as receiving, filing, and storing the deposits.” 7 In
the banking concept, “…the teacher acts and the
students have the illusion of acting through the
action of the teacher;…”8 The situation departs
from the assumption that the student is not capable of acting by her own initiative and that by
the end of an education she will reach the level of
knowledge of the teacher. In this situation, only
then could a conversation start.
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As a theorist and educator situated initially in
South America, Freire analyzes the problem of
knowledge transference from the perspective of a
schooling model that has traditionally been a set of
prohibitions. His work on alphabetization in Brazil, developed in collaboration with his colleague
Ana Maria Aráujo responds to the “ideology of the
interdict of the body”, a context in which education is traditionally a series of sanctions imposed
on the student. The educational model inherited
from the Jesuit education in colonial South
America based itself on interdicts and prohibitions as tools for obedience, submission, hierarchy,
imitation and oppression. Aráujo states that this
ideology has remained in the structure of the educational system in post-colonial Brazil and is well
rooted inside the structure of the school system.
Freire’s strategy to break the banking concept, is to turn to problem-posing education, a
way of rejecting knowledge transference as communiqués and embodying communication.9 By
posing problems people develop their power to
perceive critically the way they exist in the world
with which and in which they find themselves;
they come to see the world not as a static reality,
but as a reality in process, in transformation10.
What kinds of communiqués are being issued
in that imaginary school environment where art
is happening?
De-school
A close collaborator of Freire until the early
sixties, Ivan Illich published Deschooling society
in 1970, proposing that not only education, but
also society is in need of de-schooling. School
is seen as an obstacle for the development of
society, it appropriates the resources available
for education and discourages other institutions
from performing educational tasks11.
Under the assumption that “…most learning
happens casually” and that even intentional
learning is not a result of programmed instruction, Illich defends alternatives like self-directed
education, arguing that most knowledge is
acquired outside of the school. Looking at
knowledge transference in the school system,
Illich considers that schooling is in itself a ritual
that constitutes a hidden curriculum for rich and
poor alike in order to initiate its participants into
a growth-oriented consumer society.

Criticizing the way that educational institutions transfer knowledge, Illich points out
that skill learning is opposed to education for
inventive or creative behavior. “…schooling
is to confuse salvation with the church.”12, he
writes, school is viewed as a new religion for the
modernized proletariat, making promises to
save the poor by ushering them through a series
of rituals that will result in escalating diplomas
as a kind of hieratic promotion of former times.
According to Illich, discrimination takes place
when a person’s education is considered for his
possible performance in a skill or job, given that
schooling is assessed on a combination of length
of attendance and amount of public funds spent.
Like the separation of church and state, society
needs a disestablishment of the monopoly that
school holds over education.
Another point Illich makes is that classroom
attendance removes children from the everyday
world of Western culture and plunges them into
an environment “…far more primitive, magical,
and deadly serious.13” A protected arena, school
is a world in its own, a tool for estrangement
from reality. School is a serious game.
Allan Kaprow, who was also part of the staff
of artist teachers at Cal Arts in the early years,
proposes the artist as an agent of unlearning for
society. In “The Education of the Un-Artist”,
Kaprow reviews artistic practices from the
fifties and sixties, placing them in categories
such as Situational, Operational, Structural or
Learning Models. Using examples of works by
Joseph Beuys, John Cage, Vito Acconci or Hans
Haacke, he therefore establishes constellations
of practices that he values for their ability to
connect to the “…real world, rather than the
Art World.”14 What he is trying to propose in
his brief reflection is that he finds himself at a
turning point where artists are starting to turn to
life instead of making art about art, as opposed
to “…an artist [who] went to school to study art,
not life.” This procedure seems to be reversing
at the time of his reflection; artists are going
outside of their professions and working with
the “source”, this is what he calls non-art. By
working within “life” (making non-art) the artist
gets un-educated and becomes an agent for uneducating society. In this sense, Kaprow is also
arguing for a connection to the world that exists
beyond school.
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Where does it happen?
We meet by chance in the kitchen. I am making
soup. The work she makes in school is not going
to be on her CV, she says. It seems confusing
to be considered a student and an artist at the
same time. What is the purpose of getting an art
education if she is already an artist? The semester
will start and she will sign up for some studio
visits. But she will be late and maybe give up her
spot in the end. She does not really want to sit
in front of the artist and show her work again to
get feedback. She wants to talk to people who get
her work.
Teaching models in western art pedagogy
changed dramatically over the course of the 20th
century under the scrutinizing eye of modernism
and the expectation of progress for productivity.
Post Second World War, the prevailing model in
the academies and university art schools was still
based on imitation of the practice of a master.
Similar to Freire’s description of the teacher who
acts for the student to imitate him, the teacher
playing the role of a master would expect the
student to behave like an apprentice. Through
the acquisition of skills, the student would be
expected to make art like her teacher. The more
recognized the teacher, the better situated the
student would be at the end of her education, if
the expectations were fulfilled. Once the young
artist would come out of the academy there
would be a need to excel the teacher. A killing of
a father figure would be in order if she were to be
considered an artist in her own right.
In an interview made for an art magazine,
Baldessari recalls his experience as Dean at
Cal Arts.15 Departing from a radical assumption that art cannot be taught, he provides the
environment where art might happen. Works are
produced, some of it might be art and some of it
might not. His pedagogic consists of facilitating
this situation and bringing emerging artists into
the school to present their work. During that
period, classes at Cal Arts are mostly individual
meetings where teachers make remarks about the
students’ work in progress. Something called The
Graduate Seminar is a series of presentations by
young visiting artists. Students who attended the
school listened to artists presenting their work.
There would also be an opportunity where it is
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possible to show and discuss the work in progress. In this school, the environment where art
might happen is mainly a peer group situation.

the creation, development and promotion of
culture, sciences and art as part of the republican project of the young nation state.

creatively18. If skills are the “craft”, teaching
to question and generate meaning requires the
ability of work creatively.

Rethinking this assumption (art cannot be
taught, art might happen if we provide the right
environment) I would state that, in terms of
the relationships and roles that are established
within the teaching of art in the context of
a higher education institution, a model that
emphasizes on the exposure to and imitation of
the contemporary art scene does not cater for a
conversation that poses questions or challenges
the institution. Today, we might also find it
problematic that the art scene to aspire to and
imitate is no longer the local one but a “global”
art scene, something which blurs out difference
as well as a sense of belonging.

The Magister Degree at the University of
Chile was a version of the individual studio
model with occasional group critiques –
without studio facilities provided – and some
very specific compulsory seminars dictated by
philosophers, writers and critics. A thesis on
the practice and an exhibition were produced,
evaluated and graded after two years of tutoring and seminars.
Today, the private system of education has
grown exponentially in Chile as it did in the
United States before. As a result of the demand
on higher education to be economically independent from the state, students have become
clients whose tuition pays the salary of teachers
and school facilities. Art school today consists
mostly of studio practice, followed by group
critiques where a tutor is the one who provides
the meanings that students do not articulate
yet. The talking revolves around the students’
works and is aimed at teaching them a language
to verbalize discourse for the purpose of professionalizing the production in preparation for
its future visibility in galleries and museums.
Young artists enroll in Master’s programs in
fine arts in order to get guidance for developing projects, to learn how to network and to
be inscribed in the local professional art scene.
Some schools also teach the necessary skills to
write applications for funding.

As Edström’s study “Making use of studio
conversations”19 suggests, from the students
viewpoint, the most valuable aspects of individual tutoring is the fact that it is they who
choose when and who to talk to about their
practice. In a present day art academy in Sweden where individual supervision in the form
of studio visits 20 is used, the student’s practice
is the center of the tutoring sessions. In some
schools this system is used in addition to
group critiques. Edström also mentions that,
still today, artistic education is mimetic. This
would mean that artistic education is based on
imitation. Imitation of the tutor? Imitation of
the practice of art outside of the school?
Art school as the institutionalization of art is
a political institution, a construction of reality, a representation of the world. Art school
can be a representation of an existing world,
reflecting a state of things, but art school can
also be the model we construct for the making
of the world. In the teaching of art, the artist
is responsible to be a political being as well as
a social and cultural one.

Miller argues that after the post studio model,
the need for expert art teachers has become
somewhat ambiguous.16 But, even if the demand
to bring in “experts” to teach the craft has
lowered, artists brought in to teach are experts
in their own work. A spin-off is that artists can
distance themselves from the teacher role and
teach by being themselves and showing what
they do. It is from the expertise in their work,
career and network that they will perform in the
school. The way that learning takes place in this
case is by being exposed to and relating to the
professional or experienced artist.
In art school my own undergraduate education
was a mix of the 19th century art academy with
bits of western tendencies from the last 40 years,
a blend, as most art educational models are in
South America. Artist-professors provided the
teaching of the craft in crowded group studio
sessions (painting, drawing, sculpture, photography, printmaking), a master-apprentice
system left over from the former art academy.
On the other hand, an overwhelming number of
theoretical seminars were delivered at the school
by visiting intellectuals from other departments,
mainly from the social sciences, as part of the
normalization of the academy, which had been
fit into the university system in the early 20th
century. The Academy of Fine Arts was imported
to Chile from Italy in the mid-nineteenth century, as a result of a series of policies that viewed
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If the tradition of art education has been
teaching the “how” and the how is equivalent
to the craft, the teaching of the “why”, defined
by Kosuth as a philosophical activity, is the
central learning activity, understood as a process of thinking and asking questions, instead
of a dogma to follow. Ideally in this scenario,
the answers to the why question are shaped
by the participants (artists, students, tutors)
in dialogue17. This provides the students with
the experience of the making of meanings
in art, as they begin the process of making a
world. A difference between teaching the how
and teaching the why in art can also be seen
in view of bell hooks’ notion of teaching skills
as opposed to teaching the ability to work

What kind of reality are we constructing in
art school?
Guests
I am thinking aloud, sitting at the dinner table:
why do artists teach? My partner answers casually from across the table – Los profesores de arte
son artistas fracasados.21
Everybody seems to know that. It has to do
with the stigma of a failed career. If you fail to
“make it” as an artist you can always teach. You
can’t “do” so you teach it instead. Teaching is
perceived as a last resort, a second rate career.
After an art education some artists look for
teaching jobs, others do an additional degree in
pedagogy as a life-saver in case it gets too difficult to live from art. Another way of looking at
it: “Judith Barry has characterized teaching as a
welfare for artists, that is, a kind of sub-welfare
or “workfare” – artists can always be fired and
are expected to log hours in the classroom.”22
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Traditionally the university system has
incorporated positions for art teachers following the systems established by the norm.
The teacher holding a professorship would be
employed, on a contract, expected to teach
and produce or teach and research, depending on her position within the hierarchy of
the school or academy. Today, the neoliberal
economic model encourages the desire of
educational institutions to shift responsibility
back to individuals by outsourcing and cutting
benefits. This is highly compatible with the
system of guests. Artists can teach for short
periods as guests within schools, providing an
intensive experience with the students, that is
welcomed as a breeze of fresh air, an injection
from the outside that can trigger other modes
of learning and production for the students
and the institution. The artist then takes the
role of a visiting scholar, but a visiting scholar
is usually an academic who is hired in one
institution and visits another one to teach or
research for a period.
Some schools are able to hire artists who
are busy (successful) and who would not be
able to teach on a regular basis because they
have an intensive studio practice and a tight
exhibition schedule. In some institutions, artists are hired in order to boost the reputation
of the school, but they are rarely present and
delegate the teaching to assistants. Depending on the regular structure of the school and
curriculum, it is positive, challenging, and
dynamic for the students to get exposed to
these guests.
This is not much different from the way an
artist usually works and relates to an institution
when invited to a residency or to give a talk.
Artists are usually guest-workers. The guest
is both in a position of alleged freedom and
respect, in the liberal arts often associated with
the liberties of the artist’s life and in a position
of vulnerability. A flexible working system has
been implemented. The drop-in artist-teacher
who is freelancing for the school often needs to
look for several teaching jobs to sustain herself.
Does flexible labor benefit the artist?
In Chile, there are two kinds of teaching jobs that artists can get in university,
depending on the structure of the institution.
Teachers hired on a contract (semester based,

203

yearly or longer) or freelance teachers that are
hired per course. The freelance teachers are
informally called profesores taxi because they
usually have to get several courses in different schools in order to make a salary – and
it seems they take a lot of taxis to make it
from one school to the other during the same
day. Since teaching art in university does not
require a diploma in pedagogy, as teaching in
primary or secondary school usually does, it is
one of the possible employments for an artist,
but even if it has always been badly remunerated, what was formerly considered a respectable position and a platform to develop one’s
own work has become increasingly precarious.
Without a contract or benefits and no time
considered for the artistic practice, many
hours of teaching are hardly beneficial for the
artist, for anyone.
If creative careers have been missing a
place in the productive world, they are now
turning into models for self-determined work.
Von Osten, Kuster, Reichard and Lorey write:
“…she realizes that there has to be more to it
than the ability to decide what one does and
when. Rather she had to be able to decide what
to do, what for, and with whom. She would
then divide her time so that she could concentrate on one thing, which she really wanted to
do. One thing where she was really involved in
its social effect, rather than feeling like a cog
in an invisible machine. But she believes that
no one would pay for this. Like artists who
do what interests them, but don’t get paid for
it.” 23 Flexible labor encourages free-lancing
as a way to decrease unemployment at the
cost of worker’s benefits, using the creative
and cultural worker’s models as a portrayal of
independence. Maybe this is the time when
everybody is becoming an artist.
Body
We are sitting in a room with high ceilings and
wooden floors. The brick building that used to
be a school now houses the art academy. The
insides are painted white, the floors are light
gray. A sense of clean timelessness hangs in
the air. The building is usually silent. Work
takes place in private spaces. Behind closed
doors we sit around a simple rectangular table.
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We are talking about the meanings of a film
we just watched. We are trying to articulate a
common understanding. Most of us wait for
the rest to talk first. It takes hours. We come
across the term “discourse”. We have different
interpretations of what this is about. Discourse
is a construction, discourse is an ideology,
discourse is a discussion.
The imaginary art school environment
where art happens is actually inside an institution, any institution that is taken, appropriated
for a conversation about a world in construction. This is the formation of discourse in
school. But the kind of discourse we articulate
in school is not housed only in the spoken
word. The conversation is not necessarily oral,
it consists of a series of movements through the
institution, gestures that transform it into an
environment where things will happen. The
environment cannot be mapped in advance, it
cannot be tamed, it cannot be normalized because, just like authority might remain unseen,
our environment has a singular language that is
changing all the time.
If the artist teacher wants to take part in the
construction of discourse within the institution, she needs to find the movements, the gestures, the secrets. She needs to take part in the
invention of a language that is not the language
of the contemporary art scene to imitate, not
the language of schooling, because inside art
school the movements change constantly and
they are inherent to that environment. How to
enable a language for the conversation?
I do not teach. I make art and I show it. Or
maybe I teach, after all. I make time-based
work, most of it is video and live performance
in the form of small interventions in the public
domain, in parks, streets, television, factories
or supermarkets. My works are usually read in
Chile as part of what has been designated as the
Aesthetics of Transition, a response to an ongoing transitional period into a kind of democracy.
It would not be for some years after my studies that I assumed an interest in the theory of
education in art, mainly due to an ongoing crisis
in the educational system in Chile. Since I went
to school and took active part in the political
discussion, subsequent student movements have

continued to deal with the issues of accessibility
and quality of higher education.
One of the motivations for writing this
paper is to explore the potential of a learningteaching situation as a situation performed by
artists (learners and teachers) with different
kinds of experiences in work and education.
If the learning-teaching situation in art is
considered from its performative potential (as
it is a practice that makes discourse happen)
we can consider that what is made to happen
in art school is art practiced. 24
If art education were about providing the
space for a conversation that opens up for posing questions that can enable the speakers to
construct a world instead of building a model
of the existing world, we would need to find a
language, but not an ordinary language.
bell hooks thinks about spirituality, and
writes “being teacher every moment of our
lives” 25 means to bring your body out to the
students, to be with them, without necessarily talking, the teacher, her body and presence,
her being herself means something and triggers
something.
We could say that what is performative in art
practice is determined by action and its effects.
Austin’s 26 understanding of the construction
of discourse and the way in which it transforms a given reality comes to mind; performative statements are those where language and
action are connected, making it possible for
words to have an effect with a determined intentionality, thus transforming aspects of the
real. But other languages, movement, gesture
and action also articulate discourse as alternative languages that reside in the body.
“Imagine that you are in a foreign country.
Since you are going to be in this place for some
time, you are trying to learn the language.
At the point of commencing to learn the new
language, just before having started to understand anything, you begin forgetting your
own. Within strangeness, you find yourself
without a language.” 27
Accessing the discussion requires that we
forget language and resort to being in the
collective situation of school, moving through
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the environment without a language might
open some doors and bring us closer to being
able to create our own way of communicating.
Ordinary language speaks about the skills we
might need to perform as an artist in an existing framework, in a given system of institutions and workers.
“But now and then, wondering in the labyrinths of my body, I come upon something.
Something I can know because knowledge depends on difference. An unexpected event. For
though I am only repeating certain gestures
during certain time spans, my body, being material, is never the same; my body is controlled
by change and chance.” 28
Without a language, left to their bodies, the artist, the teacher, the student and the learner speak.
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Stephen Dupont
Coming to terms: some outlines on pedagogy and art
Daughter: Daddy, why do things have outlines?
Father: Do they? I don’t know. What sort of
things do you mean?
D: I mean when I draw things, why do they have
outlines?
F: Well, what about other sorts of things – a
flock of sheep? or a conversation? Do they have
outlines?
D: Don’t be silly. I can’t draw a conversation.
I mean things.
F: Yes – I was trying to find out just what you
meant. Do you mean “Why do we give things
outlines when we draw them?” or do you mean
that the things have out-lines whether we draw
them or not?
D: I don’t know, Daddy. You tell me. Which do
I mean?
F: I don’t know, my dear. There was a very angry
artist once who scribbled all sorts of things
down, and after he was dead they looked in his
books and in one place they found he’d written,
“Wise men see outlines and therefore they draw
them” but in another place he’d written, “Mad
men see outlines and therefore they draw them.”1
It might well have been a good idea to use a
‘metalogue’ as a method in order to try and articulate a few words on pedagogy in relation to,
on, or through art, or vice versa in order to map
out what forms the pedagogue or pedagogics
might take on and how might it operate.
In attempting to confront what pedagogy
might be, could be, or how it is being activated,
or described within the fields of art, education,
art education it seemed necessary for me to
describe or present a number of descriptions
that seem to colour the current debates. The
debates are of course not insular to each other,
but overlap and inform each other as would
be expected, with 'pedagogy' eluding its noun
status appearing and disappearing in different
forms and its application. This of course makes
it difficult to pin down and dissect – if we
should ever want to.

Therefore it seemed to me that such a task
would be better benefited through a process
of tracing through and mapping out my own
processes and thoughts, in order to give some kind
of an outline, or a coming to terms with how it
might be effected through practice, and the critical problematics that might arise from this.
In returning to the metalogue above, what
Gregory Bateson presents us with is a pedagogical
structure if you will, through which a complex
problematic could be presented with its nuances.
Outlines.
What is an outline? An outline it might be said
brings into play two zones or areas – an area that
is un-encompassed and that which is disclosed.
If pedagogy had an outline what would it look
like? What might such an outline achieve through
the process of delineation? If the ‘pedagogical’ or
pedagogics is the line, it then clearly demarcates
two fields, yet these fields share the same material
support of the paper and as such are connected;
therefore it is the nature of this line one that could
say is of particular interest. Nevertheless there
has also been a lot of shading – in going on at the
same time, within these two fields.
As the purpose of this essay is an attempt to
begin to map pedagogics and its tropes in relation
to art and artistic practices then we might find it
useful to consider the paper, the material support
as the plane of education/learning/pedagogy, and
as such, it could be said that these shaded forms
are those of the pedagogue and the learner. Or to
extend these relations a little further, the teacher
– pupil, master – apprentice, artist – audience.
By setting out these identities, within the simple
syntactical construction of a sentence we have
also created a number of outlines – but do we
really know what these terms or positions mean,
or could mean? Why are these names important?
What is learning? How do we learn? What does
it mean then to name, place, situate – thereby
providing points of reference linked.
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Some existing outlines, on gallery
education.
Instead of trying to find direct answers or the
hope of resolution to them we should perhaps
take a little detour. This detour will try to map
out the terrain and the kind of topography
from which this essay originates the discussions
around education and art.
flurry,

rush,
		new.
The flurry of writings around the discussion
of pedagogy, education and art, would suggest
an increased activity or focus and the presence
of a particular event within its history. As is
often the case with the dust and noise created
by such activity, idealistic formulations are
invoked, and ensuing labels created – such as a
‘turn’- or in its full description the ‘educational
turn’ denoting a specific turn in relation to
curating. However the term curating here in
the context of the educational turn ushers in an
even broader panoply of overlapping concerns,
between artistic practice, research, art education, and education more widely and its phi-

Stephen Dupont

losophies. Nevertheless there is a sense in which
one approaches the discussion with a feeling
of apprehension. Is the noise or cloud of dust
just a ‘screen’ or ‘distraction. ‘A sentiment aptly
described in a paragraph from Janna Graham’s
essay Spanners in the Spectacle: Radical Research
at the front lines;
“This turn to education can be read as simply
another in a string of long-term social and political projects that are routinely ‘discovered’ (like
Columbus ‘discovered’ America) by the contemporary art world to satiate an endless demand for
circulation of the ‘new.’”2
Here we are presented with two worrying emphases – the ‘new’ and the ‘rushing’ to confront
it, to provide answers, new methodologies, and
resolutions, as well as in the sense of ignoring
and overlooking the fact of pre-existing practices
and their engagement with pedagogy.
The ‘new’ in this sense is the ‘buzz’ of the role of
‘education‘ within art, and can possibly be located in connection with a series of events, which
could be considered as ‘sites’ or ‘situations’ from
which we might excavate some images in order to
create a kind of diorama of the terrain.
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So what might this diorama of the terrain look
like? The first site we might highlight is ‘art
education,’ its on-going pedagogical debates
regarding the teaching of art – from the situation
of Academy education – via the Bauhaus – to the
current Art Schools/Universities today. Each situation representing their respective pedagogical
formulas and structures, at times seen as a radical
challenge to the previous system, but each one
formed by and as a response to the social and political topographies of their time. Next we might
plot the role of education and pedagogy within
the Institutions of Art and here it might be wise
to formulate, or recognize two strands in the
mediation of these sites and their contents – the
curatorial – here I am referring to the organisation of themes and the selection of objects for
displaying – which in some case has developed
outside of the museum or gallery setting in what
might be thought of as radical curating, often by
freelance curators. This site of curating adopts a
more temporally conscious structure, and sense
of mobility that appears in the forms of Biennales
Art fairs, projects, labs, and symposia – to name
but a few from the ever emerging repertoire. The
second strand is the activities of gallery education/educators, which equally is divided along
similar lines to the curatorial structures. Lastly
we have the site of artistic practice in which it is
possible to chart the educational and pedagogical
elements in relation to artistic practice along the
lines of ‘institutional criticism,’ and ‘site-specificity’ as outlined by Miwon Kwon in her text “From
one site to another: location as identity,” 3 Here
Kwon traces an outline of the changing nature
of artistic practices beginning with the avantgarde and onward through the emergence of
‘site-specific art’ – and by extension ‘institutional
critique’ – in a movement which the artist and
writer Dave Beech describes as a re-positioning of
the focus of art, from the “artist to the audience,
from object to process, from production to reception,” that aimed for a direct and unmediated
engagement with their audience.4 In addition one
might also consider that the criticality towards
the institution and its attempts to expose its role,
and or function within art was in itself an educative process.
Historically it would appear that the cross
over and effects of artistic practices and the
changing nature and structure of the art institu-

tion and curatorial practices are more closely entwined through the development of institutional
critique, but this must not be read as co-optation
as the art historian Julia Bryan-Wilson reminds
us. The significant changes that have taken place
within museum structures and curatorial practices are not only a reaction of the art institutions
to “institutional critique” but as a ‘syntax’ that
‘continues to evolve in multiple directions.’5
However this is not to say that artistic practice
has not influenced the museums and galleries,
whilst at the same time we should be mindful in
not neglecting or perhaps forgetting the impact
artists have had upon art educational institutions
seen particularly in the figures and practices of
Joseph Beuys, Mary Kelly, Michael Asher who
directly impacted upon the pedagogies in their
classrooms – up to the point of the creation of
‘Free Universities’. So however much one might
want to abbreviate, cut short, mark out specific
relations, as is the case here, only goes to show
or prove the point of the complexity of the interrelationships and networks that have emerged
and continue to do so as at each account.
In order to pursue these thoughts further and
consider how one approaches pedagogy through
practice it seems worthwhile to focus a little more
closely on the area of gallery education and their
inscribed pedagogies. This is an area that is often
overlooked and omitted from the current debates
and symposiums surrounding education and art,
where these debates tend to focus more specifically on art education and the academy than the
ungainly somewhat dull, field of gallery education, which significantly has been predominantly
a domain occupied by women. Therefore if we are
to discuss, or have a debate on art and education
and define, or open up a new space within practice that includes pedagogy – it would be strange
to omit the role of the gallery educator within
this debate as it is the gallery educator that has
traditionally found themselves having to mediate
between art and education, the gallery and visitor.
Before proceeding further it must be pointed out
that much of the literature that will be referred
to is related predominantly to the history of
gallery education within the UK. Whilst the discourse of the UK bares many similarities to the
situation in the USA, they still do represent two
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different situations. However within the context
of the Miwon Kwon essay “One place after another...”, the emergence and trajectory of gallery
education seems more closely connected, but it
is perhaps within the writings regarding gallery
education within the UK that the differences
between gallery education and gallery educators
is brought more sharply into focus.
Art Institutions, generally within the Western
or European context have seen the expansion of
‘gallery education’ through governmental policies to develop cultural institutions into sites of
learning, thus offering a wide range of courses
and activities for schools, and individuals. The
consequence of this has resulted in museums
and galleries being required to implement
curriculums, and strategies for assessment as
well as social and communal spaces for creative
learning – in what the museologist and artist
Eilean Hooper-Greenhill defines as ‘edutainment’ – in order to separate education within
cultural institutions from school and university.6
So in keeping with the tradition of institutional
critique – lets take a look at the museum – the
institution itself.
On my recent trips to local cultural institutions, in the Oresund region, whilst thinking
about the possibilities for locating a potential
‘site,’ through which to engage in an activity, or
event, it struck me how little space was left in the
museum, for ‘ones own self, a self that might try
to find its own place within these worlds from
which to enter. The trouble was it was as if they
were expecting me.
The expectation is not a surprise. In fact they
were hoping you would come – and better still
come again. Art museums as well as other cultural institutions have traditionally been located
somewhere between the public and the private,
primarily involved in the conservation and collection of objects and as well as being a place of
private scholarship. These particular aspects of
the museum are often associated with having a
collection, and with that the role of preservation
and translation. However the museum has undergone a series of evolutions, becoming increasingly accessible to the public by addressing the
local communities through its new role as educator. The “post-museum” as described by Eilean

Hooper-Greenhill seems to refer distinctly to
these changes in attitudes towards pedagogy
and educational strategies, that have arisen due
to what she terms the “cultural turn” and its
implications.7 What we see here is a move away
from its traditional curriculum and pedagogical
strategies of ‘modern’ museums strategies that affirmed the museum as a holder of knowledge and
active in the “shaping of knowledge” through
the “inevitable” display of selected objects from
which it “constructs visual cultural narratives”
for the viewer to receive.8 Such efforts of course
demanded a change in thinking towards pedagogy and attitudes towards learning.
The act of displaying, or to present implies
an internal technology of translation and with
it a pedagogical function. Whilst there has been
rapid developments from the traditional didactic
methods, to more phenomenological curating,
and inter-action, the displaying of works, and
mise-en scene effect of the cultural institutions
created this sense of being confronted by a vast
wave of information desperate to break through
at every point, no corner, no crack, and no wall
space left un-thought. In a sense, the great desire
to tell, communicate, present, engage me, left me
feeling somewhat breathless, tired and slightly antagonized – longing for the forgotten museums,
that one stumbles across unexpectedly. Where the
cob webs of earlier pedagogies, emphases, present
themselves in an act of failure – anachronistic
and often under the charge of a watchful intendant – charged with a warmth of local historical
knowledge that is waiting to pour forth at the first
inquisitive look in their direction.
Whilst there might be a sense for the nostalgic here, that also might indicate a certain whiff
of privilege of access to such a space, along the
axes of gendered perspectives, or knowledges –
is not so much the point here. The point being
that the display mechanisms or the advanced
mechanism of pedagogical and cognitive sciences
that aim to include, entertain, understand their
audience also confronts us with a problem of the
display – or ‘user – interface,’ which as we know
in relation to our computers hides a more complex
and abstract system. What for me is troubling –
although this should not be seen as an attempt
to cover any elitism – is the way the educational
space and programs of museums are being activated towards the public – along problematic ideas of
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participation and inclusion that assumes and predescribes its audience. Whilst it is not my intention to provide solutions – I would point towards
a recent project set up at SMK – The National
Gallery of Denmark. The youth art scheme ULK,
which originally started as an inclusive outreach
program for youths that would run after school
on evening a week. The meetings are run in a semi
voluntary fashion and often include participating local artists. Last year the group as part of
their project decided to work on an exhibition in
collaboration with the conservation department
which resulted in the exhibition “Illuminated –
Tracing Bosch and Bruegel” – which investigated
the methods and problematics of conservation
and looking through the layers or paint, as well as
discussing the question of real and fake.9 As such
previously hidden structures of the museum, and
scholarly expertise were disclosed, in a way that
was insightful, accessible and playful.
In drawing attention to this exhibition is not to
set it up as a model but to indicate the possibilities and value of the ‘amateur,’ or the viewpoint
of the ‘novice.’ Such positions have been often
activated by artists as a relevant and important
strategy or position for artistic practice in their
critique of institutions. One such example being
Andrea Fraser in her parodic performances as
Jane Castleton, in her “Museum Highlights:
A Gallery Talk (1989).”10 Fraser in her performance not only engages the institution, but
through her extensive research and activation
of quotations from gallery and archival publications; engages in critical research as art.
In returning to our discussion on gallery education within the UK context, it is interesting to
track its emergence, which is also connected
to what Andrea Fraser would define as the first
wave of institutional critique.
Much of these changes from which gallery
education emerged can be prescribed to the
changing practices within the artistic practice
outlined earlier but also through the self-reflexivity of the institutions themselves. Within the
museums Felicity Allen, a multi-disciplinary
artist and former head of learning at Tate Britain
traces the emergence of gallery education and
it’s overlapping with the developments within
‘museology’, art infrastructures and practices:

and a desire to define gallery education as both
a “strategy and a practice.”11 These strategies and
practices whose lineage might be traced through
the influence and inspiration of the avant-garde
and radical artistic practices at the time as
well as the liberation movements and theories
developing from social sciences and education of
the 1960’s and 70’s. The efforts were seen as an
attempt to “move art from the monolithic and
narcissistic position into a dialogic, open and
pluralist set of tendencies.”12
What might be interesting to note here briefly is the implication by Felicity Allen of the role
of the feminist movement – that whilst many
other pedagogical discussions refer to the works
of the educationalist Paolo Freire, the works of
Franz Fanon and Foucault – she mentions the
widespread readership at the time of Dorothy
Lessing’s novel The Golden Notebook as having a
particular impact.13
However at the same time both Felicity
Allen, and Eilean Hooper-Greenhill note the
impact of the direct involvement of government policies and national funding programs
upon these advances. Felicity Allen first cites the
actions of the Thatcher government and the policies introduced which were followed up a decade
later under the Labour government in what was
commonly know as the ‘PPI’ or public private
finance initiative, which was a way of introducing the ‘PPP’ – a series of public private participation plans, which were applied across a range
of public services in the UK. What had been
radical attempts to liberate or resist elitist and
discriminative discourses within the ‘modern’
institution, were now unwittingly involved in
the consistent and unequivocal demands of the
government, through the wooden stick of funding, to play a central role in society providing an
educational service as Eilean Hooper Greenhill
references in her book Museums and Education:
Purpose, Pedagogy, Performance, “The government believes that education is central to the role
of museums today”, and furthermore, “We must
place the learner at the heart of a new system …
Each library is a ‘street corner University,’ with a
vital place at the heart of its local community.”14
Whilst in some areas the new sense of interest from government was welcomed, other areas
presented increased bureaucracy; performance
based evaluations as well as increased control
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over content, in which museum education was
to form part of the “technology for helping to
deliver the national curriculum.”15
It is this particular degree of instrumentalisation of institutional education within society
and the “value” of culture, which reflects the
language of neo-liberal thinking that the writer
and curator Janna Graham addresses in her essay, whilst also drawing parallels to the similar
predicament of university education, that a “distinction of the pedagogical” within the context
of these discussions can be made.
This distinction of the pedagogical gallery
educator is particularly interesting, especially
outside of the larger museums. Felicity Allen
remarks on this that gallery education within
museums has tended to require or insist on
professional teaching qualifications, thus leaving
women artists to go into the education sector
within galleries and engage in the teaching of
workshops, or short-term projects.16 This situation of precarity, occupied by artists, is interesting in that it should have not been considered
as part of institutional critique, and it is only
in the recent years after Documenta 12, that a
full frontal investigation is made, into what the
art educator and researcher Carmen Mörsch
describes as a site of radical research for “unlearning” as part of institutional critique.17 A
position in which the names, positions, attitudes
and hierarchies within the art system become
somewhat blurred as boundaries are traversed,
and territories are deterritorialized through the
emphasis on pedagogy or the pedagogical.
As part of my current investigations and project,
which will involve creating an installation within
the ‘Verkstan’ – which is the learning or children’s
activity space at the Moderna Museet in Malmö,
the very position of the gallery educator, hovering
on the sidelines of determinacy is an interesting
point for consideration and might well be symbolic of such a space. Whilst this space is designated
as the pedagogical space – or a space of learning
– it is important to understand – in an extended
sense, that pedagogics or the extent of learning
is not limited to this space only – as the whole
museum in a way that could easily be considered
within the educational and learning diagrammatics of the educationalist and philosopher John
Dewey.18 Where conversations and dialogue that

takes place between spaces or prescribed teaching
spaces, are also an important aspect of learning
in which information or problematics within the
classroom are digested, analysed, and brought
into operation. The space of the Verkstan, is
filled with examples of children’s ‘creative’ work,
surrounded by a ‘Montessorian’ inspired arrangement of brightly coloured objects (pencils, paint,
paper etc). The connotations of this space aptly
reflect the type of pedagogical function served by
the space, which the gallery education researcher
Carmen Mörsch terms – the reproductive function.19 What Mörsch suggests by this, is a space
within the museum that is directed towards the
excluded – such as children and families, and as
such are engaged with pedagogical methods developed through nursery education and primary
schools and “orientated towards a constructivist
turn in learning theory.”20
The intention of this form of pedagogy or
the function that Mörsch outlines is to introduce
children, youths and those less accustomed to
‘art’ to a “positive experience within institutions”
and a “sense of learning to love art.”21 Whilst
on some levels this may seems to be a positive
approach, but for whom? The institutions visitor numbers? The museums coffers? The casual
day-outer? Is art supposed to be affirmative? It is
perhaps some of these attitudes that address pedagogy, or set out in direct instrumentalisation of
it, that equally fall into the traps of edutainment,
which place the museum within a false notion
of inclusion. The problem is then that the art
museum or gallery becomes a sensory service
provider – ranging from the taste buds to the finger tips gained through a two feet on the ground
five feet in the air visual perspective.22
Whilst this reflects a certain area, practice and
target group of the museum Carmen Mörsch outlines four other pedagogical functions belonging
to gallery education – the affirmative, reproductive, deconstructive and transformative functions.
The analysis, and identification of these
four different pedagogical functions of gallery
education within museums is founded upon her
research work at Documenta 12, (2007) – so it
would be worthwhile here to retrace our steps
a little to examine the spaces and conditions of
gallery education under the auspices of Documenta in a little more depth.
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‘’What is to be done?’ asked Roger Buergel and
Ruth Noack, the directors of Documenta XII,
as they introduced a Documenta that would
explore the complexities and effects of the neoliberal agenda that is privatizing institutional
education and culture.23
The appearance of pedagogical paradigms
within the history of Documenta is not new,
exemplified through the writer and educator
Denise Frimer’s tracing out of its “educational
manifestations” from its very first, a kind of
“political-aesthetic exhibition” to Documenta
12 that directly engaged itself extensively with
the question of education and pedagogics and in
particular gallery education.24
‘Documenta 12 Education’ provided a space for
‘engaging audiences, opening institutions’ that
developed a number of methods and strategies
that aimed to change the contemporary practices
within gallery education into forms of ‘militant
research’ using strategies of “performance and
intervention”.25
This resulted in the development of an
extensive range of gallery educational activities
“that might pull at the seams and assumptions
from within.”26 This put into action a number of
“precariously employed gallery educators” and
artists to conduct workshops, talks, tours and
projects.27 Through adopting strategies of performance and intervention they were to antagonize
the existing registers of gallery education, whilst
also opening up the institutional activities of
Documenta – its structures, and the art on display through direct engagement with the local
communities of Kassel, as well as its visitors.
The complex structure and the depth of the theoretical or educative and mediative purpose of the
mechanism is clear from the catalogue of titles
for activities described: “Education Tent”, “Experiment/Excursions”, “Documenta here with
us!”, “Proactive Dreams”, “Salon des Refusés”,
“Making the Invisible Town Visible”; and the
alliances formed with local activist groups.28
Whilst the project engaged in a radical
research through a position of what might be
dynamic forms of mediation, which was used
to explore, ‘racial and essentialist ideas of German whiteness,’ in the performative criticism
of the artist/gallery educator Hansel Salo, and

attitudes to gender or queer identities through
both verbal communication and clothing
explored by artist/gallery educator Sandra
Ortmann, we are still confronted by certain
realities of their mediation. Exhibition – gallery
educator – visitor, where the visitor has paid for
or joined the tour.
What we are then presented with is a trigger –
the works (exhibition) – as starting point for
the discussion – followed by the application
of various pedagogical tools or methods – in
relation to the transformation of the visitor
to different degrees of inclusion – audience –
participatant – and possibly informant.
What one seems to be confronted with is a
situation for explanation, provided for by the
trigger of the exhibition-as-backdrop, which
thrusts the gallery educator either to maintain
a clear authoritative alliance with the exhibition/institutional structure or one that adopts
a role of mediation that leads to certain levels
or intensities of explaining and revealing of the
works, and secondly the willing participation
of the participants. In addition, as this was also
part of radical research within gallery education
it also raises the question of how the audience
unwittingly become part of cultural/political
experimentation. As we follow closely through
the text we become closely aware of the strategies
and modes of engagement through the guided
tours, in which specific audience groups are identified, techniques honed – “who constitutes an
audience and when,” “how might the audience
be addressed as experts” in what was seen as a
method for establishing a “transfer of knowledge
between equals.”29 Whilst these attempts were to
engage in a dialogical process and transformative pedagogies in order to subvert or blur the
idea of being a service – and position themselves
towards a communality of knowledge transfer
between independent experts, they do unfortunately become bound up within the temporal
rhythm of the institution – activity start times
(situating when and where) group sizes (manageability), duration of tours (2 hours – fixed allocation of learning time).
Whilst the gallery educator and the site of
radical research at Documenta offers a radical
take on learning that seems to echo the desires
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expressed by art and educational researcher
Dennis Atkinson for a “learning that emerges
from the contingencies, differences and diversities of each individual life,” which is actively
expressed through the self reflectivity of the
gallery educators towards each tour – learning
+ adjusting.30 It is precisely this ‘reading of ’ the
visitor and the subsequent repositioning that
presents itself again as the spectre of mediation
– that produces a kind of mediatory perspectival flow, that produces the feeling of a ‘curriculum’ of institutional critique acted out by those
who are in the know on art and education. So
what maybe in asking here is what provision, or
space is open to what might be a real interruption of the amateur? Or why aren’t the local
community of Kassel running the tours, as well
as deciding how they are run?
What perhaps seems most fruitful and significant from the text of Carmen Mörsch’s comes
towards the end, which draws upon the experience had by gallery educators when participants
are disinterested and refusal the positions of the
educator.31 Carmen identifies this as a moment
of self-empowerment on the part of the individual and necessary moment of unlearning privilege
on the part of the educator – which of course very
much highlights the hot topic of participation.
Perhaps it is in the final paragraph that Carmen
touches upon a site or space that I also want to
highlight – one that returns to my earlier experience – a making room in art spaces in the sense
of “unlearning privilege,” spaces which should be
motivated by “activist positions.”32 However such
precarious positions as reflected here, and throughout the history of gallery education – which is
very closely linked with a feminist discourse and
the position of the ‘other’ a discourse that lies at
the very limits, uncertain, unrecognized– perhaps
does not always do well within the realm of the
academic regime, and its professionalisation that
would attempt to open its operation in a clear-cut
way as a methodological kit.33
However before proceeding further, it is
worth noting the site of the investigation by Carmen Mörsch and her team, as well as the references made by Janna Graham, who interestingly
also curates or facilitates a space, that is beyond
the boundaries or walls of the museum and the
gallery – occupying itself a different temporal

plane – the project space, lab, off-site. Whilst
such connotations refer in a way to numerous curatorial activities, we can also find them deeply
entangled within collaborative a socially engaging contemporary art practices today.
Outlines in 3 Dimensions.
It does seem by now that we have amassed a
number of outlines, maybe at such a rate they
are more likely to be read as a kind of scribbling
– at very best a series of sketches. If we were to
assemble them we would probably end up with
a kind of collage – and a whole new range of
gaps – interruptions – fragments and for our
purpose – a disjunctive map in which positions
appear, and fall away to only re-appear. Yet how
might we salvage something from this exercise,
what threads might appear? It is therefore necessary to begin to translate this situation into
3D, in a movement towards practice.
So here we possibly have the beginnings, or
the sense of a description of pedagogy and the
appearance or construction of another ‘site’ – a
description without place. If we return to Denis Atkinson’s essay, the emphasis here is to move
away from pre-described subjectivities, which
tend to assume certain relations. The artist and
critic Dave Beech in relation to participative art
also point this out as a problematic, where he
applies the theoretical stance of Judith Butler in
“Gender Trouble” – that participation within
or through this perspective only reinforces the
normalisation of the existing relations.34
In a recent visit to Valand Academy in Gothenburg, Sweden, I was involved in conducting a
presentation of sorts within their gallery space
with the aim of investigating ‘practice’ and
‘method.’ Upon the first meetings, or visit to
the space I was asked whether or not I though a
participant should stay or leave if they thought
that what I was saying was bullshit?
The experience stayed with me – and still does
although the shudder of the question has gone.
However it did make me think a lot over how
one might approach a situation of learning and
how I prepared for it. It firstly raised questions
regarding the ‘time’ or structure of learning
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– structure that would be open and free flowing
and one which raises questions around a hidden
curriculum due to the fact this would always be
emerging through the intra-actions of the coming and goings of those present.
However the space itself presented a few challenges regarding pedagogics – in particular
participation. As opposed to being placed
within a typical curriculum setting within
the academy’s teaching structure it was placed
within a space that was somewhere between the
site of the ‘private’ sphere of the academy, and
the associated public orientated perspective of a
gallery space. In addition, my presentation was
enabled through an invitation to be part of another conceptual research project being run at
the time – Whose Salon.
As such it could be said that the presentation, was performed in somewhat of a physical,
conceptual and educational no-mans land – or
a situation perhaps more closely aligned with
cyberspace. The ‘openness’ or feeling of un-situated-ness of the situation brought its demanding
questions – how does one motivate, or create
curiosity towards, or ‘trigger’ participation,
maintain a discussion over a number of meetings
(attendance) in order to develop a critical discussion, whilst also allowing for new participants,
new inflections whilst at the same point trying
to maintain some resemblance of an outline or
genealogy within the discussion? It was possibly due to being aware of this situation that it
became important to ‘explore,’ or begin upon an
explorative archeology – that always in a sense is
opening up – and unending.
In order to try to explore this situation it felt
necessary, to return to my own practice, and
think in terms of ‘images.’ Therefore I proposed
an ‘image’ a space that would propose a text.
Itself a proposal – from the book Profanations,
titled “Magic and Happiness.”35 The reading was
then put alongside or into reference to bring into
view the work of Walter Benjamin (The Arcades
Project), Aby Warburg (Mnemosyne Atlas), who
in turn was described by a lecture given at the
Warburg Institute, which cited the writings of
Philip Guston. Each fragment, in a sense was
used to explore the other, through each other,
and our own exploration.

The experience of this became particularly
acute at one point during an installation that
was part of what might be considered as an
excavative reading of the Walter Benjamin text
(The Arcades Project). The installation, which
lasted two days, coincided with a music festival
that was also taking place within the space. The
activity involved the installation of the whole
text upon the walls of the gallery space, page by
page stuck to the wall, filling the gaps between
the works, with participants being encouraged to highlight parts of text they found
relevant – so that different visual relations and
depths were produced – text to image – text to
text, thus creating a new order of fragmentation and reading of the book – as display. It
seemed important to try this out, firstly due
to in paraphrasing a comment made by Walter
Benjamin’s in which images should fill the walls
until they become the walls, whilst also expressing a kind of ritualistic enacting of a kind of
pataphysical method of Aby Warburg.
During the installation/reading, I began
to realize something of the range of intensities
in the relation between, being a moderator,
facilitator, artist, and learner. As the project
ebbed and flowed, it felt uncertain as to what
my position might be, as individuals within
the space participated of their own accord, or
in connection with the workshop, or simply
the actions within the space opened up onto
new inter-actions, and the development of new
discussions. As such the plasticity of the frameworks, or the sense of openness created by the
situation of this workshop, allowed for many
possible interactions to be experienced, allowing for a continuing evaluation of ones own
subjectivity, whilst at the same point creating a
kind of social space counter-punctual to that of
the social space of the concert.
So who read what? What did we learn?
Who did what? Was it a workshop, a work?
Was it participation or collaboration? How
does one separate or demarcate the two when
the ‘potentiality’ of the situation could give
space for both experiences?
In a sense the registers of participation are not
so clear, and in particular to art practices that
move away from the product to the process – in
a way that lays bare practice – its method in all
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its uncertainties as the situation, presents a type
of Deleuzian understanding of the event. It is
not an object created by a subject for other preexisting subjectivities, but a subject which comes
before and generates the human subject out
of ‘larval’ selves, and as such does not happen
to someone but through them.36 This seems to
highlight or draw attention to practice or practices that understand the paradox of the situation
that Ricardo Basbaum addressing in which one
might, ‘mobilise themself as “an extension of the
other, where alterity is mutually reinforced.”37
As such whilst the image has its frame, or
boundary it is one that is not stable – appearing
and disappearing – disclosed in an exteriority
towards an-other. In returning to the installation
in Whose Salon at Valand Art Academy the same
might be said of the situation of authorship. This
felt quite clear – in which at points it felt quite
hopeless – or ridiculous –in which any authorial
position is what might be best described as the
appearance of the ruins of pedagogy but at the
same time this hopelessness is a becoming or
an appearing for new meanings or terms for the
author, teacher, learner, in which the domain of
these practices is always incomplete.38 As such
this might hopefully allow for the experiencing
of new structures of learning, or what or where
one might learn – not in the sense of open-ended
learning that we go on learning through life but
in the sense used by Atkinson of ‘Real learning’
that takes place through the rupturing of a situation- of time.39
The effect of such learning, and participation is of another orientation to that which is
normally discussed which takes participation
according to the idea of a disciplining process
of normalisation through which democracy
is produced of naturalized beings. Deleuzian
vitality, becoming or emergence is participation
understood as disjunctive synthesis; that is exponential in emergence of difference – and as such
a community in dis-census and not a consensus.
In returning to the project at the Verkstan at
Moderna Museet Malmö, it was important to
consider what the words such as ‘activity,’ ‘workshop,’ ‘lab,’ ‘event’ meant or assumed by there
understanding of anti-elitism, participative inclusion, in terms of the assumed loose temporal connotations that seem to come with them, as well

as there forward pointing nature towards other
networks and rhythms within the art world.
The arrival of new terminologies and descriptions are often associated with curatorial investigations like those carried out by the curators
Hans Ulrich Obrist and Barbara Vanderlinden
with the “Laboratorium” through which they
explored exhibition structures in a cross disciplinary way or what Obrist calls “interstitial spaces”
and interestingly enough comments on how
the most important things take place at coffee
breaks – in an utterance that seems very much
to map John Dewey’s approach to the spaces and
sites of education.40 The lab as such for Obrist
were to link the site of the studio with the site of
science labs which he saw a growing connection
between, which one might speculate in making
a connection to the increasing focus on artistic
research, and the current focus on re-linking art
to a position that it used to have with science and
philosophy. Hans Ulrich Obrist continues with
his description of the lab, stating:
“Laboratorium was a transdiciplinary project
searching the limits of the places where knowledge and culture are made. It started as a discussion that involved questions such as:

. What is the meaning of Laboratorium?
. What is the meaning of experiments?
. When do experiments become public

and when does the result of an experiment
reach public consensus?

We installed many laboratories all over the city:

. A laboratory of doubt
. A cognitive science laboratory
. A highway for choreographic investigation
. An existing artist studio
. The first laboratory of Galileo etc”41
How ever whilst the frames for experimental
curating allow for new radical investigations,
that are transdiciplinary, and create new audiences for art – these experiments by curators
have also been criticised for ‘curating critique’
in which particular artist practices that meet
the criteria are chosen as the art theorist Isabella
Graw points out as “subversion for hire” through
which “criticism turns into spectacle.”42
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So in returning to the project at Moderna
Museet it is necessary maybe in this situation
in working, or exploring pedagogical concepts,
within the pedagogical space to ask – is this
spectacle? Edutainment? And to paraphrase
Andrea Fraser – What do I as an (artist/gallery
educator / curator /organizer) providing?
In considering the expansion of terms, activities, and structural vagaries, that have emerged
through different art practices, and will continue
to emerge through the inflection of the pedagogical it felt necessary to explore the figure of
the pedagogue, and teaching and formulate this
through and within physical structures, not only
buildings, architecture outside of the body – but
their connection to the body and as such extend
the mentality and structures of the mind within
these relations. Whilst at Valand Art Academy
pedagogy took place in its most traditional
understanding as human-to-human relations,
at the Moderna Museum I want to explore these
relations through processual structures, in this
case through the simple b/w photo process of
making photograms.
These concerns led me to delve into other
pedagogical interventions with Moderna Museet’s history, and the playground exhibit by the
Danish artist Palle Nielsen, who installed an
adventure playground in the main exhibition
space, as a study, an experiment, or what he
called “The Model – A Model for a Qualitative
Society,” 1968, which also explored structures,
through structures in order to draw attention to
other possibilities for society. However it is not
my intention through the installation to think
towards the future, but maybe to try to activate
a sense of presentness. A presentness that is felt,
through the intra-action with a structure and
its process that would bring into play new experiences similar to a kind of mental parkour. An
encounter similar to the description mentioned
earlier of the attendant becoming gallery educator that is waiting to pour forth, in the vitality
of the event – through which new subjectivities
might emerge, and genealogies mapped out.

wall that reads: “darkroom.” Deadpan, somewhat scientific, referring to what it possibly is – a
darkroom (we are not invited but may Drop-in).
For the regular visitor – who is funnily enough
not familiar with art – possibly a parent – it is
not the first time they have been here (reproductive pedagogy). It is usually the colourful and
novel space of the Verkstan, a space filled with a
large turbine an object of its past use – and for
the institutional critically aware – the former
experimental institutional site of “Rooseum”
run by Charles Esche. Upon reaching this sign,
outside the Verkstan, may or may not have been
through a direct route form the coffee shop, it
might be the final stop, or the middle stop in
a kind of activation of an improvised crèche,
where it is the parent that ends up being creative,
or the child is already engaged in early ‘fordist’ forms of creative production. The room is
not what it was. There are figures in the darkness, frames. Movement, pace – is no longer
easy, steps become a shuffle. Seeing has left the
retina, scurrying to find its points of focus on the
surface of the skin, through which distances are
now sensitive; perspective has become a network
of tentacles – the nervous system.
An alien to one self – should I be here.
Moving between the frames, one encounters
a structure, structures frames extended forms,
reaching out, and partially attempting to divide
somewhat similar to playground, but incomplete in its circuit or logic. These surround a
central table, upon which various light sources
are placed, frames marking empty spaces under
them – gestures in A4…

(Epilogue – a part journey)
In returning to the project at the Verkstan at
Moderna Museet Malmö there is a sign upon the

Stephen Dupont / Critical and Pedagogical Studies MFA 2

222

223

1. Lennart Svensson &
Ann-Mari Edström, “The
Function of Art Students’
Use of Studio Conversations in Relation to their
Artwork”, International
Journal of Education &
the Arts, 12, no.5 (2011)
http://www.ijea.org/
v12n5/
Accessed: 7 May 2013.

224

225

Kim Engelen
The New Studio Visit – Alternative
Feedback Session
Summary
This project aims to explore alternative modes for
handling the traditional form of the studio visit,
with the goal to both constructively intervene
as well as perform research. Specifically, the
project offers three alternative models that can be
performed and experimented with, and explores
these models through a series of workshops that
teach and perform them.
Background / Context

ing a new mode. This self-selecting group could
come from any of the contexts in which studio
visits are typically performed – the academy and
post-academic art institutions; amongst peers;
and even in professional contexts (although that
would also require an additional type of commitment, that of shifting typical professional roles).
The Three Models are:
1 The Spectator Studio Visit
2 The Structured Studio Visit
3 The Personal Studio Visit
Note: see appendices for full descriptions of
the models.

The studio visit is a commonplace practice in art
education. According to Svensson and Edström’s1
study they are considered the most important
by a majority of students. However, given the
structural importance of the studio visit in
contemporary art, there is very little critical work
on it. This project does not aim to either negate
the existing tradition, nor to offer some global
theorisation, but rather in a limited, experimental
way, offer a basis for new approaches, resulting in
new frameworks, questions, and possibly results.
Crucial to this project is the insight that we can
improve the studio visit or at least talk about the
studio visit as artists amongst each other, rather
than from an institutional perspective. This is
taken as a foundational idea and principle.

In essence the project consists of experimental
attempts to establish new ways of discussing art
with each other, and offering them to other people. This love/hate relationship with and experience of studio visits has occurred throughout my
own art education and experience of professional
practice in both Europe and the US.

Methodology

Results of the Two Workshops

The project explicitly outlines three concrete,
practical models. To even offer a new model,
or try one out, requires a self-aware practice of
experimentation on the part of anyone undertaking it. This issue – trying out explicit models of
feedback and presentation – is not typical for the
visual arts, but is a more common method in acting, poetry and other modes of cultural practice.
This unusual quality means that this project is
not for everyone, and is available only to the selfselecting group of those interested in undertak-

1) A new text reflecting on the studio visit itself
and the New Studio Visit in relationship to it.
This also includes feedback from participants.
2) Dissemination of the models as part of an
expanding, ripple-effect practice of intervening in
contemporary art.

The method of disseminating them, and thus
offering them as possible models for others to use,
is done via two workshops at the UdK (Berlin
University of the Arts) in Berlin.
Personal Motivation

Lay of the Land / How My Project Relates
Dr. Ann-Mari Edström’s, Malmö University
Ph.D. thesis Learning in Visual Art Practice
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(2008) consists of four articles. In article III “Art
Students Making Use of Studio Conversations”2
she explores how student-artists use the studio
visit, and what qualities they develop by doing
so. Her empirical study analyses how students
use studio conversations, within the context of
a Master of Fine Arts programme in visual arts
in Sweden, specifically from the perspective of
the artist-student. In her analysis she situates five
aspects: A) Who to talk to. B) When to talk. C)
Expanding the student-artist’s options concerning ways of doing something. D) Testing the
artistic expression, to see how others receive the
artwork/How am I communicating? E) Context
of the student’s work, relating to the artwork in a
wider context/Where am I communicating?

The Spectator Studio Visit is a mix of uttering
the formal aspect of the presented work, and interpretation of it by the visiting artist. The visited
artist keeps silent. The moment of choosing this
model is most likely when the work has reached
its final form, when the work is installed, during
an exhibition, or other forms of presentation. For
a full description of the Spectator Studio Visit
model see: Appendix A, Model 1 The Spectator
Studio Visit

In Edström’s study the student-artists in aspect
D are testing their artistic expression by using
the studio visit as a way to find out how others
interpret and receive their work. In aspect E
they explore how their work is situated in a
wider (art) context, or practical-professional
context in which the student-artist works. They
are doing this as a form of ‘reality-check’ by
showing their work in order to see how their
artwork is received.

Christian Wideberg’s, Göteborgs University
Doctoral thesis Ateljésamtalets utmaning – ett
bildningsperspektiv [The Call for a Studio Challenge – An Educational Perspective] (2011)3 is
an investigation of the studio critique i.e., the
teacher/student studio interactions that take place
as part of two higher education programmes in
the Fine Arts in Sweden. In his thesis he tries to
explore what is essential to the studio critique,
and how to understand its context and integrity.
He examines how a teacher captures the opportunities and challenges that occur within the
force field of the student-artist’s intention of his/
her ideal and formal knowledge. In his dissertation he explains that the studio critique can be
regarded as a process where the student reaches a
deeper knowledge of self, and of his/her artistic
goals, and where subjective and creative impulses
are essential for the developmental growth of this
form of living knowledge.

Edström’s results show that for aspect D (the
testing of their artistic expression), the students
next to the studio conversations occasionally
use fellow students and friends for this purpose
as well. What interests the students here is the
discrepancy between how they themselves look
upon their artwork, and how others experience it.
Inviting someone in to interpret the artwork is a
way for the students to gain access to this discrepancy, and work on it if they want to. In aspect E
student-artists widen their perspective of where
in the art world their work would sit. The visiting
artist can give (theoretical) references, locate
the work in the wider (art) context or practicalprofessional context, or refer to the closest and
related traditions to the student’s work.
In the Spectator Studio Visit model, the ‘realitycheck’ aspect is specifically extracted from the
traditionally practiced studio visit. Both visiting
and visited artist agree beforehand that the
Spectator Studio Visit model will be used for the
studio visit.

This is a way for the visited artist to witness how
a singular spectator sees and interprets his/her
work. The visited artist can choose this model
when s/he wants to know how the visiting artist
interprets, examines and assesses the work.

Wideberg’s paper offers an historical overview of
the studio visit, transcribed interviews, a logbook
and studio critiques. His core theme is the process of growth of the student, which, he writes,
embraces the potential of the studio critique to
nurture and attain quality.
In my MFA thesis The New Studio Visit –
Alternative Feedback Session I don’t use the word
studio critique as I think that there should be
the opportunity to create a situation where
there could be peer-to-peer, and teacher-artist
to student-artist studio visits, in which there is
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a process of cooperation within the best interests of the visited student-artist. This at least at
the moment when the studio visit takes place.
The word critique also implies that the studentartist is being evaluated. In my opinion this is
not an aspect that should be brought into the
studio visit situation, since it dilutes the feeling
of autonomy and thus freedom and possibility
to experiment with the actual studio visit by the
visited artist should s/he want to. The trialling
of the studio visit is what I try to investigate
through The New Studio Visit at the UdK in
Berlin with student-artists who are interested
in trying out new models for undertaking a
studio visit.
Wideberg observed the behaviour and attitudes within the studio visit, in which both
student and teacher were so busy with their own
thoughts that they failed to reach each other.
When the studio visit is over the teacher does
not know the student’s need or concerns. Other
scenarios included studio visits where the teacher
either took control, or on the contrary remained
too far in the background. The teacher can be
eager, self-absorbed and inattentive, or so busy
with processing the information that s/he missed
the essence of what is being said. Such situations
often occur even though the intention of the
studio visit is to nurture the student’s artistic
expression, and to contribute to the their process
of growth. This is the main result of Wideberg’s
study: to embrace the potential of the studio visit
to nurture and attain quality.
He divides studio critiques (or visits) into
two complex and interwoven interactions: 1)
Where the student and teacher seek a common
ground in a mutual process of understanding
and accord, 2) Interactions where the integration of intention and quality is strived for.
Furthermore he describes that it is the teacher’s
aim to find that point of interface between the
student’s intention and the material qualities of
the student’s work.
By using this format the goal is ultimately
growth, and to maximise the student’s potential
and thus the development of the student’s talent.
When the main topic has been found, a different
interaction begins:

“This process addresses the challenge of integrating concept and material, the ultimate goal of
which must be a seamless fusion of the two if the
finished work is to possess sublime qualities. If
the discussion does not come to this point, then
both the teacher and the student seem to lose
enthusiasm, and the studio critique derails. In
and through its two dialogues the studio critique
describes a complexity that demands attention
and mutual respect.”4
The student must somehow find the opportunity
to grow on the impulse of free will. So, it is not
enough for the teacher to enter the studio visit
with ideas and demands, even if these come with
great drive and initiative.
In article II of Edström’s research5 she focuses on
changes in the student-artist and their work as
part of their artistic development. The connection
between self-direction and ‘resting-assured’ is
regarded as the main result of the study. She describes the notion of ‘rest assured’ to draw on the
relation between the work and the student-artist
as an experience of confidence and trust, within
three aspects: the intimate, uncertainty and the
working process. The student-artist themselves
indicate that they tend to attribute the alienation
they experienced with their work to the strong
influence of others, i.e. their supervisors or teachers. This delays their capacity to ‘rest assured’ in
the intimate and the working process.
In the Structured Studio Visit model the visiting
artist feeds back what s/he has received from the
artist. The visiting artist verbally repeats what
s/he has understood from what the visited artist
communicates about his/her work. For a full
description of the Structured Studio Visit see:
Appendix B, Model 2 The Structured studio Visit
This model aims to provide the visited artist with
a ‘tool’ which is the repeating/the reverb of the
visited artists utterings, in order to help the visited artist to further develop how to present his/
her work by articulating his/her thoughts, areas
of interest, processes, techniques, ideas, challenges, questions, objectives, concepts and other possible topics that the visited artist un/consciously
tells the visiting artist in a manner in which the
visiting artist understands him/her. The intention
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is that by doing so the visited artist will gain a
better understanding of what the labour/artistic
process is really about; that is, what is important
about the work for him/herself.
The moment of choosing this model can be
when the visiting and visited artist meet for the
first time, or when the visited artist is not yet
familiar with the visited artist’s new work.
In relation to the Personal Studio Visit model,
I want to highlight Katrine Hjeldes’ Ph.D.
thesis Between Fine Art and Teaching: Reflecting
Creative Passion (2008) from Chelsea College of
Art and Design, University of the Art London.6
Here she explores the role of creative passion in
relation to fine art teaching. Creative passion
is described as a cluster emotion: an emotional
resonance that contains a collection of emotions
such as obsession, love, jealousy, confusion, and
fervour. The emotion of creative passion according to Hjelde can be used as a powerful tool in
learning in fine art. Students need to undergo
learning shifts to obtain competence and confidence. These shifts need emotion.
Chapter 11 of bell hooks’ Teaching Community:
A Pedagogy of Hope 7 starts with the sentence:
“To speak of love in relation to teaching is already to engage a dialogue that is taboo.” hooks
talks about the teacher-student relationship.
When professors care deeply about the subject
matter, teach this with love, and love the process
of teaching this is regarded as something good.
But loving the students is not regarded as something favourable. Emotional connections tend
to be suspect in a world where objectiveness and
the mind are valued above all else. According to
hooks, in teaching and learning in a humanistic
situation objectivism can’t serve as useful basis.
Teachers who fear to get too close to students
may objectify them in order to maintain objectivity. They could see the students as empty vessels, with no opinions, thoughts, personal problems and such. Conversely, students don’t learn
from teachers who are disconnected, dissociated
or self-obsessed. According to the dictionary,
to educate means giving intellectual, moral,
and social instruction to someone, typically at a
school or university. According to hooks, caring
teachers know the root meaning of the word to
educate: to draw out. They nurture emotional

growth both emotionally and academically,
which is the context where love flourishes.
Furthermore she writes about competition in the
educational setting, which disrupts connection,
making it impossible for students and teacher to
connect. According to hooks the insistence on
objectivism negates community. Students are
thought to see each other as competition rather
than comrades. She goes on to argue that dominator culture is contrary to mutual partnership,
promoting calculated objectivism that is essentially dehumanising. The focus on a love-ethic,
not to confuse with romantic love, is defined as a
combination of care, commitment, knowledge,
responsibility, respect, and trust. With the basic
principles of love as interaction, the mutual
pursuit of knowledge creates the conditions for
optimal learning. Teachers are then learning
while teaching, and students while learning and
sharing: “When students are encouraged to trust
in their capacity to learn they can meet difficult
challenges with a spirit of resilience and competence.”8 When there is no care or no recognition
of their inner conflicts, students shut down, and
the status quo has been upheld. When teachers
open up so that students can address their worries
openly, they can offer affirmation and support.
Teachers don’t want to become therapists, and
do not want to respond to emotional feelings.
However if the student is shut down teaching
becomes impossible. Therefore hooks argues the
need for conscious teaching, teaching with love,
and becoming aware of psychological conflicts a
student might have that may block the student’s
capacity to learn. This could mean that the
teacher steers the student towards therapeutic
care. When the teacher establishes appropriate
boundaries s/he doesn’t need to fear becoming
engulfed or entangled in the student’s dilemmas. If teachers want students that are fully and
compassionately engaged with learning they can’t
ignore emotional feelings.
The Personal Studio Visit takes its point of
departure from the idea that the visited artist
specifically chooses this model in order to talk
with the visiting artist about personal matters
that may be worrying or occupying his/her
mind, and perhaps even hindering him/her to
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work as an artist. This model could also be called
upon when the visited artist can hardly think of
anything else anymore by enduring emotional
stress, and needs aid, guidance or support to
start/continue to work again. But it could also be
employed in less intense cases where the visited
artist simply needs acknowledgment, or as a way
of sharing their experience as learner-teachers and
such. For a full description of the Personal Studio
Visit see: Appendix C, Model 3 The Personal
Studio Visit
This model contributes to the human aspect of the
art making profession. For some artists the immediacy of certain experiences creates an imperative
to engage in dialogue. The Personal Studio Visit
model is an attempt to articulate the traumatic or
distressing character of being a human-artist with
a disruption, problem or situation.
Personal / Autobiographical Narrative
At the moment of writing (March 2012 – May
2013) there is no official standard or parameter
on how to conduct a studio visit. To make an
immediate and clear distinction in the rest of this
text I call the current practiced studio visit “The
Traditional Studio Visit” and my constructed and
experimental models “The New Studio Visit.” In
the rest of this text, and in the description of the
models, I will call the student-artist the visited
artist and the teacher-artist the visiting artist,
since I prefer to think that they have a collaboration together instead of a hierarchical apportionment at the moment of the studio visit.
The name the New Studio Visit might imply that
the studio visit should take place inside a studio.
This is not the case: it can take place at any location chosen by the visited artist, in agreement
with the visiting artist.
The foundation of the the New Studio Visit is
mainly based on empirical knowledge drawing on my own experience as an educated artist
(Netherlands, USA and Sweden) and fourteen
years of autonomous studio practice as a lensbased performance artist. This has been supplemented with knowledge gained from interviews
conducted with student-artists on the Traditional
Studio Visit during my 100-day stay at dOCU-
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MENTA (13); the direct action festival during
the Month of Performance Art in Berlin; and
two workshops carried out at the UdK (Berlin
University of the Arts).
In my work as a visual artist the human plays the
central role in my work, with the focus on the
intrinsic thinking world and the inner strength
of the individual. I want to see if I can play with
the individual as a work in progress, in the sense
that I trial the ethical borders in the production
of the work. People keep learning, re/creating and
re/positioning themselves. I find this process of
change and growth in the individual interesting.
It is my belief that any person is able to discover,
investigate and shape their being through contact
with others. We are all so alike, and yet so different. In meeting with the other, through reflection
development can take place. Reoccurring themes
in my work are personal development, communication, authorship, ethics, and memory (see:
www.kimengelen.com).
Background
In 1999 I graduated from the Academy of Art
and Design (AKV I St. Joost) in the Netherlands, under the guidance of Alex de Vries, with
teachers Hans van de Broek, Paul Goede, Voebe
de Gruyter, George Korsmit, and Toon Teeken.
More than ten years later I studied for four
months at the Graduate Program in Fine Arts at
CCA in San Francisco, California, with Associate
Professor Ted Purves, and under the influences
of professors such as Tammy Rae Carland, Kota
Ezawa, Desiree Holman and Lynn Marie Kirby.
Currently I am in the process of graduating from
the Malmö Art Academy/Lund University as a
MFA in Critical and Pedagogical Studies, with
Artistic Director Gertrud Sandqvist, Program
Leader Maj Hasager and professors such as
Joachim Koester, Matts Leiderstam, Sarat Maharaj, Hague Yang, and many more visiting artists.
In February 2012 our Critical and Pedagogical
Studies group had a seminar “On Art, Around
Art and Beyond Art” with Jürgen Bock, Artistic
Curator and Director from the Maumaus School
in Portugal. For his seminar we read amongst
others John Miller’s The Pedagogical Model:
To Make Shame More Shameful Still by Making
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it Public. 9 Through this seminar and by reading
that text, I started to ponder on how I learn as a
visual artist and student. And I started writing
my idea of the most perfect studio visit. This text
I called The Studio Visit Manifesto, a Pedagogical Model for a Structured Studio visit. With the
Studio Visit Manifesto I wanted to promote a
new idea for carrying out a prescriptive form of
studio visit that I believed would be helpful for
student-artists. My primary and initial interest in
this was language. At this stage I looked for conversations with fellow student-artists and started
to interview student-artists on the topic.
With the help of Rob Pruntel we created an online questionnaire in order to get feedback from
student-artists to understand what they desire
from a studio visit, and to shape the Studio Visit
Manifesto accordingly (see: www.kimengelen.
com/sv). Almost no one filled in the questionnaire, so I learnt that if I wanted to know the
answers I had to ask and interview the studentartists personally. Here is an excerpt of one
interview conducted during dOCUMENTA (13)
which has been transcribed:
On the Studio Visit and the perfect tutor (June 5,
2012/student MFA/Kassel, Germany):
“Someone that is doing stuff that I find interesting, someone I can learn from, when it is with
people who I have talked to before and I can talk
to them again, then I prefer people that give a lot
of feedback, I don’t like it when they are advising, on how to solve my work. I want people to
discuss my concern in my work with, more like
the theme, the idea or my method of working, or
my thoughts around my work that I am struggling with, people that give from their own work
and experience, so that it is more a conversation,
to see my work in the context of their work, then
it is not an anonymous teacher. Artists, curators
and writers I have good experience with.
A studio visit to me is a conversation with one person about concerns that I have in my work. I have
questions and I expect to discuss these questions.
I expect to discuss my work, or their work or other
artist’s work. A studio visit can’t really fail. I don’t
think of fail. The most important factor to have
a studio visit is that it is nice to have someone
who freely talks with me about my questions and

concerns for one hour. That feels very luxurious
to have that opportunity. To ask someone out on
whatever my concern is. Also to get out of my
head. Once a month is good for me. I want to
receive references, I have conversations with other
artists, not orally but artistically, and it is difficult
to find people to talk to, this way could give
suggestion of people’s work to look at, also as suggestion to talk to. It makes my ears open for the
name, so when I read something in a magazine
I remember this artist. Because the pictures I see
when Googling does not always gives a lot. References can be interesting because they might see
something in my work that I haven’t recognized
in my work. And that can tell me more about my
own work, or tell me what I am doing. A different
name could be; work conversation, but the name
should contain that you get to choose to whom
you talk to and that the talk is about your work.
With the studio visit it is nice, because they visit
you. But it could also be a walk in the park.”
Whilst doing these interviews I realised that one
perfect studio visit model for all artists, at all
times, working with different media, was difficult
to maintain. By thinking about the different
potentials of the studio visit I developed five
experimental studio visit models.
The text, and with it the context, went through
various changes, and the title changed into The
Studio Visit Manifesto: 5 pedagogical Models. I felt
the desire to offer the five pedagogical models to
art academies and universities in fine arts in order
to try out five experimental studio visits with
student-artists and teachers who were interested
in the studio visit as a pedagogical tool. And for
those who were interested to try out five experimental studio visit-models, which divert from the
traditional studio visit.
With The Studio Visit Manifesto I wanted to
demonstrate how the five studio visit models are
a more specific approach to, and variation of, the
current widely-performed studio visit. Next to
the program readings related to pedagogy, I read
among others bell hooks, John Dewey, Paulo
Freire, Henry Giroux, Jens Hoffmann, Jacques
Rancière, Shin’ichi Suzuki, Anna Tilroe, Sarah
Thornton, in search of some justification for my
manifesto. The five studio visit models were writ-
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ten from the perspective of the artist with the
focus on the artist’s advantage, and structured by
interviews and talks with student-artists on art,
the art world and the studio visit. I thought that
the five models would help to develop the artist’s
work and their rhetoric skills, and as a result that
it would empower the artist, particularly in feeling more at ease with their work, and their role
or situation as artist. In the studio visit context
both artists (the student-artist and the teacherartist) would agree beforehand on which of the
five models would be chosen, and thus in what
manner the studio visit would take place. The
student-artist would be the one to choose the
model since s/he is the one who invited the other
artist to aid him/her in the process of development, thus making it clear that it is actually
the student-artist him/herself that is, or at best
should be, self-directing. Which is the current
student-artist in a large extent as well; the only
difference being that s/he cannot choose between
different formats to conduct a studio visit.
During the process I discovered that a lot has
been written on the studio, but not so much on
the studio visit. As such I wanted to delve deeper
into the definition of the studio visit, and talk
about preparation, location, time/timing, reiteration, expectations, references and evaluations.
The Studio Visit Manifesto: 5 Pedagogical Models
was an investigation into the potential of the
studio visit for the student-artist, and it defended
the right of any person to discover or learn something for themselves: a “hands-on” or interactive
heuristic approach to learning by five new ways of
exploring the topic the studio visit.
In our Critical and Pedagogical Studies programme we had the opportunity to do an internship, and I could make use of this possibility to
independently look for an internship in Berlin.
So I contacted art academies and universities to
find out if I could run a workshop to introduce
the five models to participants and let them
experience them. In November 2012 I managed
to run a workshop at the UdK (Universität Der
Künste Berlin).
Through the guidance of the Critical and Pedagogical Studies Program Leader and artist Maj
Hasager and Artistic Director Professor Gertrud
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Sandqvist from the Malmö Art Academy/
Lund University, I learnt that a research project
investigates, rather than answers, questions
regarding the different potentials and possible
models of a studio visit. Dr. Martin Schmidl,
artist and research associate from the Art in
Context program of the UdK, and my intermediate contact for the second workshop at
UdK, suggested that I should also think about
the surprising and/or private aspects of studio
visits. As well as the fact that not all artists want
to become part of an experimental setting. A
studio visit is often a professional meeting, but
can also be a very personal or even intimate setting. And so the manifesto developed into this
MFA text on how the new studio visit had been
practiced and how the participants perceived
it. The New Studio Visit – Alternative Feedback
Session does not focus on five but rather three
studio visit models: The Spectator Studio Visit;
The Structured Studio Visit; and The Personal
Studio Visit. See appendixes for full description
of the three models.
If there is a higher ideal connected to the three
models, then it is that the New Studio Visit
expects equality between the student-artist and
the teacher-artist, commitment and determination from both sides, and that it helps to
develop the artist’s work and increase of their
vocabulary, rhetorical skills, and the knowledge
of their position as artists.
This text does not imply that the models offered
should be the only applicable ones; nor does it
suggest that they are the best models for all artists, or even models that are suited to all studentartists. The New Studio Visit – Alternative Feedback Session simply offers parameters that can be
chosen, and selected by the visited artist, with the
cooperation and help of the visiting artist.
What happened at UdK
Introduction of UdK
(Universität Der Künste Berlin)
Berlin University of the Arts is one of the biggest, most diversified, and traditional universities
of the arts in the world.10 The teaching offered
at the four colleges of Fine Art, Design, Music
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and Performing Arts, as well as at the Central
Institute of Further Education, encompasses the
full spectrum of the arts and related academic
studies across more than 40 courses. Having
the right to confer doctorates and post-doctoral
qualifications, Berlin University of the Arts is
also one of Germany’s few art colleges with full
university status.
First workshop (internship):
17 &18 November 2012, 12.00 – 18.00
UdK (Universität Der Künste Berlin)
Hardenbergstr. 33, Room HA33-150
Berlin-Charlottenburg
Second workshop:
24 & 25 April 2013, 12:00 – 16:00
Universität der Künste Berlin/ Art in Context
Einsteinufer 43-53, Room 27
Berlin-Charlottenburg
The workshop
In the first workshop at UdK in November
2012, the participants practiced five studio visit
models. In the second workshop in April 2013
the participants practiced the three studio visit
models which are described in this text: 1) The
Spectator Studio Visit, 2) The Structured Studio
Visit, 3) The Personal Studio Visit. The first day
of the second workshop started with the Spectator Studio Visit, followed by the Personal Studio
Visit Model. The second day started again with
the Spectator Studio Visit and was followed by
the Structured Studio Visit. The models were
practiced for 30 minutes. In both of the workshops the participants practiced the models in
two roles: as visited artist and visiting artist.
In both the first and second workshop only
one student of UdK was present, and not all of
the participants were able to attend both days.
For the first workshop nine people had initially
signed up and five of them participated, of which
one was a student. For the second workshop in
the preliminary signing-up ten students had
shown interest. Again nine people had signed up,
of which five participated. And again, one was
a student. Interestingly most of the participants
in both workshops were not student-artists, but
professional artists who found out about the
workshop through different channels.

The quotes in the following part are:
K.B.: Professional artist and teacher/participated
in the first workshop, both days
J.D.: Professional artist and teacher/ participated
in the first workshop, day two and participated in
the second workshop, day one
M.S.: Professional artist and teacher/participated
in the second workshop, day one
P.S.: UdK student-artist/participated in the
second workshop, day two
K.B.: “This core tension between fear and
change or some might say between fear and
grace or the poetry of chance seems to be at the
heart of the studio visit. Of course, that’s how I
see it, and it could also be seen more clinically
as a routine or almost mechanical device for
sharing the ‘suchness’ of the artist’s experience
with others, or for the artist to achieve greater
perspective or clarity about their process or
future plans. But as we were saying at the end of
Sunday’s session, the very expectation of vulnerability that rears its head as soon as a studio visit
is suggested or proposed makes the psychological
dimensions of vulnerability/fear/chance/grace
the first hurdle to consider. You didn’t suggest
it, but it wouldn’t surprise me if the missing
participants for the workshop of both days could
have been due to nerves for a few of them. Just
a guess. It takes a certain self-assuredness to put
oneself in the middle of a lab experiment with
complete strangers.”
In the beginning of the workshop there was
a brief explanation of how the day would look:
the models would be practiced in two roles, and
the models, in both roles, would be practiced
for 30 minutes. Then, when the models where
practiced, everybody would come back to the
table to discuss their experience, and the models
in the group. At the beginning of every new
model I read the model out to the participants.
When the number or participants were uneven I
participated as well.
K.B.: “Very well organized, managed and
directed which not even low-attendance could
deter. It is easy to imagine another presenter with
less assurance and calm method setting a very
different tone for the participants and restricting
the space or sense of spaciousness that is so vital
for discovery, risk and exploration.”
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These 3 models of The New Studio Visit –
Alternative Feedback Session are constructed and
experimental models, and were offered in the
form of a workshop in which there was no grading or evaluating by the school administration or
tutor. Taking part in the workshop was entirely
on a voluntary basis without gaining credits.
K.B.: “The studio visit models were overall an
excellent revelation. Including: that a studio
visit could be seen to have models and methods
of approach and direction, that naming studio
visit models instantly alters the experience from
one of amorphous and uncertain chemistry
resulting from an encounter to an event that has
boundaries and controllable directionality. That
the studio visit models therefore have different
advantages from the point of view of either artist
or visitor. That entering or applying a particular
model creates specific terms of engagement that,
though contrived, provide opportunities for
greater insight and discovery. That the proactive
choice inherent in any model would allow for the
possibility of greater comfort for the visitor and
in cases some reduction of anxiety for the artist.”
J.D.: “But what I liked about it when I was
thinking about this whole process the other
day, and in American English we say “when
you only have a hammer everything starts to
look like nails,” so the tools, the apparatus, the
tool that you bring with you also conditions
the approach you have. And what was interesting about this, because this is a new approach
to me, I also could then see my own prejudices,
basically. What I’m interested in when practicing
the Spectator Studio Visit became quite explicit
to me; the parts that I was interested in thinking
about versus the parts that I was not interested in
thinking about. There were certain things that
were very obvious that I didn’t even think about
until almost towards the end, because they were
not really priorities for me, so I just addressed the
priorities for me. I find that very constructive, to
see my own prejudices or my own priorities made
clear like that.”
P.S.: “I think one already plays models. When
we make a presentation for other students at
the University then that is also a model. How
we think that it should be. But it is good to be
consciously dealing with these models, because

we want to get different sorts of results. And
when we receive information from the other
person then we can be conscious, and consciously choose this first model for example. So that
one knows, okay how many models are there
and then one can also personalize it somehow,
one doesn’t need to exactly follow the models.
One could do a mix of two models for example,
depending on the situation.”
K.B.: “I think they are all effective and powerful approaches. The naming of the studio visit
models instantly alters the experience from one
of amorphous and uncertain chemistry resulting
from an encounter to an event that has boundaries and controllable directionality. The personal
one I’m leaving to the side since I didn’t experience it and also because I suspect, perhaps wrongly, that it’s more difficult to develop as a method
since its boundaries are harder to maintain. But
with some changes to the packaging or naming of
it, perhaps not. It’s interesting territory.”
In the information email I had sent out
before the workshop took place, I had asked the
participants: “Please bring artwork of yourself.
Make sure that you make a selection. For example not more than 5 pictures, or in case of video/
audio/performance max. 10 minutes. The room
will be open 1 hour before the workshop. This
is in order to place, hang or install your work if
desired.” Only the UdK student came in earlier
to hang and install her works.
The reaction during the workshop was that
for durational works either the artist should
bring shorter pieces or the timeframe of 30 minutes could be longer. The display of the work was
also slightly touched upon.
P.S.: “When one can see the work “for real” it
can well be that one could talk longer, while it
is not just one sense, not only the eyes look at
something on the computer, but perhaps you
can touch it or you maybe can come closer or
you can smell it, which is very different. And
you can also see how big it is, what is the effect
of the work in the space […] It is not the same
to look at a picture of a painting, then to see it
real and in the space. But when it is a video, you
have to see the video from the beginning until
the end. Or else you can’t talk about it. And if
it would be a video, then you perhaps need the
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artist themselves decide if you need headphones
or not, all these small things. The display I find
very important.” The essence of the participants’
quotes: the very expectation of vulnerability
as soon as a studio visit is suggested makes the
psychological dimensions the first hurdle to
consider. As a result, the missing participants
for the workshop on both days could have been
due to nerves. The New Studio Visit constructed
models were seen as constructive, and by consciously dealing with them they addressed the
priorities and helped generate different results.
This made the studio visit by proactive choice an
event with controllable directionality for both
visiting and visited artist.
The Spectator Studio Visit Model
The first model practiced in both workshops was
the Spectator Studio Visit model. In the explanation of the model it is mentioned that this model
can be used to see how the finished work functions, and how a singular spectator sees and/or interprets their work. The visited artist can choose
this model when s/he wants to know where the
work locates itself, and what it communicates. In
the workshop the feedback received on the visited
artist artwork was generously accepted and heard
with all ears by the visited artist. That the visited
artist themselves couldn’t say anything was
perceived as interesting and positive, while the
participants could see how their work functioned,
or experience for themselves what should be
changed in order to make it work. Another aspect
was also raised: in this model the role of the visiting artist took on a performative dimension.
P.S.: “One comes in a scene and one has to talk
for half an hour as visiting artist in the Spectator
Studio Visit. And that is very performative really.
Everything that has to do with roles is performative.”
J.D.: “So it’s very good to also get the sense of
how people respond. Some of the feedback, even
on the video part, was super-helpful. To get a
sense of how the things look in that quick take is
also very helpful, because it’s easier for people to
give feedback on intention than on materiality.”
There was also discussion on who the visiting
artist is, and who one wants to come in and talk
about the work.

M.S.: “Well, it was working, but I think it really
depends on who you are doing this with. Because
if you are talking to someone whose work you
don’t like, there might not be that much to say,
actually. So it might be less interesting. And
in that sense, again, it depends on who you are
with. And also to accept what the person would
say. For instance, a traditional painter. I’m not
interested in traditional painting, so I would have
difficulties in accepting what this person would
say, even also about my work, because he or she
has such a different perspective on art. And in
that sense the person I was talking to J.D. We
have a similar approach. A little bit conceptual,
reflecting, working with all sorts of media and
space also. That was really interesting.”
P.S.: “Because when a person comes and looks at
my work. And doesn’t have clue what it is about,
and starts to talk about something completely
different. Then I think; does my work really don’t
function or is it that the person really doesn’t
have a clue of aesthetics, while that is also possible. […] I would like to know beforehand who
is this person. Because as I said, for me it is very
depending on what they know. While there could
come a person, who works in a slighly different
area and give me his opionon on art, on my work,
and maybe I take this very seriously. […] So professional deformation; someone who paints, the
first things that comes to their mind is the visual
aspect and the colourfulness, the materiality. And
this she had said in the beginning. And someone
who makes conceptual art, however it also gives
conceptual painting, but someone who is a pure
conceptual artist would perhaps have looked at
the letters in the beginning and not the other way
around. I was with her work very focussed on
thinking what is the concept of this? I tried to get
this; the meaning or something like this.”
One of the participants thought it was also a
good model for work-in-progress. So on the one
hand she said:
P.S.: “I couldn’t say anything and I found that
interesting while because of this I noticed what
functions in my work and what does not work
and what should I change in order to make it
work and that was for me very positive to see
that. Because when you create an exhibtion
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later you cannot talk with every visitor. And it
is very important that the people when they see
your work understand what it is about and tell
their opinion.”
And on the other hand:
P.S.: “This model is exactly right when I have a
problem with the artwork. When I am there and
think: “Oh god, oh god, how do I continue this
idea?” Or when I am not secure in something then
I think this model is perfect. Because when the
work is ready and I like it and think that is a good
project then I sort of don’t care what others think.
But when I don’t know exactly where to go, then it
is really good to hear what the others think.”
In the role of the visiting artist in the Spectator
Studio Visit participants reacted slightly
differently regarding the amount of time for
this model:
M.S.: “I had to concentrate quite a lot, finding
the right words and the right English I noticed
that, every now and then, you took the pen and
made some notes, that’s what I realised.”
P.S.: “I couldn’t do it. There are people who like to
talk a lot and very long, and those have these skills
somehow.
And for them
perhaps it
would be
easier to do
that. And
there are
people who
are very shy
and can’t talk
that long.”
In both
workshops
the presentation of the
work was
discussed again after the Spectator Studio Visit
was carried out. During discussion of the first
workshop some artists said that this model is
preferred when the work is presented in the right
way. B.B. said that she didn’t like to show her
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documentary work on a computer. Also K.B. said
that he didn’t think that PowerPoint was the best
way to present his environmental installation.
J.D.: pointed out in the second workshop:
“People are working in kind of a post-medium
way, there’s this emphasis, on more almost on a
PowerPoint model of presentation, rather than
the classical studio visit which would be like the
finished work or the work in process in this kind
of silence contemplation thing. And I think it
trains people very badly, the PowerPoint. I think
because it trains us to think that our intentions
and our motivations are actually communicated
along with the work when they’re really not.”
Some participants pointed out that it depends on
what it is that you want to get out of it:
P.S.: “While perhaps there are artists who want to
know if their paintings in a pdf on the computer
function the same as they would in the space.
And maybe they want to show a pdf. Depending
on what the artist wants to know. I wouldn’t set
specific rules for this. I wouldn’t specifically say,
just your name or only the title of the work, but
a little bit free but only what they want to know
from the visitor. And play a little bit as well.”
J.D.: “And that it is becoming the new convention. I was looking at some pictures on Facebook,
on the one hand that’s not optimal, but on the
other hand, while it’s not optimal it’s actually
now kind of a convention, so a lot of people
actually look at work on Facebook now, and a lot
of people are on Facebook in order to show their
work. So it seems like a fair way to look at things,
to me. There are of course consequences to it. It’s
also related to the emphasis on the event over the
object in contemporary art, so the emphasis on
the opening over the exhibition on this everything becoming part of an event as opposed to
seeing what the status of the object is for a long
time, because if you had brought in a single
painting then the details of whether or not it’s
satisfying or not are unavoidable on a kind of a
material level, whether or not it’s nice to look at.
I think looking at the screen skips some of that.”
In the Spectator Studio Visit model the visited
artist keeps silent. The visited artist introduces
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him/herself and the work with merely one
sentence. For example: “Hello, my name is Kim
Engelen, and I work as a lens-based performance
artist.” This verbal introduction of the work by
just one sentence was questioned.
On the one hand it was said:
P.S.: “I wouldn’t set specific rules for this. I
wouldn’t specifically say, just your name or only
the title of the work, but a little bit free but only
what they want to know from the visitor. And
play a little bit as well. [...] I believe it is important that every artist decides, so that I decide
what I say to the others, what do I want to know
from the others. And then I can decide for example that I give the title and my name and that is
it. While I want to know if the work functions
with the title. Or someone else wants to say the
context. In what context the works is presented.
And then each can decide what information they
give and with a particular purpose.
And on the other hand:
P.S.: “However I did it like this with my works,
because my drawings somehow didn’t function
the way I wanted them together with the other
works. But I want them to function and I had to
see that in the space, all together, to know why it
didn’t work and what the others say. And exactly
the visiting artist said it didn’t worked, and had
noticed this immediately. And did say some
things I had not expected, for example in the
beginning she only talked about the drawings
and did not read the letters. Only later she read
the letters, and for me the letters are the most
important. And so I noticed, okay when the
visiting artist reacts like this, that means I must
present it differently.”
Three different things happened in the workshop
regarding time: 1) On the second day of the
second workshop two participants stopped while
practicing the model together. One participant
in the role of the visiting artist stopped after
fifteen minutes. 2) Some participants expressed
that they would have actually liked more time
in the role of the visiting artists. 3) In the role of
visited artist the participant said that they were
eager to hear what was said by the visiting artist,
and that they were all-ears to hear what was said
about their work.

M.S.: “I think I would go more into detail. If you
would show me your plans for the next show, for
instance, I would maybe try to reflect: why do you
do it like this? Why does it have to be this colour?
Why is it this text? Why do you put it there? In
the end it’s all in the details. That’s what I believe.
Now it was just a rough first impression.”
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how to continue with an idea. The display of the
work is important in this model. Finally, showing
work on Facebook, and in pdf or PowerPoint
formats is becoming a new convention: some
reflected that this is a possibility depending on
what the artist wants to know.
The Structured Studio Visit Model

P.S.: “It could have lasted longer than thirty
minutes and also more visitors could tell stuff
about my work. For me, I heard everthing, I
couldn’t stop listening what the other person was
saying, while it interested me too. However when
I was the visiting artist and had to talk for thirty
minutes, then for me it was too long. Because I
didn’t know the work and I had little information
in order to understand what it was about, and it
was too long for me.”

In the Structured Studio Visit model, the visited
artist must learn to present his/her work and
articulate his/her thoughts/ideas/problems/questions/work and such. The visiting artist must
verbally repeat what s/he has understood from
what the visited artist is showing, telling or asking. This s/he must do until s/he has understood
the artist correctly.

M.S.: “Now, it was very intense and interesting,
half an hour to listen [… ] this flow of words and
reflections and other relations […] it’s definitely
very interesting. You coming from another,
I wouldn’t say another culture, but another
context, this work is reflecting certain cultural
contexts, it’s very interesting. Useful.”

This model was practiced very differently: in
the first workshop some people where very
concentrated and some people couldn’t really
carry out the model. They slipped back into the
normal way of having a studio visit: in particular
they did not repeat what the visited artist was
saying. Instead, they started asking questions to
the visited artist, and in this manner then also
led the studio visit.

There was one divergent opinion regarding the
moment to use the Spectator Studio Visit model:
P.S.: “Well I think this model is for a work-inprogress and not when the work is finished.
Because then as an artist you can realise from the
beginning of the work if it functions or not, what
effect does the work have in another person. Because when the work is finished you might not be
able to change it anymore or only just a little bit.”
The essence of the participants’ quotes: the Spectator Studio Visit model worked for the visited
artist, to get a sense of how the things look in
that quick take; they were all-ears to hear what
the visiting artist had to say. However, during
the interviews it was said that the identity of the
visiting artist was important, in order to know
if their opinion should be taken seriously or not:
professional deformation could play a role in this.
Although this model is proposed for finished
work that is presented in order to understand
how the visitor sees the work. It could be helpful
for work-in-progress as well, in order to know
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On the second day of the second workshop two
participants tried out the model, but partially
failed. They complained that they felt stupid, and
aborted the exercise all together. For those who
really engaged the outcome was successful:
J.D.: “So in a way you have a first impression as
with someone’s face or something. Which was in
a way the Spectator Studio Visit. So that is very
interesting and that the same insight was actually
confirmed during the Structured Studio Visit
is what I remember the most was when became
clear to me that performing outside was somehow
fundamental to my work. Actually, and at that
what I was getting something from performing
outside. That I wasn’t getting in other ways or
getting me somewhere else. And that really came
out about through the process of repetition and
hearing my own babbling. I guess forced to not
set down in writing but to be repeated back to
me like that was definitely a confrontation which
was jarring but also clarified some things in
terms of what my own priorities where. So it was
a very constructed moment of self-consciousness

Kim Engelen

and actually I think it really let me to, it had a
concrete effect on the next piece that I began and
in which I decided that the piece to make and to
sort of dramatise this issue of performing outside,
or inside, even more that the piece would have
wanted that one part was outside and one part
was outside. That is the thing I remember best
about it, was just my own experience of reflecting
my own work and then there was I guess secondarily a little bit of other discussion about other
people’s work and also a sort of that the whole
thing in general. But I had a pretty substantive
kind of thinking through on that day. It was
substantive for me, and so my own experiences of
myself was what I remember best really.”
K.B.: “[…] entering or applying a
particular model
creates specific
terms of engagement that, though
contrived, provide
opportunities for
greater insight and
discovery.”
The essence of
the participants’
quotes: with
this model some
people were very concentrated, although some
slipped back into the traditional way of having
a studio visit. For those who did really engage
the outcome was successful, this through the
process of repetition, and hearing the visited artist’s own babbling. To have one’s ideas repeated
back was seen as confrontational and somewhat
jarring, but it also clarified things in terms of
what the visited artist’s own priorities were.
The Personal Studio Visit Model
In this model the visited artist had the freedom
to talk about any topic of choice that may be
causing a problem or struggle; either an issue that
directly or indirectly connects with their work
as an artist or a problem or struggle in their life
as an artist. This was the model that generated
the longest conversation as part of the group
discussion in the second workshop. One of the
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participants did not practice the model because
of a language barrier with his training partner.
Nevertheless he tried the model, and reflected
that for him trust is an important factor in the
Personal Studio Visit model:
K.B.: “As an artist, each model had valuable
qualities but some seemed more likely to be realistically embarked on than others. For instance
the Personal Studio Visit model, though I didn’t
have the opportunity to experience it, in practice
is one that for me would depend on a great deal
of trust. To be truly listened to with focus and
attention allows one to externalise and therefore
own and experience one’s thoughts for their having been spoken, but the speaker must know that
these thoughts, listened for with great attention,
are entrusted safely.”
J.D.: “The real difference between this model and
other ones might be that it gives you the liberty
to assert what you want the framework to be. The
way you describe it is incredibly broad. But in
practice maybe you have to say it’s that broad in order to really give the licence to then do something
kind of specific, which is to say like: “I’m kind of
frustrated with this problem.” And sometimes
also having a problem is a good thing in art; this
thing you’re turning around over and over again
is a good thing. And I was thinking: have I ever
had studio visits before where I took the liberty to
assert that I was asking for someone to come and
help me with my problem? And I have. But what
is different is that, when I’ve done that before, I’ve
kind of got the feeling like it didn’t really work that
well, and I’m trying to think why? I felt like what
ended up happening was people wanted to reassure
me. So when I would ask a friend to come and, say
for instance, like with this exact project I’ve shown
this to people, I’m like, I’m swimming in this and
I have no idea what to do. And they’ll be like: “Oh,
it’s all good,” they want to reassure. They want the
bad feeling to go away, as opposed to walk through
the substance of the issue. […] And that’s something that I have thought about and never looked
at so clearly and crisply so often.”
The framing and naming of the Personal Studio
Visit model was discussed in length. Many
alternative names were suggested, such as the
Problem-, Open-, Issue-, Free-, Knot- and Struggle Studio Visit model. Some thought it should

be problem solving, others said no, just a place
where we need to address issues. What I am after
in this model is a space for the acknowledgement
and verbalisation of the artist’s personal struggle. I don’t expect this model to untie the knot or
solve the problem. But I do believe that it could
help to have a second artist look at the issue, since
a peer-artist can relate to this in a different way
than a friend who wants to be friendly or a therapist who doesn’t necessarily know the art context
of the problem. With the Personal Studio Visit
model I specifically lifted that element out of the
current traditional practised studio visit, in order
for the visited artist to verbalise the problem
and to directly address it. That is, to enable the
visited artist by letting him/her verbalise, expose,
identify, and address their problem:
J.D.: “A therapist does in general not really know
that much about the relationship between video
and installation and local memory. So the other
one is very clear how it works in a way, the first
one we did. How it works and why it works? So
the Spectator Studio Visit model works because
you refrain from … you make space for someone
to give you a very focussed reception of the work
in a very direct way, in a very concentrated way,
almost as something like a task: “Now I’m going
to talk about it for half an hour.” And you don’t
stop talking because the other person is not talking. That enables something. Why is it necessary? Because when you do invite people over to
your studio, when you have a meeting at school,
you don’t really feel the licence to put the problematic aspect first, to put the issue first, to put
the personal struggle first. I guess. In general,
when you have meetings with people, you don’t
feel the licence to do that. So maybe by having
the structure … you make that explicit at the beginning. I don’t know if maybe the title is not the
most important thing, but to clarify what it is
and then the title will come out of that, because
you definitely want it to be personal. Maybe
you have to make it so dramatic to then feel the
licence to be like: “Okay, come along with me,
with my leg performance photo problem,” which
is kind of a weird thing to share, in a way.”
M.S.: “I quite liked your approach, going directly
into this very personal thing, because usually we
don’t do it. We do it with people we know very
well but never with people we don’t know. As far
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as I can tell, what you did, and you did that first,
you were the presenter, and you immediately
went straight into a very personal level. I think
that’s the way actually where you get something
out of it. More if we would have talked about
other things and this and that and in the end a
little bit about you. You addressed your problem
and then we had half an hour to talk about it,
which was very straightforward. I asked the question because I saw the opportunity to actually
solve something I have in my mind, something
I have not talked about with other people. You
see, I saw the opportunity, and I took it. Maybe,
if you say it’s an opportunity to maybe get useful
hints about how to solve this or so.”
The essence of the participants’ quotes: the
participants reflected that the Personal Studio
Visit model had to be described broadly and
dramatically in order to really give licence to then
do something specific. This model provided a way
to walk through the substance of the issue. And
by going straight into a very personal level or a
personal issue, the result was to see the problem
clearly and crisply, and as a way to get something
out of it. The structure of this model provides the
means to do this. It was said that usually we don’t
do that: The problem was addressed and then we
had half an hour to talk about it, which was very
straightforward. Finally, it was also mentioned
that having a problem is a good thing in art.
Vulnerable Position
Before and after the workshop short, interesting
discussions took place. When the first workshop
started one of the participants arrived earlier
and we chatted a little bit about the mystery
of a studio visit, and that it differs enormously
depending on the person you are meeting. One
never really knows what is going to happen. And
one never knows if it is going to be helpful or not.
As the visited artist you and your work are largely
in the hands of the visiting artist, which requires
a certain amount of surrender:
K.B.: “We spoke briefly about the mercurial
subjects of vulnerability and mystery and that’s
hard since there is a lot to unpack where art is
concerned. Each person’s philosophy of art or
making art or seeing is so distinct and that’s half

the magic right there. And everyone has different goals – some to pay the rent, others for wide
recognition, some to just explore as they can.
It’s boring to generalise but as I see it the goal
of most artists could be said to touch and name
ineffable experiences through their art. To do so
successfully, whatever that may mean, requires
tolerance of uncertainty or an openness to the
constant flow of change. Defensiveness, anxiety
over outcomes and fear in general might be said
to be the antithesis of such an open or vulnerable
state whether from a creative or receptive point of
view. These are all truisms of a sort, but ones that
get to the nitty-gritty of studio activity.”
Hierarchy
With these models and/or the structure of the
workshops I am striving for a situation where
artists have a form of collaboration with each
other and thus avoiding strong hierarchy. All
sorts of other issues can slip into a studio visit, so
it was good to hear that all the participants were
focussed, and really tried to interpret the work,
and were truly looking into the material:
J.D.: “So on the one hand the craziness level or all
the emotional content of presenting oneself goes
down as you work a bit longer. The other thing
that happens though is the “professionalism” goes
up. So then, the presentation of vulnerability is a
little bit different. I think one of the participants
said that the person presenting the work is always
in a vulnerable position. I suddenly thought when
we were doing the Spectator Studio Visit model:
“What if one of us was Anselm Kiefer?” Would
the hierarchy really change if you were showing
your work to Anselm Kiefer? Would you feel
more vulnerable because he’s someone who is very
widely acknowledged, or would you feel special
because he is paying special attention? Or if I was
Anselm Kiefer, would I feel extra vulnerable? In
theory, why would I need critical feedback? Why
would I be interested in what anybody thinks?
Then it starts to go into this other territory. Maybe
that would be a limitation of this model.”
M.S.: “I think the presenting artist is always
in a vulnerable position, as long as they take it
personal. But as soon as they get rid of this thing,
this vulnerability is not there anymore. This I
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speak of my own experience. But still, the speaking person is in a powerful position. He can hurt
the other or try to hurt the other person. But here
I don’t feel hierarchy.”
Don’t Take it Personally
There was a slightly different atmosphere on
the second day of the first workshop compared
with the first day of the second workshop. This
could have to do with how the visiting artist
approached the work, and how the visited artist
mutually reacted. It could have been the chemistry of two different generations coming together.
Or the different mediums the artists worked in.
Or a different cultural approach to the studio
visit conversation: polite or very direct:
M.S.: “But because I don’t know you, I try to be
polite. But I know as an artist it is very helpful. I’m
an artist too, and I like to know what other people
think. I remember, ten years ago, I took it very personal and it offended me personally when someone
said: “This is weird,” or “Why did you do that?””
J.D.: “It takes to learn how to not take it personally. But for me, it’s almost more like the volume
level and not about my own craziness has gone
down significantly. […] “Oh my god, it’s all terrible, I’m falling apart. Oh, I’m still here.””
P.S.: “I said everthing that I thought, although
that I didn’t know the other person. So it was a bit
risky, but I don’t mean it vicous, it is a professional
business. I don’t care if I know the other person
or not. One should really say it, or else it doesn’t
function. When everybody is polite, then this
politeness doesn’t work. While then people say
only things that one wants to hear. And that is a
problem in this model. While with this model you
really have to tell the truth, also when it doesn’t
sit well with the other person. It is just an opinion
and that should one accept. So as a professional
and not take it personal. That is also a cultural
difference. People from other cultures react differently. In my culture we always just say it.”
Who is it For?
Some thought it could be beneficial for studentartists. However in the two workshops most

of the participants where professional working
artists and in both workshops these included
teacher-artists.
This concurs with the arguments in Ann-Mari
Edström’s article III “Art Students Making Use
of Studio Conversations”11 in which she explores
how student-artists use the studio visits, and what
qualities they develop by doing so. I think art students are in the position where they are relatively
free and where they could try out the models in a
safe environment. Although I understand, when
offering the models in the form of a non-graded
workshop, that it would give complete freedom to
explore the models. One of the students mentioned mixing up the models as well:
K.B.: “I think that working with students is
very promising since those that are going to take
the risk are best positioned to demonstrate to
others. But then again, there were no students
in our group on the second day. It might be true
too, that ‘workshops’ would be a way to move it
forward as well since those that show up are those
that want to be there; a self-selected group.”
P.S.: “Yes I think so. I think one already plays
models. Actually one always plays models. Other
models. When we make a presentation for other
students at the University then that is also a
model. How we think that it should be. But
it is good to be consciously dealing with these
models, because we want to get different sorts of
results. And when we receive information from
the other person then we can be conscious, and
consciously choose this first model for example.
So that one knows, okay how many models
are there and then one can also personalise it
somehow, one doesn’t need to exactly follow the
models. One could do a mix of two models for
example, depending on the situation.”
J.D.: “I said it before: “When you have a hammer,
everything starts to look like a nail.” And I think
what that means is that in some ways the current
existing studio visit structure, it has an un…, I
mean I could imagine having someone do studio
visit on the basis of or sort of evaluating their
trying to assist someone in having a very different
model of being an artist, then being or trying to
be a professional artist in the contemporary art
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world. But I think that the studio visits in schools
is of course structured by the unspoken assumption that that should be the goal. The goal of the
art school is to encourage people to be professional
artists in the contemporary art world. So the studio
visit exists to help people move in that direction.
Not necessarily to move into their own direction
or in a direction with a different value system but
very much to move in that direction. So could I
imagine that the way the current studio visit works
not be good for some people. Yes definitely, in two
or three senses. One is, people who are too young
or haven’t elaborated on their own ideas yet and so
then you are in the position in the same way that
makes sense to have a group critique for homework assignment some time, because a homework
assignment doesn’t show who the person really is.
There is no point really to spend some time talking
about it. In the same way for younger artist sometimes studio visits doesn’t really makes sense in
the conventional way of talking about their work.
On the other hand the conversation can get quit
sprawling, which is nice. The other people wouldn’t
be effective for who in some way whose work is
not so focussed on one person judgement and I am
trying to think what I mean by that. I don’t really
know what I mean. The third way, some people
don’t want people in their studio. And maybe the
reason why they don’t want people in their studio is
some don’t want people to know. If you gave them
the opportunity to dictate the term a little bit more,
they might want people in their studio.”
The essence of the participants’ quotes: one of the
participants said that the speaking person is in a
powerful position. He can hurt the other, or try
to hurt the other person. The person presenting
the work then is always in a vulnerable position,
as long as they take it personally. And it takes
time to learn how to not take it personally. One
of the participants also said that as an artist she
would like to know what other people think.
Added to this, that art is a professional business,
and that one should really say it, or else it doesn’t
function. Some thought that the New Studio
Visit could be beneficial for student-artists. And
‘workshops’ would be a way to move it forward
since those that show up are a self-selected group.
Summing-up who it was also for: 1) People who
are too young or haven’t elaborated on their own

ideas yet. 2) Artists whose work is not so focussed
on one-person judgement 3) People who don’t
want people in their studio. If they would have
the opportunity to dictate the terms a little more
they might want people in their studio.
Conclusion
Since the studio visit (or the “individual session”,
“one-on-one tutorial” or “one-on-one critique”)
is still the predominant form and a defining trait
of learning and teaching in fine art, I think it is
important to define and investigate this method
of critique, feedback and conversation by discussing the (new) studio visit. The New Studio Visit
– Alternative Feedback Session may contribute to
the discussion how artist-students learn, what the
aims are of having a studio visit, and what possible
benefits the studio visit can offer. This text is an
explorative research into the New Studio Visit;
how the New Studio Visit has been practiced, and
how the participants perceived it. It is explorative
in the sense that little research has been carried
out within the area of the studio visit. And as far I
am aware, no new model to conduct a studio visit
has been presented. What happens if we bring
in new models to undertake a studio visit from
the perspective of the student-artist? This is what
I marginally tested at the UdK in Berlin. And it
could be interesting to further specialise the use of
the studio visit by the student-artist.
The Spectator Studio Visit model worked for
the visited artist, allowing them to get a sense
of how things look in a quick take. Equally, the
participants who took the role of the visited artist
were keen to hear what the visiting artist had to
say. However, during the interviews it was said
that the identity of the visiting artist is important, in order to know if their opinion should be
taken seriously or not. Professional deformation
could play a role in this. Also the presentation of
the work is important in this model. It is becoming a new convention to show work on a laptop,
using QuickTime, Facebook, pdf or PowerPoint.
Some reflected that this is an area of possibility
depending on what the artist wants to know.
With the Structured Studio Visit model some
participants where very concentrated whilst some
slipped back into the normal pattern of a studio
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visit. For those who did really engage the outcome
was said to be successful. For the visited artist,
the process of repetition and hearing one’s own
babbling was seen as a confrontation which was
jarring, but also one that clarified things in terms
of what the visited artist’s own priorities were.
The participants also reflected that the Personal
Studio Visit model had to be described in broad
and dramatic terms in order to really give licence
to carry out something specific. This model, by
its very nature, provided a way to work through
the substance of the issue. And for some, by going
straight to a very personal level or directly into a
personal thing, they were able to see the problem
clearly. It was also mentioned that having a problem is a good thing in art.
The speaking person is seen as the one in the
position of power: s/he can hurt the other, or try
to hurt them. The person presenting the work is
always seen in a vulnerable position, as long as s/
he takes it personally. And it takes time and effort
to not take it personally. One of the participants
said that as an artist she would like to know what
other people think. It was also said that art is a
professional business.
Some thought that the New Studio Visit could
be beneficial for student-artists. And ‘workshops’
would be a way to move forward since those that
show up are a self-selected group. The models of
the New Studio Visit go into one specific element
of the studio visit with great depth. “Placing a
first year MFA practiced-based student in a situation that demands self-direction does not result
in a self-directed student.”12 I also think that in
this case the models could provide practical benefits, particularly when student-artists see three
possible ways of having a studio visit, whilst also
having a structure to navigate with.
With The New Studio Visit – Alternative Feedback Session, in perhaps an experimental way I
hope to contribute to a form of knowledge sharing on the topic of the studio visit. Although I
can imagine that a more longitudinal practice
of the New Studio Visit will show if it has valuable factors for the visited artist (student-artist),
strengthening and growing or role inside an
educational setting.
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The New Studio Visit –
Alternative Feedback Session

Appendix A, Model 1
The Spectator Studio Visit 

In all models of the New Studio Visit both artists
(the visiting and the visited) agree beforehand
which of the models will be chosen and thus in
what manner the studio visit takes place. The visited artist is the one who chooses the model since
s/he is the one who invites the other artist, or
other willing visitor, to aid him/her in the process
of development. Making it clear that it is actually
the artist him/herself that is, or at best should be,
self-directing.

In the Spectator Studio Visit model the visited
artist keeps silent. The Spectators Studio Visit is
a mix of uttering the analytical aspect of the presented work and interpretation of it by the visiting
artist. The work is the only “speaking” aspect.
The visited artist him/herself keeps quiet (in case
s/he is not part of the work). S/he is merely a
present, non-reactionary body. The visited artist
can make notes in case s/he wants and in case
s/he doesn’t need to perform or has to activate
the work somehow. The visited artist introduces
him/herself and the work with one sentence. For
example: “Hello, my name is Kim Engelen, and I
work as a lens-based performance artist.”
The visiting artist states what s/he sees, by verbally describing it. That is, what is aesthetically/
technically presented: colour; text; elements;
structure; pattern; size; amount; length; style;
person(s); sound; smell; and so on. This has to be
spun out as wide is possible: the technique and
medium that has been chosen; the style; time; the
way the work is presented; the relation with the
work to the location; and so on. The aesthetic/
technical verbalisation can be interwoven and has
no particular order. Then the visiting artist may
say something about the interpretation of the
presented work. The visiting artist may give some
rational, conceptual and/or emotional reactions.
S/he may give some reflections and associations that s/he sees, or experiences, since this
is a way for the artist to witness how a singular
spectator sees and/or interprets his/her work.
The visited artist can choose this model when s/
he wants to know where the work locates itself,
what it communicates, and how the visiting artist
interprets, examines, and assesses the work.
This model does not facilitate a dialogue between
the two artists during this particular studio visit.
When the visited artist chooses this model, s/he
chooses not to converse or discus the work so as
to not influence the visiting artist other than by
the presented work. The moment of choosing this
model is most likely during the installation of the
work and/or during an exhibition in one way or the
other. The visiting artist can however ask a question such as: “Can I touch the work?” Although
this question, in itself, might reveal something
that could be of importance to the artist. This
might neither be clear to a spectator or the audience in a presentation setting where the artist is
not present to answer the question. The question
does not necessarily need to be answered. Thus
the visited artist is allowed to remain completely
silent; to just see and hear, and in this manner
witness how her/his work is seen, heard and
touched upon.

Kim Engelen / Critical and Pedagogical Studies MFA 2

244

245

Appendix B, Model 2
The Structured Studio Visit

Appendix C, Model 3
The Personal Studio Visit

This model demands attention and mutual respect.
The task of the visiting artist is to facilitate the artist
as best as possible. To be able to do this s/he firstly
needs to understand the artist. This understanding of
the work is a shared responsibility: 1) The visited artist must learn to present his/her work, and articulate
his/her thoughts/ideas/problems/questions/work
and more. The visited artist starts the talk, and thus
gives direction to the talk, and can communicate
about any matter that is important for the artist at
the very moment of their meeting. The visited artist
decides if it is a talk about the idea-, process-, material-, development-, economical-, personal-, critical-,
emotional part or aspect of the work or any other
implication that is important for the visited artist and
his/her practice. When the visited artist feels that the
visiting artist has indeed understood him/her they
can move on. If not, the visited artist must repeat
until s/he feels the visiting artist has understood.
2) The visiting artist must understand the visited artist. Therefore the visiting artist must verbally repeat
what s/he has understood from what the visited artist
is showing, telling or asking. The visiting artist must
(learn to) repeat until s/he has understood the artist
correctly. It is not enough for the visiting artist to
say: “I have understood you.” No, the visiting artist
has to repeat it again in order to give back to the
visited artist what s/he has understood. This is so
that the artist hears his/her own words back, and also
that s/he knows and feels that the visited artist has
understood him/her. 3) Both artists must try to not
lose their patience in case the visiting artist does not
understand something, or the visited artist gets lost in
his/her words. It is not the purpose of this model and
thus not important to investigate whether the visiting
artist is a good listener or not, or if s/he is capable of
understanding or not. Nor if the visited artist is not
(yet) good at communicating their work, problem,
process or what not. The goal is that the visiting artist
understands the visited artist. This can be easy but
can also be difficult. In case of difficulty there is apparently something to learn, and neither should give
up. It is possible that there is no natural chemistry between the artists. This might form a greater challenge
because the visiting and visited artist cannot move
forward until the visiting artist understands the artist.
But exactly this challenge can be bridged by repeating
what the visited artist has said, and through this way
come to understand the artist.

This is the model in which you have the freedom as
a human-artist to talk about any topic you choose.
Maybe you feel like talking about: money issues;
commerciality; trends; discrimination; feminism;
gender transitions issues; religion; loneliness; isolation; personal meaning in your work; the overly
white male western work visible; the dematerialisation of art; nepotism; elitism; the increased
level of theory and discussion in art education; the
market-driven, and artist-saturated art world; and
so on. Topics that indirectly, but also directly, connect with your work as an artist, your lifestyle, or
simply your life as an artist. Within this model you
choose to have a studio visit in which you specifically talk about your concerns, problems, hiccups,
professional development, marketing, coming out,
addiction/s, depression or whatever it is that worries you, or occupies your mind, and hinders you to
work as an artist. Or more intensely still you notice
how personal issues affect your work so much that
you feel the work might even develop or is already
moving in a different direction because of these
issues. When choosing this model the visiting artist
is well aware of the fact that personal matters are
going to be discussed. This is so that s/he is not
overwhelmed or bored with the studio visit since
this would hinder the visited artist to speak freely
and frankly. This model can be called upon at any
time in the art making process; since personal matters such as sickness or even death of a loved one
can come unexpected.
You can have a walk or go with your visiting artist to
a certain location, exhibition, person, job, migration
office and so on. The only rule or boundary is the
time frame you and the visiting artist have agreed
upon. Both must communicate and protect their
own boundaries of what is socially, legally, and financially acceptable to them, since there are no real
restrictions or rules except the agreed time frame,
and the context of artistic development. This model
could also be called the free model not merely
because the studio visit could take place outside
of the studio context but also because it addresses
personal matters, and could be informal, or still be
placed in a formal setting.

Unless the visited artist is a very good listener and
this is something s/he already practice and is good
at. S/he can use in between sentences, such as:
“So what I hear you say is that you work mainly with
video;” “So how I understand it is;” “To clarify again;”
or simply “So;” It might feel unnatural to repeat again
and again what you have heard. This means that as
the visited artist continues to say the same things, it
becomes clear to the visiting artist that is what they
need to repeat back to the visited artist in order to
make the visited artist aware of this.

Kim Engelen / Critical and Pedagogical Studies MFA 2

1. The Etchings and
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Redon. (Chicago: The
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Ana-Maria Hadji-Culea
Afloat on speech that is elsewhere
07/03/2013   John spoke about the other
worldliness of the Word, descending into the
world as an embodiment of extraterrestrial
substance, to live among but ever different from
human beings.
I think of speech as an actualisation of thought
that is bound to, and occurs in, the body. The
speaker does not only voice, but embodies it,
lends body to it. Speech needs this and is as
much a part of this body as for instance a freckle. A speaker may catch speech as for instance
sinusitis. But it is evident that the speaker and
speech are never one – they can at best enter
into and exit one other. One always runs the
risk of running out of speech and never being
closer than in orbit.
19/03/2013   To advance, speech needs the
very body that traps it.
Caption: Odilon Redon, L’œuf [The Egg],
Lithograph, 1885, An early state before the left
eye was blackened.
The picture, never included in the catalogue
dedicated to Goya, shows an egg in an eggcup.
If one goes along with the logic of an anthropomorphic egghead, one would have to conclude
that the mouth would naturally end up just
below the rim of the eggcup. Assuming that the
proportions of the egghead correspond to the
proportions of a human head, the mouth would
naturally be muffled by the eggcup.
The cup is a hindrance to speech, to the
ultimate actualisation of a Cartesian precondition for being.
On the other hand, the cup is necessary for
the egg to be upright. Hence it is necessary
for making it a body. Speech demands a body.
Without the eggcup, the egg would merely be
a self-sufficient figure, beginning and ending in and with itself, and thus perpetuated.

Uprightness implies not only a likeness to the
human body, e.g., the foot of the cup resembles
a human foot, marking where the body ends
and what it rests on, but more than this, it is a
way to advance, as the Word was meant to be
disseminated, and a body still has to eat.
The colour black
Redon struggled with realistic representation,
and was unable to render form accurately. His
father told him to look at clouds.1 He would fail
the École des Beaux-Arts in an oral exam. Two
versions of L’œuf, both lithographs on paper
dated 1885, are in the collection of the Art
Institute of Chicago. In 1920 the institution
purchased Redon’s collection of etchings and
lithographs from his widow. He had commented on the black colour:
“One must respect black. [...] It does not please
the eye and it awakens no sensuality. It is the
agent of the mind far more than the most beautiful color of the palette or the prism. And so good
engraving will more likely be enjoyed in a serious
country, where out-of-door nature, since it is less
clement, makes man stay at home cultivating his
own thought, as in Northern lands for example,
and not in those of the South, where the sun
takes us out of doors and charms us.”2
Between 1879 and 1899 Redon worked only in
black and white.3 He valued printmaking for
its ability to disseminate thought like printed
text, yet strove to preserve an aura of the art
object by issuing his print portfolios in limited
editions.4 Black was his preferred colour until
the turn of the century when he returned to
oils and later pastels. But it was also indicative,
at least on a symbolic level, of artists’ growing
dependence on the printed word, as the influence of the critic became more pronounced and
a rtists more dependent on their production of
discourse to determine and secure the status
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Opposite page:
Can the artist speak?
2013
Performance
Black screen, spotlight,
concrete columns (by
Kah Bee Chow), egg-cup,
egg, mouth
Ana-Maria Hadji-Culea,
with contributions by Örn
Alexander Ámundason,
Kah Bee Chow, Jeuno JE
Kim, Henning Lundqvist,
Liv Strand and Megan
Installation view, Signal
Malmö
_
5. Charles Baudelaire,
“L’œuvre et la La Vie
d’Eugène Delacroix”,
L’Opinion Nationale,
22 November 1862.
6. Odilon Redon, À soi
même. Journal (18671915) Notes sur la vie,
l’art et les artistes.
(Paris: Henry Floury,
1922), p. 27.
7. Joris-Karl Huysmans,
Against the Grain.
(Dover, New York, 1969),
p. 60.
8. Gamboni, The Brush
and the Pen. (Chicago:
The University of Chicago Press, 2011), p. 289.
9. At this point I could
only imagine the egg’s
left pupil expanding and
cracking, as if speech,
unable to exit through
the only orifice, would
cause an implosion.
10. ‘Andy Kaufman on
Letterman (June 24th
1980)’ YouTube, http://
www.youtube.com/
watch?v=6p0sr2BejUk
Accessed: 1 April 2013.

of their work. Some visual artists might have
resented the power of the critic, having just
recently liberated themselves from academic
authority.
But Redon saw his work as topically indebted
to the written word – his image of a hot-air
balloon drew on Baudelaire’s description of modernity as “the monster balloon of perfectibility
and infinite progress”5. He also read works of
other artists – for instance when commenting
on Dürer’s print Melancholy in his autobiography À soi même: “It was thought to be incoherent. No, it is written. It is written along the line
and its mighty power alone.”6
At first, Redon was grateful for the support of
critics, such as Joris-Karl Huysmans. Huysmans would later be known for epitomising
self-indulgence and the ‘art for art’s sake’ ethos
in the decadent classic À rebours (1884), a novel
that came to be associated with the Symbolist movement. The protagonist Des Esseintes
is an avid collector of Redon and finds himself caught up in the “horrors of a nightmare
dream” 7 upon examining his collection. But the
friendship between Redon and Huysmans came
to an end, and in retrospect Redon considered
that his support for Huysmans was not reciprocated.8 Redon typified modern artists who
experienced an increasing urgency to defend
themselves from being misrepresented in print,
as artists became more present in the public
realm through an external voice.
In 1885 Redon made two lithographs for the
album Hommage à Goya. One of these appears
to be a study, and was not included in the
album. The second is a variation of the first picture. As in Goya’s Los Caprichos, the figure in
both pictures seems haunted, but not as much
by extraneous horrors, as by the realisation of
the condition that it finds itself in: of having a
body that is trapped by way of itself, one that
is as such bereft of speech. I returned to the
caption of the first picture, and a comment that
I found in the online catalogue of the British
Museum: “before the left eye was blackened.”
If this was a ‘before picture’, then what came
after? Would Redon find a way into speech?9
Weeks later, having found the second picture in

the online archive of the Art Institute of Chicago,
I noticed changes in the second picture:
On the right side of the egg, Redon added an edge
to the table that the eggcup is placed on. The edge
provides an end to roll off of, a possibility to tip
over. Then, in the background, just behind the left
eye, a cluster of heads has been added.
Problem
Aside from standing in for a body, the eggcup is
also a mode of display. Or, the same device that
muffles speech also creates an expectation to perform. This scene echoes the look on the face of
Andy Kaufman in 1980 on the Late Night show
with David Letterman. Sitting on a high chair
with a pained expression but an honest tone
in his voice, Kaufman speaks about his recent
divorce and his failed career, while the audience
bursts out in bouts of laughter. “I’d rather if you
don’t laugh, because I’m not trying to be funny
right now,”10 he says, right before walking off
into the audience asking for spare change.
No matter how honest speech may be, being
delivered on stage it cannot be accepted as anything other than distanced. Kaufman’s insistence on speaking what he claims to be the truth
unveils an audience that is a product of the
entertainment industry, where real life and the
frailty of real flesh is eradicated, and replaced
by scenarios and characters, and speech has no
other function than to entertain. These must
be the badlands of critique, where anything
spoken is met with the same eroding sound.
The audience creates the expectation to speak
and dissolves speech by way of its expectation.
As the audience blooms in the background of
Redon’s picture, the left eye was blackened in a
way that makes the eggcup more fully visible.
The trapped figure of the egg neither implodes
nor is assaulted by the artist, but in fact becomes transparent.
By the time of his death in 1916, Redon
had started to write an account of his life that
would be published years later as À soi-même:
notes sur la vie, l’art et les artistes (To Myself:
Notes on Life, Art, and Artists): taking speech
into his own hands.
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Can the artist speak?
2013
Performance
One of two booklets
accompanying the
performance
14,8 × 21 cm

To extend the question of speech beyond my commissioned writing assignment,
I asked
Örn Alexander Ámundason
Kah Bee Chow
Jeuno JE Kim
Henning Lundkvist
Liv Strand
Megan Francis Sullivan
- Can the artist speak?
The artists could use their own voice to record an answer and I promised to lip-sync
this in front of a live audience. They received no further instructions. The following
are the scripts that were sent, together with the recordings, in the same order as they
were received.
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Andy Kaufman died of lung cancer in 1984
and his talent for merging biographical reality with fiction in his performances pushed a
conspiratorial theory among a group of fans of
him staging his own death.
It may seem absurd, although not surprising, that a one-day program was recently
dedicated to Kaufman at MoMA PS1, with the
title The Andy Kaufman Effect – Comedy in
the Expanded Field. Whether or not one might
want to go into detail about the nature of the
expanded field of comedy, the field of art does
seem sufficiently expanded so as to neutralise
voices of dissent by way of its expansion into
entertainment. The integration of critical voices
serves the purpose of solidifying the credibility
of the institution, transforming any potential
discomfort into likely amusement. It is a voice
that erodes, whether it is delivered by a Late
Show studio audience, or the educated, selfconscious public of PS1.
13/03/2013   The voice speaks of an incident
abroad: a condition that was diagnosed, one
that is predicted to reappear at a later unknown
moment. The son says: “Mother, give me the
sun. The sun. The sun.”11 Or, a voice that is
radiant and clear of doubt, self-reliant and
self-sufficient. Having exited the body of the
mother, the place of ultimate reciprocation,
towards the light, the speaker finds himself not
in the light but in an in-between-state, where
acceptance of the separation from the motherculprit and the transition to an autonomous
state of being is enforced. The longing to be
returned to the state of motherly reciprocation
cannot be reconciled with the desire for a fleshless, self-sufficient and illuminated voice - this
is the conflicting situation that predetermines
speech as it inflicts itself on an intimate level.
10/03/2013   The other day I noticed slight
deformations on the sleeves and bust of my
woollen sweater. I was travelling, so it has
been in use nearly every day. The hem outgrew
itself, making it look pleasantly inhabited. The
sleeve adapted just enough to allow room for
the elbow to wobble, enough to house without
imposing. If only my relationship with words
was as serene. Words have always been a struggle, and the struggle persists. How to find ways
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of speaking that are not too unbearably watered
down by commonplaceness and repetition.
Instead of gaining a modest but comforting
patina, words seem to have lost their charm.
They no longer seem credible. Sometimes, just
having to repeat certain words, pains. Has one
placed too much faith in words? How to ever
say the word “great” and mean it?
Great…
As if it was all there possibly was to say.
Plucked apart letter by letter.
If saying it again and again would grow a body,
how would one find a way into this body?
24/03/2013  Recommendations of online
forums for parents who suspect that their child
might be having difficulties speaking. To lure
speech in, it is advised to take the child to visit
places like the zoo, the circus, the beach or
gardens. These places are likely to stimulate
language. One should begin with short and
concrete words, beginning preferably with
nouns, then moving on to verbs, that relate to
the child’s immediate experience. One can then
proceed to a more abstract vocabulary. One
should be consistent when using words – for
instance, say good morning every morning and
good night every night.
In the beginning a child perceives itself as
transparent. For young children there appears
to be no boundary between themselves and
their parents. Around the ages of 5 or 6, the
child discovers an inner room, an inner space
inside one’s body as a room that can be closed
off from the outside. Children may be surprised
at the realisation that the parents are not able
to see straight through them, or to read their
minds.12 They are delighted by compartments,
cupboards, drawers. When Walter Benjamin
recounts his favourite pastime as a child, it is
going through his dresser until he would reach
his socks at the far back, where these would be
rolled up like a small pocket. Letting his hand
slide into the pocket would be a great pleasure,
attracted by what he could grasp on its inside.
Whenever he would unroll a pair, he could
still hold on the inside, although the pocket
was gone. Benjamin perceived this was a lesson
about the sameness of form and content, of the
veiled and unveiled.13
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11. Audio track of Mike
Kelley’s Arenas installation at the Stedelijk
Museum in Amsterdam,
viewed in March 2013.
12. Max van Manen and
Bas Levering, Child
hood’s Secrets: Intimacy,
Privacy and the Self
reconsidered. (New York
and London: Teachers
College Press, 1996),
pp. 110-112.
13. Walter Benjamin,
Berliner Kindheit um
neunzehnhundert.
(Frankfurt am Main:
Suhrkamp, 2006), p. 58.

14. Novalis, Philosophical
Writings, ed. Margaret
Mahony Stoljar (Albany:
State University of New
York Press, 1997), p. 83.
15. Novalis, Notes for a
Romantic Encyclopedia.
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ed. David W. Wood (Albany: State University of
New York Press, 1997),
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17. Ibid.
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20/02/2013 In Japanese, the word “ma” is
one that, instead of elucidating, marks a gap
or a space between two structural parts. It
means “space” or “pause”, but also suggests an
experience of form and non-form as simultaneous and interdependent. A high-school friend
who moved to Tokyo to study architecture
would often insert “ma” in our conversations,
as he would reflect on what had just been said,
before being sure of what would follow. I was
impressed by how he would stretch the word to
various lengths and pitches, but often wondered
if he in fact had misunderstood and was using
the word to fill in silences, just as modern architecture had filled in Japan with concrete.
The Kanji symbol for the word “ma” pictures an
entrance through a double door. Through the
split one can see the sun.

間
Fig. 1
Picture of and the word “ma”

Potentization
“[...] it is such a marvellous and fruitful mystery,” Novalis writes in 1798, “for if someone
merely speaks for the sake of speaking, he
utters the most splendid, original truths. But
if he wants to talk about something definite,
the whims of language make him say the most
ridiculous false stuff. Hence the hatred that
most serious people have for language.”14 Novalis spoke through the voice of Romanticism.
At that time he was working with fragments
towards a new literary form of art. Through
fragments, Novalis was seeking to find a larger
picture, a connection between human and
natural sciences. In the large volume of notes
carrying the working title Das allgemeine
Brouillon – “Brouillon” meaning a rough draft
for a notebook - he tried out ways of using fragments to make an ideal body.
Novalis was seeking to bring together all the
principles that underlie the arts and the sciences
in one text, using the neologism “encyclopedistics”15 to describe this universal body.
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Can the artist speak?
2013
Performance
Dress rehearsal for
Friction Frustration
Fatigue Suit

Fragments were the hallmark style of presentation during Romanticism. Friedrich Schlegel,
a philosopher and contemporary of Novalis,
saw fragments as something self-contained,
“like a hedgehog.”16 Novalis, in his turn, saw
them as “beginnings of interesting sequences
of thought – texts for thinking.”17 In 1798, Novalis thought about writing to Schlegel with an
excerpt of his writing, but was unable to make
up his mind in terms of what the form of the
book he was writing actually was. Was it search
or research (recherche), a collection of fragments, a report, a story, a review, a monologue,
a fragment of a dialogue or a speech, etc.?18
Novalis would appropriate ideas and tools from
one discipline and use them in another. One
main aspect of German Romanticism was,
for instance, applying mathematical methods
to poetry and literature, in a process named
“potentization”. Since the world was considered
to have lost much of its original significance
and should thus be re-presented in new and
unusual ways in order to regain it, the process
of potentization, borrowed from mathematics,
was meant to create ways of extending meaning
beyond the quantitative domain. By applying
potentization to other fields, anything could
potentially gain a higher power. This was the
purpose of romanticising. By romanticising, the
world would be able to regain meaning that had
been lost:
“By giving the common a higher meaning, the
everyday, a mysterious semblance, the known,
the dignity of the unknown, the finite, the appearance of the infinite, I romanticize it – For
what is higher, unknown, mystical, infinite,
one uses the inverse operation – in this manner
it becomes logarithmicized – it receives a common expression.”19
Novalis’ text is structured as a system of classifications and was revised in 1798. Heading
number 597 states: “The ordering of my papers
is dependent on my system of science. Classification of all my thoughts, and an index of
these titles. Revision of the thoughts.”20 Each
entry received a title of its own according to the
category that it was assigned to, and anything
that was considered unrelated, such as personal
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Can the artist speak?
2013
Performance
Script for Friction Frus
tration Fatigue Suit
– a performance within
the performance

friction frustration fatigue suit
a simulation of the experience and weight of being entangled in oneself
lashing straps with handle 1,50 m.
here is the weight of the head.
this is for compressing head with the spine.
this encircles the waist, restricts pelvic movement,
prohibits to pivot or bend bust easily.
the harness reduces joint mobility in the shoulders,
making it harder to reach things up and low.
protective eyewear in yellow.
this is to blur vision.
on duty piqué shirt in quick-dry polyester.
this sweats.
neck brace.
reduces spine rotation.
simulates spinal compression.
knee brace.
hand brace.
this is to reduce strength and mobility in hands and legs.
glove.
glove.
weakens the grip.
white stretch jeans.
ergodry U-Power shoes with foam padding,
simulate a feeling of uncertainty.
throw off balance.
shorten pace.
molton earplugs.
tune out high-pitched sounds.
steel washers on elastic luggage straps with hooks 30 centimeters.
elastic luggage straps with hooks 60 centimeters.
reduces hamstring flexibility. shortens gait.
create slower, shorter leg movements while walking.
we will now demonstrate how the weight of being entangled in oneself
can influence how one eats an egg.
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notes, was eliminated. The titles stretch from
more traditional disciplines such as physics,
chemistry, philosophy and medicine to more
unusual topics, such as anthropo-morphic
physics, musical mathematics, poetical physiology, logical dynamics, and theories of the
future of life.
Impotence
It was perhaps a similar desire for regaining
meaning through language that informed
Roland Barthes’ lectures on the Neutral held at
the Collège de France between 1977 and 1978.
While Novalis sought to create a foundation
for a universal theory via the categories that
he constructed, Barthes was meaning to open
up the very structure of language by critiquing
binary oppositions21 that structure and determine meaning in Western thought – proposing
instead the Neutral as that which outplays or
‘baffles’ the paradigm by suspending dichotomies. Barthes’ style is elliptical, airy. He claims
that his intention is not to find a definition, but
rather to name and to collect under one name.
Like Novalis, he makes a list of categories –
23 traits that he proposes as the possible embodiments of the Neutral, from which utopian
forms of speech may arise. But the promise
does not lie in the potentization of meaning by
binding these categories together, but rather
in various forms of withdrawal. By preserving
discourse from the pressure of affirmation, he
claims that it can be nuanced. Moreover, potentization is not provided through an omniscient
author offering explanations. Barthes has no
desire to explain but rather describes, in what
he calls a “nonexhaustive manner.”22 Barthes
admits that the Neutral cannot function as
a philosophical concept, since philosophy
demands consistency, which would in turn
mean avoiding necessary contradictions. But,
contrary to Novalis, he claims that speaking of
the Neutral as a universal would be arrogant.
A section dedicated to presenting his methodology is dedicated to fragments. He asks: “Why?
Why this discontinuous exposition?”23 Is it
because of his own inability to make a development, or his disgust for development?

The sequence of fragments that are the written
body, he adds, creates an ongoing motion, a “flux”,
which does not point towards a final meaning or
a conclusion. This form, instead of aiming for a
binding narrative, remains open to re-readings –
the principle of “nonexhaustivity” being to create
a projective space, to imagine a space that is not
determined by syntagm; the dogmatic construction in which words are arranged.
Barthes withdraws the Neutral from the “dis
passionate apparatus of intellectual nature”24 by
naming it desire. It is as a form of desire, or pathos, that the Neutral embodies the theme of his
lecture. In doing so, Barthes frames the Neutral
as a personal concern, without making totalising
claims, noting that the Neutral is not driven by
the will to possess.25 The personal desire is not
limited to personal experience, but opens a way
into a common speech.
10/03/2013  Words are often expected to arrest and fixate. Ever since my first encounter with
educational institutions, the emphasis with regard to speech was on how to use words in order
to make a clear statement that would serve one’s
interest. Very little concern on the other hand for
the word itself – once the word has been learned,
never a time to listen to the word itself, the sound
that it makes, to make it a body that is not an argument, that does not serve a purpose, that does
not make a point, and may not be convincing.
Use a word to make a picture. Pictures, graphs,
models would be made of what is abstract; words
would serve to concretise the abstract.
The connections made between the body of
the speaker and the body of the word in the
traditional system of education are pragmatic –
once learned, the word should serve the speaker.
This utilitarian approach to words as preferably
well-arranged sequences delivered to perform in
one’s interest, assumes that language is located
somewhere outside of direct human experience,
and that in order to make proper use of it, one
needs to master it and groom it.
Pourquoi suis-je si belle?
Parce que mon maître me lave.26

21. Binary oppositions
were avidly employed
in the rhetoric of the
Sophists. Around the
fifth century B.C.E., with
participatory democracy
establishing itself in the
Athenian city-state, the
demand for creating
opportunities for political
professionalisation arose.
Ambitious young boys
attempted careers as
politicians and Sophists
claimed that they were
able to provide them with
the necessary tools for
pursuing their ambitions,
against payment. They
travelled around Greek
cities, claiming to teach
their students the necessary skills for achieving
success, such as rhetoric
and public speech. The
Sophists did not belong to
a unified organisation and
did not share a common
ideology, but were accused of abusing philosophy for their own benefit
and for relativising language. Although no writings of the Sophists exist,
and the only means for
trying to understand their
methods is via secondary
sources, it seems that the
Sophists’ use of rhetoric
was not concerned with
a deeper understanding
of language, but rather
infested with verbal tricks
that might appeal to the
public, in order to gain an
advantageous position
over the opponent, similar
to the techniques used
in contemporary political
debates. The Sophists,
in particular Protagoras,
would often structure arguments in pairs, in favour
and against, a dichotomous split that can still be
found in courts of law.
22. Barthes Roland,
The Neutral. (New York:
Columbia University
Press, 2005), p. 11.
23. Ibid., p. 10.
24. Ibid., p. 12.
25. Ibid., p. 13.

21/03/2013   As the art world stretches itself
out into academia, the task of reimagining
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speech gains new relevance. Barthes’ approach
to the Neutral and fragmentary form formulates a possible ethos. Philosophy and other
sciences demand consistency, which excludes
the possibility for contradiction and requires
systematic methodologies. But art is not bound
by the same restrictions and should not be required to withstand logical verification. Speech
needs to be considered through this very fabric
of art, which has the ability to, and often benefits from being interrupted and interrupting,
contradictory or contradicting.
Any minute now
In January 2011, Elke Krystufek and Chris
Kraus were invited to give a joint speech at the
Akademie der bildenden Künste in Vienna.
The talk, entitled Where Art Belongs - the most
hopeful project, promised a reading from the
fresh-off-the-press collection of essays by the
writer and critic Kraus, and moreover alluded
to a project from 2005 that they had collaborated on at the kestnergesellschaft in Hannover.
As the talk was about to begin, Krystufek was
still missing. The moderator, Elisabeth von
Samsonow - a philosopher, artist and professor
at the AdbK in Vienna - announced that she
was on her way. In fact, nobody knew where
she was and what kept her. When Krystufek
showed up, some forty minutes later, Kraus
was reciting a passage from her new book. The
artist was wearing a self-made hijab with floral
patterns in bright colours. She said, “Sorry for
being late. I was struggling with the dress.”
When she proposed to read from the Book of
Hadith (a collection of sayings by the Prophet
Muhammed providing an introduction to
the Quran), von Samsonow suggested that
Krystufek was offering the audience “some interesting dialectics” with her appearance, and asked
if the attire might be a comment on the way she
experienced herself as a producer—always under
the pressure of making and showing work?
Was she, as suggested by Susan Sontag in ‘The
Aesthetics of Silence’, facing her via negativa as
the mystic whose quest must end in a theology
of absence, the same way as art seeks its opposite
by eliminating “the subject”, “the object”, “the

image” in the pursuit of silence?27 And was this
silence a response to a perceived indebtedness?
As the comedian on stage is led into the realisation that every word is entangled in a debt to
entertainment—a situation in which a passage
into silence might be tempting, even though it
does not promise release—the artist is equally
entangled in a debt to an expected delivery,
captured in von Samsonow’s “any minute now.”
If one was to imagine speech that is not
indebted, this might echo the Greek notion of
parrhesia, a way of speaking openly and truthfully without the use of rhetoric, generalisations
or manipulation 28 (recalling perhaps Barthes’
remark on the desire for a disinterested speech),
to which Foucault devoted a series of six
lectures at Berkeley in the fall of 1983, where
he summed up the position of the philosopher
confronting power with the truth. Speech is
related to the speaker by way of the their moral
qualities, and even more so, by their relationship to the figure that they are confronting
with their speech: parrhesia implies a risk on
behalf of the speaker, as their truth-telling
might threaten their own social status or their
personal wellbeing.
Although parrhesia rejects indebtedness to
authority, it presupposes clarity in terms of
how social relationships and public space
are manifested. Krystufek’s avoidance of an
explanation on the other hand rather, insists
on maintaining confusion, deeming the clarity
of an explanation as too simple. The following procrastinatory time of the two and a
half hour-long talk was negotiated via three
uncompromising positions – the philosopher/
moderator trying to extract an explanation
(or a confession) from the artist; the writer/
critic who kept misquoting her biography,
filling in speech gaps with passages from the
book; and the artist herself, withdrawing
from all invitations to represent, and refusing to be interpreted. Krystufek’s persistence
recalls former silences, such as the composer
Kaikhosru Shapurji Sorabji’s ban of all public
performance of his work between 1936 and
1976, deeming all interpretation unsuitable.29
But hers remains evasive and inexplicit.
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When asked if wearing a hijab is an affirmation
of the patriarchal system, Krystufek claims
that she was always wearing something different on her head when she was performing as a
feminist. When asked if she wants to stop being
identified by her work, she answers that she is
very dedicated to it. When Kraus asks if she
wants to show her video, she replies that she
did not bring it, since she did not think that art
belonged there. Instead, she offers to show the
panel pictures on her camera:
EK: That is all I have now. That’s Dubai in the end.
CK: Wow, we better wait, because they cannot
see these.
EK: No, but they cannot see a lot of other
things, too.
EvS: Can we make them visible to the public?
Like, to show them? Hm?
EK: I think that’s good. That’s the subway in
Dubai.
CK: Aha.
EK: They have an amazing metro.
EvS: But it is excluding everybody from the
talk, I feel. It’s a big gap we install right now.30

30. Unofficial audio
recording of the talk
Where Art Belongs – the
most hopeful project
at Akademi der bildenden
Künste Vienna, 14 January 2011.
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Karin Hasselberg
Considering Sites: A Learning Perspective
In an attempt to identify my processes of learning, in this essay I outline my graduation project
as part of the Critical and Pedagogical Studies
Programme at Malmö Art Academy. The articulation of my own learning process could form the
foundations on which future spaces and methods
may be created where I can learn together with
others. I will begin by introducing the institution where my project takes place, Skissernas
Museum in Lund, as well as my ideas around the
notion of site. Including sites where physical and
complex forms have been an important base for
my learning and thinking over the past years.
Skissernas Museum in Lund
My graduation project, entitled Considering Sites,
takes place at Skissernas Museum in Lund, in
the south of Sweden. Skissernas Museum’s remit
is to collect sketches and models for works in
public space: works that are often produced on
commission for specific sites. Professor Ragnar
Josephson who founded the Museum in 1934
was fascinated by the creative process of the
artist and wanted to follow the artwork from
“its birth” to its final stage: today the Museum’s
collection holds almost 30,000 pieces by artists
from all around the world. The sculpture park
in front of the Museum has models for works
permanently installed with specific projects
also taking place here. Inside the Museum a
programme of temporary exhibitions intertwine
with permanent exhibitions displaying works
from the collection. Once fully part of Lund
University, since 1979 the Museum has its own
status, directly linked to the Rector’s Office of
Lund University.1
My Project
The focus of my project is to look at and articulate a variety of relations between a work of art,
the site, and place where an artwork is installed
and presented. I do this in order to investigate

the possible ways in which one – as an artist –
can be specific in relation to a site. The project
exists as an installation built up from sketches,
archival material and models for works from the
Museum’s collection. Alongside the installation
my project also includes the presentation of the
installation, both during the process of working
on the installation and as an exhibition inside
the museum. Before I start to outline the project,
I will attempt to define the concept of site.
What is a Site?
The development and understanding of the concept of ‘site’ in art runs parallel with and is part of
the development of institutional critique. It could
be said to have had its beginning in the late 1960s
and early 1970s with artists making works physically bound to, relating to, or reacting against
their immediate surroundings. At this time the
immediate surroundings were often museums and
galleries. If, as curator and critic Simon Sheikh puts
it, institutional critique could be said to “indicate a
direct connection between a method and an object:
the method being the critique and the object the
institution,”2 then in this first phase of institutional
critique, making works that directly existed on the
site where they were made and presented, could be
seen as one method to exercise that critique. Writer
and curator Miwon Kwon writes:
“Whether inside the white cube or out in the Nevada desert, whether architectural or landscapeoriented, site-specific art initially took the site as
an actual location, a tangible reality, its identity
composed of a unique combination of physical
elements: length, depth, height, texture, and
shape of walls and rooms; scale and proportion
of plazas, buildings, or parks; existing conditions
of lighting, ventilation, traffic patterns; distinctive topographical features, and so forth.”3
Shifting the location of the actual artwork, so
that the artwork sometimes existed entirely
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through its surrounding (including works by
American artist Robert Smithson)4 was, in part,
a reaction against much of which we today associate with modernism. Kwon again:
“If modernist sculpture absorbed its pedestal/
base to sever its connection to or express its
indifference to the site, rendering itself more
autonomous and self-referential, thus transportable, placeless, and nomadic, then site-specific
works, as they first emerged in the wake of
minimalism in the late 1960s and early 1970s,
forced a dramatic reversal of this modernist
paradigm.”5
Coupled with parallel developments in society
such as the feminist movement, in the 1970s
the notion of what actually constituted an
institution, and in turn the underlying structures that constituted a site, began to include
such relations as economy, culture, history and
gender. With reference to works such as Mierle
Laderman Ukeles’ series of ‘maintenance art’
performances from 1973 in which she extensively scrubbed the floors of the Wadsworth
Atheneum in Hartford, Miwon Kwon continues
her argument by stating, “in these ways, the site
of art begins to diverge from the literal space
of art, and the physical condition of a specific
location recedes as the primary element in the
conception of a site.”6
In the 1980s artists began to recognize that
their own position, as artists, also had a role in
the critique against the art institution. With institutionally-critical artists soon being invited in
to institutions in order to perform their critique
against them, towards the end of the 1990s and
the early 2000s it is arguable that institutional
critique had become part of the institution. As
American artist Andrea Fraser wrote in 2005:
“How can artists who have become art-historical
institutions themselves claim to critique the
institution of art?” 7 Further on she outlines the
consequences of this institutionalization:
“Today, the argument goes, there no longer is an
outside. How, then, can we imagine, much less accomplish, a critique of art institutions when museum and market have grown into an all-encompassing apparatus of cultural reification? Now,
when we need it the most, Institutional Critique is
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dead, a victim of its success or failure, swallowed
up by the institutions it stood against.”8
Here the project of institutional critique, and
with it the possibilities of site-specificity, to some
extent reaches an end. But this end is also where
a third phase begins. This third phase is often
said to be discursive and exits the art institution
in order to engage with topics specific to social
sites. However, this does not operate without
problems and consequences. What possibilities
and duties reside within this third generation of
institutional critique is today highly debatable.
Acknowledging that it is a discussion with many
opinions, I will not go in to this further here.
My own ideas and standpoints on what a
site is, are two-fold at present. Although I am
aware of the multitude of complex aspects and
relations that constitute a site (including aspects
that go beyond our perception of time and
space) again and again I am drawn back to the
relevance of the physical, concrete site. It is a
chain of negotiation that goes back and forth.
Although I know that the physicality of a site
in many ways does not matter theoretically, I
feel that it does matter. Where I am right now,
does matter. Where I read and discuss a certain
text with others, does matter. Where a work of
art is presented, installed, does matter. This is
something that I will consider in various ways
throughout this text.
The Structure of the Installation
When I first began to spend time at Skissernas
Museum in January 2013 I did not know what
to expect, or what form my project would take.
My main interests were the relations between objects and sites; this being one of the reasons I had
chosen this specific museum with its collection
of models for works in public space. I was also
curious to experiment with how pedagogy and
communication could find their place as part of
the project.
At the beginning of February 2013 I had a
visit planned to the Henry Moore Institute, a
research centre for sculpture studies in Leeds.9
Therefore, at Skissernas Museum in Lund, I was
inspired to begin my research by looking in the
boxes containing archival material on Henry
Moore. Moore had donated the full-scale model
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for his sculpture Hill Arches to the Museum, and
it was through this that I was inspired by the various playful relations between object and site.10
On my way to Leeds I stopped over in
London. Attracted by a press image with the title
Alphabet of Things (1964) that depicted L-shaped
objects arranged in a seemingly specific order, I
went to see the retrospective exhibition of works
by Czech artist Běla Kolářová at Raven Row
in east London.11 The systematic, investigative
feeling I took from the press image continued
to move me once at the exhibition. The way in
which the works were arranged in the rooms,
and the way that Kolářová had arranged the objects inside her works, contributed to this feeling.
Seemingly systematic collages built up as investigative grids of eggshells,
paper-clips and samples
of make-up. It was as
if she was carefully
looking at and thinking about something;
as if one thing had led
to the next; as if I, as
the viewer, was invited
to look at an ongoing
experiment and process.
At one point in the
exhibition there were a
series of photographs of
children at play. Occupied by thoughts around
pedagogy, I reflected
upon my own systematic, investigative, ways of working; of how one
work always seems to lead to the next.12
Back at Skissernas Museum in Lund the
material I had found in the archives began to
pile up and no longer only included Henry
Moore but also the works of Elli Hemberg,
Vera Székely, Alexander Calder and Marta Pan,
among others. In order to be able to navigate this
material, figure out where I was going with my
project, and in turn be able to communicate my
direction within the museum, I began to identify
the various kinds of relations between objects
and sites that I had found so far. Literally replacing the eggshells, make-up samples and paperclips in Kolářová’s collages with works from the
Museum’s collection and archive, I began to
build a grid of various relations between object
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and site. This grid, which I call thought pattern
on relations between object and site, has become
both a formal and conceptual device on which to
build my installation.
The Thought Pattern
The thought pattern consists of eight groups,
eight relations, between object and site. The
eight groups are as follows: object anchored in
site; object and site integrated (becoming objectsite); moving object; site changing around object;
object becoming site; time; object-site as event;
and the temporary. I will consider the event later
in the text.
Each group is translated and abstracted into
various formations of squares in
three tones of grey.
The darkest grey
indicates object,
the lightest grey
indicates site, and
the medium grey
indicates a fusion
between object
and site. For each
group the squares
are assembled
differently. Each
group is given its
own “symbol” or
“sign” which tries
to communicate
the group’s specific relation between object and
site. The use of symbols and various formations
helps me to develop the installation. It is as if
these symbols “appeared” in my head when I
found the various materials. Placing several of
them in a grid helps me to develop my thoughts.
It enables me to be in-process. I will return to
this towards the end of the text.
Spatial Structure of the Installation
The installation in the room at the Museum follows the structure of the thought pattern – both
formally and conceptually. Each of the pedestals on the floor, and the objects placed on the
pedestals, correspond with one of the groups in
the thought pattern. Also, each group of archival
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Thought Pattern on
the Relations Between
Object and Site
2013
_
10. In this relation
between object and site
I have focussed on the
physical site. Throughout
my work the physical site
functions as an entrance
to think through and contemplate the complexities of site.
11. Bela Kolárová, 31
January to 7 April, 2013,
at Raven Row, East London. Exhibition curated
by Marie Klimešová and
Alice Motard. Press image Alphabet of Things,
1964, Silver bromide
photograph 23.6 × 35 cm
courtesy of the Estate
of Bela Kolárová. www.
ravenrow.org/exhibition/
bela_kolarova/
Accessed: April 27 2013.
12. This is demonstrated
by my series of holes
which I have dug since
2004. I dig these holes
with a shovel in various locations. Through
the digging I reflect on
the digging of the holes
themselves; on how this
can be art; the performative and ephemeral
aspects; the importance
of location; and so on.
Through every hole I try
to come to terms with a
problem or thought, only
to be confronted with
another.
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Considering Sites
2013
Detail

material hung on the wall, corresponds with
one of the groups in the thought pattern. In this
way the thought pattern is twice repeated in the
installation: once on the floor, through eight
pedestals, and again on the wall, through eight
groups of archival material.
Besides the archival material and models
for works from the Museum’s collection I have
added other things to the installation. One is a
grey curtain hung from the ceiling in relation
to – and in order to underline – the point in the
installation where I am thinking the event. A
plant is also included: this is placed on the floor
in relation to the site changing around the object. Archival photographs inside the installation
show both curtains and plants in relation to the
two groups. The formal and conceptual choice of
these items has been inspired by the material in
the Museum’s collection.
The installation also includes a series of slides
presented on a carousel slide projector placed
on one of the pedestals. The slides consist of
photographs I have made of the sculptures in the
museum park and their surroundings between
January and April 2013, the period during
which I have been working on the installation.
Also included is a book from the Museum’s
library which is placed on one of the pedestals.
It is a book on Henry Moore, open on a certain
page that describes the works he made in the
1960s. This is the period when he worked on his
three-piece reclining figures, one of which is Hill
Arches, but it is also the decade when site-specific
interests began.
The thought pattern, the names of the eight
groups, information about the individual models
and objects on the pedestals, together with a text
outlining the spatial relations between thought
pattern and installation are also placed on the
wall inside the room next to the installation.

installation makes a return to modernism. I will
return to this later in the text. The talk ended
with a walk through the installation: here I
discussed why the objects or archival materials
had ended up in specific parts of the installation. When I came to the seventh point in the
installation – the event – I made a direct relation
between the installation and what was happening right there and then – the actual opening of
the exhibition:

A Talk and Walk through the Installation

What is an Event?

At the opening of the installation I read aloud
a text in the space. With this text I shared my
ideas behind the thought pattern, and particularly the fact that it had been first and foremost
constructed so that I could understand what it
was I was actually doing. The text also included
a short introduction to the developments of sites
and the site-specific and some ideas on why my

When I think of an event I think of a gathering
of some sort: a gathering for a limited amount of
time; a gathering with a beginning and an end.
One of the moments I began to think of the event
in relation to site-specificity was in Amsterdam in
January 2013 when I attended a seminar where
one of the invited speakers was the American artist Gregg Bordowitz.13 He began his talk – Testing

... The seventh point in the thought pattern and
the installation is object-site as event. An event for
me indicates
a limited
amount of
time where
something
happens, takes
place. Here
[pointing
with my hand
to the wall]
are archival
material with
news articles
from when
the full-scale
model for Hill
Arches by Henry Moore was assembled. The Museum visitors were invited to help put it together,
as an event here at the Museum. But I am also
thinking of what is happening here right now, an
opening. Before we all came here tonight, we were
all somewhere else, doing different things. And then
we come here, for a short moment of time, and then
we go off and do our things again. Maybe the event
is a possibility to continue thinking the site-specific?
That we for a short moment can create and constitute something site-specific?...
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Considering Sites
2013
Opening talk
_
13. Seminar Appro
priation and Dedication
arranged by If I Can’t
Dance, I Don’t Want
To Be Part Of Your Revolution, January 2013,
Amsterdam
www.ificantdance.org
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14. http://whitney.org/
Events/GreggBordowitz
(accessed 2013.04.27)
15. Kristine Stiles and
Peter Selz, eds. Perfor
mance Art, Theories and
Documents of Contem
porary Art: A Source
book of Artists’ Writings
(California: University of
California Press, 1996),
p. 682.
16. http://en.wikipedia.
org/wiki/Experiential_learning (accessed
2013.04.28)
17. Miwon Kwon,
One Place After Another:
Site-Specific Art and
Locational Identity
(London: MIT Press,
2004), p. 46.

Some Beliefs – by underlining the fact that we had
all been somewhere before we came to this seminar,
now we were all here, and at the end of the day we
would go to different places again. In the evening
after the seminar I went for some drinks with a
friend of mine and we began to reflect upon the
site-specific qualities of his talk. It was not only the
framing of the talk; he read poems written by black
gay men from the book In the Life: A Black Gay
Anthology, several of them by now-deceased friends
of his.14 He underlined the fact that poems by gay
black men were not the “regular” kind of culture
digested within seminars such as the one we were
attending. By his reference to certain sites and specificities of sites, I was inspired to make use of this
framing in my opening speech at the Museum.
Throughout my installation I am suggesting
the temporary and the unstable as ways to continue
the critical agenda of site-specificity. As I have
already mentioned, with the works of artists such
as Mierle Laderman Ukeles, temporary works and
performance art were already part of the movement
from the outset. Allan Kaprow’s event-like gatherings called happenings, which took place around
this time, might also be interesting to consider,
although it is important to underline a crucial difference. On the origins of the happening, referring
to Kaprow and the late 1950s, Associate Professor
of Art History Kristine Stiles writes that:
“In his happenings, the artist juxtaposed a diverse
group of simultaneous, polymorphic, multimedia
events and actions. Casting into question boundaries between discrete art objects and everyday
events and actions, the happenings gave visual
definition to the interstice between art and life.”15
In the light of these examples, my proposals
towards the event and the temporary has to be
seen as a continuation rather than a new approach to thinking the site-specific. Although
there are more ideas that could be mentioned
and unpacked, the mapping of the project so far
can serve as a base for reflecting upon my own
process of learning.
How do I Learn?
During the two years of following the Critical and Pedagogical Studies Programme of the
Malmö Art Academy, especially in relation to

the seminars on pedagogy, I have considered
how I learn. Although this is an exploration that
has only just begun, by starting to reflect on my
processes of learning I can begin to build methods and ways of working with others in learning
situations. Two ideas that have so far become visible are: that I learn from experience; and I learn
together with others. Although this may sound
broad I will specify what I mean by using my
exam project as an example, which in turn is part
of my own education within the programme.
Learning from Experience and
Learning Together
In pedagogics and education there is a term
called “experiential learning” which implies that
one learns from experience.16 Several pedagogic
models and educators draw upon and make variations of this. To simplify, one could say it is a
method that implies that one learns by reflecting
on what one has experienced.
For me, to learn from experience has its
consequences. One is that I find it difficult, in
advance of a project, such as the recent one at
Skissernas Museum, to be able to describe or say
what I will do. I might be able to outline why I
need to be at a certain place due to my theoretical and conceptual arguments which are based
on previous experiences, but I can not know
what my experiences, encounters and feelings
from being in that space can lead to before I am
actually there. Considering Sites has to a large
extent been carried out intuitively, and it is only
now after the project is complete that a process
of reflection and contextualization can begin.
In relation to producing works on site it is
useful to return to Miwon Kwon and her discussion of artists travelling from place to place in
order to produce site-oriented works for various
institutions. Mentioning the many research field
trips and extensive meetings with curators and
others working at a museum, which often might
lead to these people collaborating and becoming
part of the actual project, she concludes that,
“the project will likely be time-consuming and
in the end will have engaged the ‘site’ in a multitude of ways.”17
Though the aim of my project at Skissernas
museum is not to make a site-specific work or
installation per se, its relation to the site should
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not be overlooked. And the process of working
on the installation has taken on collaborative
forms, something in this context that I want to
underline as an important part of my learning
process and the development of the project. The
meetings at the Museum where I have continuously shared the development of the project
have forced me to articulate my ideas. The many
small, informal discussions over coffee and lunch
with the technicians, the attendants, the archivist, the receptionists and the pedagogues of the
museum have also taught me invaluable details
about the history and current operations of the
institution: information which in turn I have
inevitably been forced to relate to, or not relate
to, in my work.
Learning from experience is also something
that I associate with intuitive ways of working:
the recognition of being a physical body in a
certain space, and how one can learn from that
experience. Last autumn when I was working

with a group of eight students from the sculpture
department at the preparatory art school Idun
Lovén in Stockholm as part of my internship
for the Critical and Pedagogical Studies Programme, the students and I conducted a series
of site visits. With this course, which I called
Performing the (any) Site-Specific, and explored
various aspects of site-specificity, I asked us all
to think of a place which in one way or another was important for who we are, as human
beings, today. As a group we went to visit all
these places. At each place the person who had
chosen the site gave a presentation as to why
they had chosen that particular place. From my
perspective this was an experiment in trying to
do Miwon Kwon’s theories on sites, rather than
reading about them.18 This was a way to think
about sites and site-specificity, starting from our
own individual spaces. Towards the end of our
course I asked the students about their ideas on
why and how site-specificity could be important
to them, if important at
all. The following notes
were made whilst they
were talking:
…”it is important to
exist in some kind of
context”… “to give a
broader view on art”…
“identity”… “everything one does is so
dependent on it”…
“how various subjects
can get above a place in
an artistic context”…
“various people’s possibility to exist”… “a
time and space perspective”… “a way to tackle
an idea about time”…
“an individual’s positioning, relation in
understanding of someone else”… “Freire, one
person in relation to
another”19 … “timespecificity”… “people
in relation to other
people”… “identity,
from where?, why?”…
“including/ excluding,
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18. Parallel to our site
visits every Wednesday
morning we engaged
in close readings of
Rosalind Krauss’ essay
Sculpture in the Ex
panded Field. I chose this
particular text because
the term ‘sculpture in
the expanded field’ is
used in the description of the sculpture
program at Idun Loven. I
took this as an alreadygiven ingredient for the
context that we were in,
right here and now. In
some ways a text that
related to the space in
which it was being read
and discussed. Rosalind
Krauss, Sculpture in the
Expanded Field (New
York: October, The MIT
Press, 1979), pp. 30–44.
19. The students were
aware of the fact that I
was there working with
them from the position of
being a student myself.
This perspective of the
double role of the learner/
educant in the most literal
sense is something we
often discussed. I had told
them about some of our
seminars on pedagogy
and the readings of radical educator and thinker
Paulo Freire. At one point
in relation to the morals of
educants, he writes that
“… the regional emerges
from the local just as the
national arises from the
regional, and the continental from the national
as the worldwide emerges
from the continental.”
Paulo Freire, Pedagogy of
Hope: Reliving Pedagogy
of the Oppressed (New
York: Continuum, 1994),
p. 73.

20. George E. Hein
Constructivist Learning
Theory extract published
in Education: Documents
of Contemporary Art ed.
Felicia Allen (London:
Whitechapel Gallery,
2011), p. 46. (originally
sourced from George
E. Hein, extract from
“Constructivist Learning
Theory: The Museum
and the Needs of People”, paper for CECA
(International Committee
of Museum Educators)
Conference (Jerusalem,
15-22 October 1991);
reprinted in Developing
Museum Exhibitions for
Lifelong Learning, ed.
Gail Durbin (London: The
Stationary Office, 1996)
pp. 30–32.
21. bell hooks, Teaching
to Transgress: Educa
tion as the Practice of
Freedom (New York:
Routledge, 1994),
pp. 14–15.
22. Freely based on
information that I have
found in the archives
of Skissernas Museum
(author’s translation).
23. Website http://www.
greggbordowitz.com
and direct link to radio
show http://badatsports.
com/2007/episode91-gregg-bordowitz-anddavid-getsy-on-“queer”/
Accessed: 28 April 2013
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privileged positions in society, power positions,
power, economic systems”...
These reflections on site-specificity are evidence provide evidence that in the case of this
workshop, the physical experience and activity
of visiting sites, in combination with reflections
on those activities in the form of discussions and
reading of relevant theory, can work as a way
of entering seemingly theoretical discussions in
an intuitive, personal way. Professor Emeritus
George E. Hein outlines in his notes on “Principles of Learning” (part of a text on Constructivist
Learning Theory), a theory related to experiential
learning. He argues:
“Learning is contextual: we do not learn isolated
facts and theories in some abstract ethereal land
of the mind separate from the rest of our lives;
we learn in relationship to what else we know,
what we believe, our prejudices and our fears.
On reflection, it becomes clear that this point is
actually a corollary of the idea that learning is
active and social. We cannot divorce our learning from our lives.”20
American author, educator, feminist and activist
Gloria Jean Watkins, who writes under the name
bell hooks, discusses the importance of including life experience learning:
“...a holistic approach to learning and spiritual
practice enabled me to overcome years of socialization that had taught me to believe a classroom
was diminished if students and professors
regarded one another as “whole” human beings,
striving not just for knowledge in books, but
knowledge about how to live in the world.”21
Though today we might not be quite so focussed
on art and life as we once were in the late 1950s
and 1960s, I think it is interesting to return
to Allan Kaprow’s happenings as intersections
between art and life, particularly in relation to
pedagogy and learning.
Our Own Individual Spaces
To think and work from the very individuals
that we are is also something that I relate to
modernism. Rather than bound to a specific

time or considered an absolute, modernism also
relates to the personal and individual, much of
which site-specific art, and later institutional
critique, was partially reacting against.
All of the works in the installation at Skissernas Museum could be argued to be part of this
modernist paradigm. Since modernism in general
(if one can say general) is a rather broad term, my
installation looks at the artists individually. For
example, one of the artists is the Swedish sculptor and painter Elli Hemberg. She worked with
what is called ‘dynamic symmetry’, the opposite of
‘static symmetry’: for her this was a way to express
and come to terms with the constant movements,
and processes of continuous learning and development that she found in art.22 The installation also
includes a model for one of Hungarian sculptor
Marta Pan’s floating sculptures. It is a sculpture
that uses water as a pedestal and in turn lets the
sculpture float around without having to be fixed
in one place.
Visiting Gregg Bordowitz’s website I found a
link to a radio show in which he and the author
and theorist David Getsy talk about the notion
of ‘queer’.23 Although they consider re-visiting
modernism through a queer perspective, it was
interesting to listen to their conversation whilst
I was in the midst of considering the models of
works to be included in the installation. How can
we re-consider those works with the contextualizing question why? I also discussed modernism in
my talk at the opening of the installation:
...I would also like to say something about modernism.
Thoughts around the ‘site-specific’ was a smaller
part of the postmodern society at large. Postmodernism in reaction to modernism. Sometimes when one
reacts against something, it can become a bit black
and white. And, as we know, most often things are
not black and white.
I have been talking about the site-specific as a chain-development of critical thinking and mentioned then that
it has resulted in a range of various conclusions. For
me, and many others (because I am certainly not alone
in this), it has led to looking back towards modernism.
So, actually the ‘thing’ that the ‘site-specific’ originally
was a reaction against.
Maybe modernism was not as awful as one
thought?
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But this is not a proposal to go entirely back
to modernism.
I think the tools that we have been able to fully
develop through the postmodern turn are absolutely
necessary in order to re-visit modernism. These
tools give us the possibility to think how and why
things, such as objects and sites, are connected to
each other.
It is difficult and inappropriate to talk about modernism as ‘one whole thing’. It is easier, probably
fairer, and more productive to look at individual
artists and their works and ideas. Here in the
installation I am looking at some of them...
In no way do I want to imply that critical thinking and an interest and curiosity for the ‘why’
of things only started in the 1960s. However I
have noticed more than once when reading in
the archives (especially early news articles on and
interviews with Henry Moore for example), that
it was easier to find information on what artists
did, but much harder to find information on
why many of them were engaged in what they
were doing.
Returning to the Thought Pattern
In my artistic practice I find it difficult to distinguish production from research. When I read art
theory and artist’s writings, which so far is my
main source of inspiration, it is as if images “appear” in my head. As if what I read gets translated
and “solved” in shapes and forms. Sometimes
concrete, sometimes abstract. Perhaps I sometimes misunderstand what I read. Maybe there
is even a necessary gap between understanding
and misunderstanding in order for such images
to appear?
For a period of about two years I worked as
an assistant for Dutch artist Falke Pisano. Following her work at close distance, and our many
conversations on art has encouraged me to let
that flow between production and research come
out.24 That it, as a flow, might even have some
value. We have also talked about communication
in relation to process: how one as an artist can
share the history of a work, in relation to a work.
Up until recently I have often refrained from any
kind of communication besides the “finished”

works. Which in turn is only the final step in a
chain of thoughts and struggles. Given the past
two years of thinking about pedagogy (which I
think has a lot to do with communication and
about being articulate and precise), I am beginning to now see how such processes of thinking
could be shared. One example where I am trying
this out is in the thought pattern: in the way it
shows a development and change of several forms
and relations, rather than one finished solution. In relation to his theories of constructivist
learning George E. Hein writes that learning
takes time and that, “if you reflect on anything
you have learned, you soon realize that it is the
product of repeated exposure and thought. Even,
or especially, moments of profound insight, can
be traced back to longer periods of preparation.”25
In preparing this essay I read through my
writings from January this year and found some
notes written in response to comments from Maj
Hasager, lecturer in Critical and Pedagogical
Studies and programme director at Malmö Art
Academy. She had asked a question about how
I would draw the actual space of the museum,
particularly in relation to the sculptural elements
in my thoughts around sites, into a pedagogical
framework. My answer then had been: I think
that this “context” and “coming into being,” as in
the potential of a sketch for a work of art, could
also be a space for pedagogy. I will use my project
as a space for me to learn in relation to the movements of the sculptural models in the space.
Right now I am not exactly sure what to say
about my original comment, but I think that
the process of working on this project – with the
need to communicate with my supervisor, other
advisors at the Academy, staff and curators at the
Museum, Museum visitors, colleagues and not
least myself – has taught me to be more articulate
and communicative about the often intuitive,
and sometimes vague, initial ideas and their
process of development.
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24. Which she herself
comprehensively articulates in her book Figures
of Speech (Zürich: Christoph Keller Editions and
JRP|Ringier Kunstverlag
AG, 2010)
25. Hein, p. 46.

1. Den Lille Røde Bog for
Skoleelever was published as The Little Red
Schoolbook.
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2. Søren Hansen and
Jesper Jensen, The Little
Red Book For Students.
1969. Retrieved from:
http://nla.gov.au/nla.
aus-vn4512714, p. 15.

Tina Helen
Points of Intersection

3. Franco ‘Bifo’ B
 erardi,
The Soul At Work:
From alienation to
autonomy (Los Angeles:
Semiotext(e), MIT Press
2009), p. 92.

In 1969 two Danish schoolteachers published
a little red book. A book that encouraged
young people to question societal norms. It
encouraged them to break with traditional
obedience to authority. It encouraged them to
be critical towards institutional politics. The
authors of The Little Red Book for Students 1,
Søren Hansen and Jesper Jensen, were both
fired from their workplace as teachers as a
result of the controversial content of the book.
Throughout the seventies the little red book
was translated into numerous languages.
With its radical alternatives and ideas on the
teaching situation and its call for students to
confront the teacher position, along with its
50 or so pages devoted to the topics of sex and
drugs, The Little Red Book for Students started
quite a scandal in several countries. The
book was thought to tear at the very fabric of
moral society and to be an invitation to sheer
anarchy – especially since it was written with
schoolchildren as its target audience. The Little
Red Book for Students was banned in several
countries, censured in others, but generally
read and enjoyed by a broad international
audience with a taste for alternative new methods of sharing knowledge.
“Some people believe that school cannot
really be changed until the whole of society
is changed. They are right. Others believe
that society cannot be changed until school
is changed. They have a point too. Society is
made up of people and it can only be changed
by people. People are affected by what they
know and what they are able to do. Everybody
is affected by their years of school” 2
The Little Red Book for Students was written at
a time when new ideas sprang from an endless
stream of change and hope for the future. The
times were shifting and oppression, war and
inequality would mercilessly be fought by the
message of love, community and freedom.
Ordinary people far outnumbered the few
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suits at the top and the stirrings in the streets,
workplaces and most importantly universities,
took on epic proportions. There was no chance
the system could hold down the will of the
people, no chance the people could lose. Thus
preparations were made. Dreams were spun,
viewpoints debated, strategies written down
and alternative utopias crafted.
Where the Futurists of the early 20th century
hailed the future as an unstoppable machine of
progress and development, the utopists of the
sixties and seventies nurtured the idea of the
future as something bringing about a radical
change. The future was no less bright – it was
the transformation of the machine of progress
into a social organism that lit up the confident
and optimistic outlook into the future.
1977 and hereafter
It was in this spirit that a new workers’ movement formed, on the factory ground of a
perfected Fordist model that left the worker
with a sense of estrangement from industrial
labour. A movement based on the idea of
refusal of work. Alongside a cultural movement that placed alienation at its critical
core, they considered capitalism as the reason
for alienation, exchanging humanity with a
conformist participation in the circulation of
goods. Alienation was here understood as the
loss of human authenticity to a more material
value in the shape of salary and consumption of goods. The escape from this situation
would be to create social conditions where
productivity and self-realisation would come
together. In the early seventies, feminist and
gay movements made it clear that it was not
only the government’s political power that was
at stake in the social struggle, the personal was
political as well. The core of the struggle was
the quality of life. In the struggle for self-realisation and the respect for diversity, desire was
now the engine of collective action.3
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According to Italian writer, theorist and media
activist Franco ‘Bifo’ Berardi 4 the year 1977
was the crucial turning point in the century
that believed in the future. As the punk movement cried out its self-fulfilling prophecy,
‘No Future’, utopian visions were gradually
replaced by dystopian imagination.5 1977 introduced a point of intersection – a moment in
time where several lines of events intersected
and changed the perspective on the future
forever. The political environment radically
shifted from an innovative wave of positive
change to a more pessimistic realisation that
the time of change had passed.
1977 also marked a generational shift. The generation born and raised in the following decade
would be the first video-electronic generation.
What took shape was a post-human perspective, created from a new mediatised relation
with the human body – a cleansing, disembodying process in the aesthetic and cultural
realm.6 When British punks cried ‘No Future’
they were not trying to reclaim a no-futurist
world, but rather foresaw Margaret Thatcher’s
later cancellation of the future. Her notorious
quote from Woman’s Own magazine in 1987,
“There’s no such thing as society” 7, coins the
very idea that no future is promised for the
citizens of society. The existential, artistic and
at times madly self-destructive experience of
movements such as the London punk scene
and the Italian Autonomia movement shaped
a last vital recognition of the change from the
sensibility of the social into dehumanised bodies. “There is no such thing as society. Interesting
sentence. That means, individuals are individuals, and only the economy exists.” 8
As a part of the 1970s movement in Italy, a period of intense class struggle and student rebellion, Bifo experienced first-hand the colourful,
creative and collective power of the refusal of
work. Centred around the experimental free
radio station, Radio Alice in Bologna, the
Italian Autonomy Movement, Autonomia
Operaia, created a vast network and a public
voice heard in much of Italy throughout the
seventies. Playing on an absurdity and richness of ideas, inspired by the Dadaists, Radio

Alice used the very public medium of radio to
distribute the messages of worker autonomy,
new social forms and the ideas of anarchism.
The positive energy, playfulness and optimism changed drastically as government
forces struck down upon the movement with
growing violence and zero-tolerance. Gradually expectations for the future grew dimmer
and what started as a vibrant movement for
change became an underground movement
of militant resistance, and many key players
had to go into political exile in neighbouring
countries. During the years from 1976 to 1978
Bifo was faced with a struggle that intensified,
and disintegrated, and a mood that slowly
changed. At some point there was a break – a
shift in the perspective of time. The future that
Bifo and his comrades had intended to change
had passed...
Bifo fled to Paris in the end of the seventies
and came to work with Felix Guattari in the
field of schizoanalysis. From this perspective,
closely related to the field of psychoanalysis,
Bifo’s analysis and critique of the capitalist
system is bound to subjectivity and desire.
He proposes that a solution to an economic
problem cannot be economic, since in the
post-industrial society human emotions and
cognitive work is increasingly essential to the
flow of capital. From a psychoanalytical position Bifo sets out to articulate the precarious
relation between human subjective desire and
the dehumanisation of semio-capitalism – the
coexistence of the realms of sign and production. Central to Bifo’s diagnosis of the present
is the very notion of the future.
The Future
The future is, simply put, all time after the present moment. It is the opposite of the past. The
future is linked to a perception of time which
is linear and anticipates that events will occur
further along on the timeline. The future holds
a promise for the time to come. It is related to
chance, fortune, catastrophe, bliss and eventually always death. Visions of the time to come are
many and the science of forecasting is manifold
and of many different merits. In science fiction
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proposals of future societies are often imagined
as a means of reflecting the present. The utopian
or dystopic vision of the future ultimately points
to the present society that this imagined society
originates from. In more modern futurology –
the practice of postulating possible futures – it
is stressed that the future is not a monolithic
structure and that one must consider plural
futures, focusing on the creation of preferable
futures rather than the limited field of prediction and probability. The future is inseparably
linked to history. ‘The rest is history’, ‘history in
the making’, ‘go down in history’, all indications
that the future of events is conceived in line with
the trajectory of history. Francis Fukuyama has
argued that history is not a coherent or intelligible process.9 He argues that the universalisation
of Western liberal democracy constitutes the end
point of mankind’s ideological evolution and as
such ‘the end of history’. This does not mean that
events will stop happening in time or that there
is no future. It is not the occurrence of events
that will come to an end, but History with a
capital ‘H’: “History understood as a single,
coherent, evolutionary process, when taking
into account the experience of all peoples in all
times.” 10 Both Marx and Hegel posited an ‘end
of history’. Neither of them believed that the
evolution of human societies was open-ended.
They both believed that evolution would end
when mankind achieved a form of society that
satisfied its deepest and most fundamental longings. For Hegel this meant the liberal state and
for Marx a communist society.
As early as 1513 Machiavelli considers the question of the future in his treatise The Prince. Fortune, understood as the prospect of the future,
is a woman and hence chaotic in nature. Based
on the image of the goddess Fortuna, veiled and
blind like her colleague Justitia, representing the
unpredictable, Machiavelli characterises fortune
as an unruly being that brings with her both
good and bad luck. A prince must on one hand
let fortune play its game of chance in order to
gain from the good luck, and on the other hand
shield and protect himself from the bad luck.
“I compare her to one of those raging rivers,
which when in flood overflows the plains, sweeping away trees and buildings, bearing away the

soil from place to place; everything flies before it,
all yield to its violence, without being able in any
way to withstand it […]”11
Machiavelli believes that the prince (as a man)
is able to bring order into chaos and control the
female disorder of fortune. With a strong and
violent hand the male figure can rule the unruly
and thus profit solely on the good fortune. This
allows for a game of chance with an almost
certain favourable outcome.
“For my part I consider that it is better to be
adventurous than cautious, because fortune is a
woman, and if you wish to keep her under it is
necessary to beat and ill-use her; and it is seen
that she allows herself to be mastered by the
adventurous rather than by those who go to work
more coldly. She is, therefore, always, womanlike, a lover of young men, because they are less
cautious, more violent, and with more audacity
command her.” 12
Bifo notes that this male idea of bringing order
into chaos constitutes the modern idea of politics and also the main view of history. History is
here envisioned as a reduction of the complexity and unpredictability of life into the managed framework of power. Bifo admits that in
modern times this reduction has functioned in
one way or another, even if this is by the means
of repression. But this violent male hand works
no more.
“What we are experiencing now, in the age of infinite acceleration of the infosphere, is the following:
feminine fortuna can no longer be subjected and
domesticated by the masculine force of political
reason, because fortuna is embodied in the chaotic
flows of the overcrowded infosphere and in the
chaotic flows of financial microtrading. The disproportion between the arrival rate of new information and the limited time available for conscious
processing generates hypercomplexity. Therefore
projects that propose to rationally change the whole
social field are out of the picture.” 13
The male hand of Western liberal democratisation, that would govern the chaotic flow of the
global society into its framework of power and
hence bring about a Fukayamist ‘end of history’
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as a global society at the end of its Western liberal evolution, is failing. The unruly fortuna has
proven a bit too unruly. The universal social project of (Western) democracy cannot command
chaos in a time of extreme information velocity,
since this chaos (in the form of hypercomplexity)
is now incorporated in the very project of Western liberal democracy. In other words, the political framework is merely facilitating the chaotic
and purely virtual flow of financial capitalism.
After The Future
According to Bifo the modernist’s idea of the
future is cancelled, since the future can no longer
fulfil the promises of the past. The future is a concept that is totally undermined. Our imagination
of the future has been gradually disturbed by the
dehumanisation of the futuristic project. The automatisation of production and the change from
human calculation and risk assessment to the immediacy of computerised algorithms have ended
the human ability to take part in the imagination
of the future. As human beings in need of time to
contemplate and assess our forward movements,
we have been written out of the equation of the
future. The human imagination is completely
outraced by the speed of calculating machines.
This affects our ability to create fantasies, hope
and meaningful action. Put in another way – the
crisis is inscribed in our bodies.
In his book After The Future Bifo claims the year
1977 as the turning point introducing the time
after the future. This is not a direct cancellation
of the future but rather a shift in the perspective
of it. The future no longer exists in the form we
believed it would.
“When I say ‘future’, I am not referring to the
direction of time. I am thinking, rather, of the
psychological perception, which emerged in the
cultural situation of progressive modernity, the
cultural expectation that was fabricated during
the long period of modern civilization, reaching a
peak in the years after the Second World War.”14
In the years following the critical moment of 1977,
a series of decisive events upset the productive,
social and cultural language. Digital technology
spread rapidly. The hierarchical structure of the
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factory model collapsed. The systematic computerisation of working processes made way for
a new intellectual worker. A new sort of totalitarianism saw the light of day – one not based on
political power but rather on the slow pervasion
of the social mind. The year 1977 is generally remembered as a year of violence. In Germany the
prominent businessman Hans Martin Schleyer
was kidnapped and killed by the Red Army Faction, followed by the suspicious death of three
RAF-members in their prison cells. And in Italy
the sabotage, bank robberies, and kidnappings
of the Red Brigade accompanied by massive riots
in the streets, gave the name to a period known
as the Years of Lead.15 1977 was the year of the
Bologna uprisings that eventually led to the
shutdown of Radio Alice. 1977 was the year of
Charlie Chaplin’s death, the creation of the Apple
trademark, the launch of Star Wars: A New Hope,
the burst out of the American ‘No Wave’ and the
year of 784 youth suicides in Japan. And finally:
“Saturday Night Fever came out in movie theatres that fall [of 1977], introducing a new working class, happily willing to be exploited during
the entire week, in order to excel in dancing with
greased hair on Saturday nights.” 16
The little worker with the black bowler hat,
cane and moustache, who told the story of the
dehumanisation of the industrial process, was
now replaced by a new working hero of the
post-industrial era of immaterial production
– a willingly exploited worker who found an
outlet in a slick-haired consuming of the self on
Saturday nights.
Bluing a blackened sky
One of the foremost goals of education is teaching students skills they will need (or are believed
to be in need of) later in life as citizens of a society. The only problem is that we don’t know the
reality of the society to come. Many of the skills
we will need in the future are still unknown
to us today. Today, the manuals for building
cars date so rapidly that it makes more sense to
teach motor mechanic students how to read and
understand manuals than to teach them how to
actually bring mechanical components together.
The philosophy is ‘learning to learn’. The same
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development has happened to knowledge. Learning by rote died with the birth of the Internet.
Navigating the information jungle seems to be
the learning challenge of today.
You can’t separate school from society as Hansen
and Jensen points out in the beginning of this
text. As The Little Red Book for Students tells
us, every little change you make in society may
have consequences in school – and vice versa. In
this way you cannot be blind to the effect that
change in society has on the reality of school, as
well as the potential of changing one to improve
the other.
Education seems to have become the next big answer to the challenges of modern society. Gangrelated crime, public health, unemployment,
social equity and the national ability to compete
on a global market are all issues being pushed
into the realm of pedagogics. Social problems
that used to be solved by social politics are now
turned into ‘pedagogical challenges’. A rather
specific example is the name change applied to
the new Danish social security reform. From
now on public benefits provided to people under
the age of 30 will be labelled ‘student grants’ and
not ‘social security benefits’. “We are removing
the demand of availability of young people for
the job market. Instead one has to be available
for education,” says Minister of Employment,
Mette Frederiksen.17
What used to be a social security matter is now
associated with education. Education has at all
times had the ability to affect the surrounding
socio-political spectrum and has even proven
to be a great aid in solving its problems. But
this role has been a side effect of education’s
primary function. In the emerging expectation
for education to actually solve socio-political
problems, secondary benefits become primary
responsibilities. The catch here could be that
education is left solely responsible for solving
problems beyond its capacity. The interrelation
of society and education is unquestionable. But
with a heightened level of responsibility towards
a broad spectrum of social security issues, education risks changing its purpose entirely in order
to live up to something else. The same predicament exhibits itself in the field of contemporary

art. There is an increasing dependency on the
field of art to meet the various challenges of a
modern society, such as integration, national
historicity, social and cultural communication, urban renovation, freedom of expression,
environmentalism, sustainability and education.
In the endeavour to partake in all these responsibilities the field of contemporary art jeopardises
its very essence and weakens its initial role in the
development of a modern society.18
Pedagogics cannot turn a blackened sky blue. The
field of education undoubtedly has the means to
change and improve society, but if society relies
too heavily on education to solve its problems,
the true potential of education gets lost in the
translation of responsibilities. And if education
becomes the only means to solve the problems of
society the student becomes its only asset.
There will always be people and aspects of social
life that remain impervious to the influence of
pedagogics. Education should always be a pursuable good, but it has increasingly become a way
to make everyone contribute to the wealth of society; a circumstance which can make it difficult
to accept people who don’t wish to develop their
human potential through schooling, supplementary training or endless education. The direct
link between engagement in education and benefitting society transforms an opportunity into a
demand. Education becomes a gift that cannot
be declined without sanctions.
Education as investment
In a time of crisis, the question of ‘investment’
is ubiquitous. One could argue that education
is an investment in the future. Society doesn’t
gain anything from education before students
enter the job market and start using their
acquired skills in favour of society. The many
years of school are considered preparation for a
future life, i.e., a position in the job market of
the future – a future that is always uncertain.
The financial crisis has further challenged belief
in the future and, in an attempt to revitalise
this lost confidence, investments are made in
the field of knowledge. A great effort is made to
secure a future that seems disturbingly out of
sight. Education is not only supposed to change
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unemployment statistics, but should also create
new markets in the future. The politicians of the
European Union widely agree that knowledge,
and the innovation it sparks, is Europe’s most
valuable asset. Education is vital for the development of the knowledge society and the economy
(in the same way as the cultural and creative
industries are central to the economic and social
innovation of other industries.)
In a newspaper article from December 2012,
CEO Lars Andersen and communications
worker Mikkel Harboe from the Economic
Council of the Labour Movement (ECLM) urge
Denmark to start focusing on the competences
of the future unless we want to find ourselves
in a situation of lacking educated workforces.19
They claim that due to high unemployment
rates, at this very moment, it would be almost
free of cost to increase investments in education viewed from a socio-economic perspective.
Education is not free, of course, but according
to Andersen & Harboe it is an investment with
such profitable returns, that the socio-economic
expenses mainly consist in the student’s absence
from the job market.
Still, recent data shows that more than 5.5
million European citizens under the age of 25
are without work, and the number continues
to rise. Labelled as the ‘lost generation’, this
massive group of often highly qualified people
enters a job market that offers very few if any
hope of a job – let alone the kind they have
been educated for. 20
In the wake of the economic restructuring of
the post-industrial society, the strategic role of
knowledge has become a key player. Having used
up the potential yield of a burst housing bubble,
the attempts to make education a new frontier
for the capitalist crisis to invest its dwindling
assets into are obvious given its investment
potential. Just as the unemployment sector is a
lucrative market for the buying and selling of
people’s leisure time, the education sector has the
potentiality of becoming an economic speculative trade – a tradable commodity that can be
measured and sold. The international media corporation Bertelsmann recently sold their shares
in Sony, stating that they would begin investing

in education since it has become more profitable
than the music industry.21
If knowledge becomes a commodity, what then
is the role of the learner? In an ongoing document entitled Learning Learning the artist duo
Learning Site tries to distinguish knowledge
from learning. Knowledge has the qualities of
an object and can’t be separated from dominating power structures. Learning, in contrast, is
linked to the persons who enact it and the places
in which it is being enacted. It has the possibility of being developed, but its character resists
being directed. It is a way of being rather than a
commodity. According to Learning Site “[…] [L]
earning is not always about ‘education’ – the possession of knowledge codified by a set of rules …
nor is ‘education’ the same thing as ‘a degree’.” 22
Departing from Foucault’s studies on ‘entrepreneurship’, Maarten Simons & Jan Masschelein
claims in the essay School – A Matter of Form
that our lives have become enterprises that never
close. Our selves have become entrepreneurial
– like products to be produced, advertised and
sold. This turn might explain the increased
attention to and value of education. Simons
and Masschelein write: “One of the most valuable production forces of the entrepreneurial is
its learning ability; a force that produces new
competencies, adds value to the self and fuels the
accumulation of one’s human capital.” 23
In the same way that the surplus time of the
unemployed can be commoditised and traded
(and in this way transform the unemployed
into tradable goods), so the time spent in the
educational system can become product. And
thus with an investment in the field of education
the product of interest is the learner and his or
her spent time.
“For the entrepreneurial self, the past and the
future are always virtually present in a calculative frame. Time here is productive time or, more
precisely, time of investment, a permanent calculation in view of future returns and useful resources.
For the entrepreneurial student, for instance, the
activity of studying – or, more precisely, learning
as the accumulation of human capital or building
credits – is one of investment, thinking in rates of
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return. And therefore any pedagogy, or any form
of instruction nowadays comes very close to the
provision of incentives. It is through incentives
that students become willing and teachers have the
impression they still have something to say.” 24
The ‘knowledge economy’, as described by the
neo-liberal thinker Fritz Machlup as early as the
1970s, anticipated the future of education as a
productive asset and commodity. 25 As one of the
major forms of investment in human resources,
education becomes human capital. The cost and
benefit of schooling can be measured and its
return evaluated as future investment. Machlup
states that most of the cost of education can
unquestionably be labelled investment, whereas
some will be sheer waste and other consumption.
Many of these investments clearly contribute
nothing to the future, neither to future flows of
cognitive or emotional satisfaction nor to future
production and efficiency.
“Thus, these portions of the cost of schooling
are not investment, but they may be current
consumption. One would regard them as consumption if they give pleasure. Such pleasures
may be the immediate satisfaction derived from
learning, from stories, from playing, from enjoying games, talks and friendship.” 26
A fourth category is described as ‘worse than
waste’. When an education is not only wasted,
but actually leads to a destructive use, the cost is
considered a negative investment.
“[…] [W]here school education yields neither
present nor future benefits, it is waste. But it
could be worse than waste, namely, if it not only
did not please or help anyone now or later but
actually harmed some. Harm to the schooled
one and harm to the nation could come from an
educational system that turned out people unfit
for work wanted by the community.” 27
When education is motivated by unemployment statistics and movements in the market of
knowledge economy the risk of educating people
to jobs that do not exist is apparent. The investments made here could easily fall into the trap of
becoming investments that reduce the employability of people and thus act against the future.
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Why teach, why learn
If education is an investment in the future, what
characterises learning in a time defined as after
the future? How does lacking ability to imagine
the future affect our relation to learning? What
reality are we bracing ourselves and coming generations for? Why teach at all? Why learn?
At a seminar at the Royal Academy of Fine
Arts in Copenhagen 28 (conducted by the urban
political network openhagen) I asked Bifo how
lacking ability to imagine a future was affecting
our relationship to education. If education is an
investment in the future, what is education in
a world that doesn’t believe in the future? Bifo
starts off by expressing doubt about whether or
not education should be regarded as an investment in the future and then slowly arrives at a
somewhat hazy answer to the question:
I understand your question, ‘ if you don’t believe in
the future how can you invest in it?’ I answer, ‘ it
is not true that I don’t believe in the future. What
I say is just that the price and form of capitalism
is destroying any possibility of imagining a future.
[…] Let’s try to understand what financial capitalism is. The history of modern bourgeois capitalism
was the history of a system that was essentially territorialised. The industrial capitalist was someone
who was producing things for a community and
his property was a physical property based in a
physical place. Bourgeoisie comes from the word
‘bourg’ which means ‘place’, ‘territory’. Now we
don’t talk about bourgeois anymore. The word has
disappeared. The capitalist class has nothing to do
with territory – nothing to do with the community. So the financial way to accumulation is not
about investing in the future. It is about dissolving
something that existed. […]. Betting on the disappearance of something. Because territory is no more,
they are not producing a good for the community.
Property is no longer a building. Property is a
figure. Something purely virtual. This is why I say
they are not invested in the future. The future is a
non-existent thing in financial terms.29
Bifo’s claim that the new capitalist class has no
interest in investing in the future seems to rely
on its deterritorialisation and transformation
into dealers of the purely virtual. Whereas the
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bourgeoisie of industrial capitalism was very
closely linked to a position in society (a territory
in relation to a community and therefore interested in the maintenance of this) the upper class
of semio-capitalism is bound only to the virtual.
In semio-capitalism the general shape of commodities are semiotic in nature and production is
increasingly an elaboration of sign-information.
In the market of signs production is closely
intertwined with linguistic exchange. Exchange
is kept in the symbolic realm. The new capitalist
class has no particular interest in the community
because it invests in the virtual. Necronomy is
the epitome of this exchange of the virtual. ‘The
economy of death’ considers death a promise of
future profit. In financial speculations on life
insurance the market bets on the death of the
member of community. The necro-capitalist
is making investments without the future in
view – essentially the investments rely on the
immanent end of future. “Death is the best
future that capitalism may secure.” 30 So in this
regard semio-capitalism apparently aspires to
invest towards the dissolving of possible futures
for the community. If education or knowledge
as commodity is part of the market of signs it
is also assigned to semio-capitalism, and thus
it cannot be an investment in the future, since
semio-capitalism solely invests in the dissolving
of futures.
Schools are like order – and a liberal society
deeply appreciates order because it is systematic.
But do we really need boring assignments to
teach us duties and all the other boring aspects
of life? As schools are increasingly swamped
with prescribed curriculums, the space to
discuss ideas and critical perspectives outside
the scripted materials dwindles away to nothing.
When things are only taught in one way we only
learn to do things in one way, making it very
difficult to deal with unforeseen challenges later
in life. Politicians and the labour market call
for people who can think ‘out of the box’ (‘don’t
think outside the box. Build a box’ as it says in
the Swedish Pirate Bureau Manifesto) while the
education system is getting streamlined under
the assertion that this will create more individual
options. The Bologna Process 31 has become a
symbol of this homogenisation. Through educational standards of comparability the Bologna

Process aims to place Europe at the forefront of
the growing competitive knowledge economy
and research-based profit. Critics of the Bologna
agreement claim that the basic idea behind the
EU’s educational plan is economic. The Bologna
Process bleeds into almost any form of education, promising an assimilation of the entire
educational system and free mobility across
borders for those who want to study further. The
process of learning is becoming a fixed model no
matter what the content of a curriculum may be.
Even in art education the structure is changing, making way for coherence with all other
education. In fact the art school seems to be the
perfect territory for a new model of educational
marketisation.
“As the logic of (neo-)liberalism is based on the
freedom of the individual, the artist and his/her
artistic liberty perfectly fill its shoes. In fact, not
only does the desire and trend of bringing artistic
institutions closer to marketable creative industries exist, rather art and the art school can be
seen as a paradigm for neoliberal capitalism, with
the artist and the cultural producer as role models
for an increasingly neoliberalised job market. The
flexibility and infinite creativity, teamed with
self-discipline and precarious work relations, lie
at the core of the artist’s profession.” 32
With the assimilation process of an all-inclusive
educational model the various fields of knowledge production must abide by the same rules.
Even an education that nurtures the future
careers of unique and innovative personas, serving as the perfect model for capital, seems to
rely on the same old prescriptions – ‘what you
plant now, you will harvest later’. Returning to
the Woman’s Own magazine interview, Thatcher
continues: “there’s no such thing as entitlement,
unless someone has first met an obligation”.33
Thatcher asserts that one must be willing to endure some kind of inconvenience or discomfort
in order to achieve worthwhile goals. But does
art work like that? One could argue that art is
unjust. No specific number of hours invested in
art will guarantee success as an artist. Diligence
will not necessarily be rewarded. One of today’s
challenges in art education is that there are no
guarantees and it is exactly this precarious state
that capitalism is speculating in.
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How does one escape the trap of artistic and collective education being utilised to produce ideal
precarious workers for a neoliberal knowledgeeconomy? If art schools have become the perfect
incubator for commodities in the market of
signs, is it then possible for art to create different kinds of learning environments outside the
market? What would be the result of giving
the educational process artwork qualities and
how should one structure an artistic learning
process without succumbing to the inexhaustible
absorption of the neoliberal economy? Does it
even make sense to engage in the imagination of
future alternative educational models in a postfuturistic perspective?
Education as situation
Félix Guattari has noted very beautifully
that psychiatrists must demonstrate that they
have abandoned their white lab coats, beginning with the invisible ones they wear in their
heads, in their language and in the ways they
conduct themselves.34 One could raise the
concern of what internalised lab coats are built
into the Bologna Agreement and how these
affect the educational system (and with regard
to art schools how they affect the production of art). What restraints are put on us and
what do we put on ourselves? The domain of
school, with its international standardisation
and educational marketing, has been declared
a marketplace. The Bologna Agreement gives
the impression that we can choose anything
we like, while in fact it is delivering mass-produced standardised products.
In tune with ideas of anarchist and radical pedagogics – the pursuit of pedagogical processes
that question and resist authoritative power
structures – one must take into consideration the
possibility of resistance by the teacher within the
school settings. Paulo Freire, one of the ‘founding figures’ of radical pedagogy, advocates a
dialogical process to transform the teaching and
learning model. Dialogue is here understood as
‘an epistemological relationship’ rather than a
simple technique used solely to involve students
in a particular task. “I engage in dialogue not
necessarily because I like the other person. I
engage in dialogue because I recognise the social
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The meeting point
between music and
meaning
2012

and not merely the individualistic character of
the process of knowing. In this sense, dialogue
presents itself as an indispensable component
of the process of both learning and knowing.” 35
One aim is for the teacher-learner relationship to
enable new spaces of resistance against hierarchical and authoritative educational systems,
another is producing learning that can relate to
its surroundings without being another asset in
the market of signs.
Maumaus: Result by error
Inside the dark space of a sound booth in a factory
hall, on the outskirts of the Portuguese city Guimarães, the small gathering of students becomes silent
and cautious. The dim light and the confined space
create an awareness of intimacy of the physical body
and the rationalization of the collective audible
space. The recorder is on and the students are sensitive, savouring the silences as needed pauses on tape.
In the pursuit of a collective learning environment
the dark space of the sound booth provides a dissolved learning situation. There is no fixed agenda
for this assembly in the dark. What does it mean
to produce? What does it mean to produce culture?
And meaning? These questions are considered not
only through the sharing of knowledge, but also
through a far more bodily sharing – a collective
creation of noises, rhythm and potentially music.
They are waiting for answers in the dark. The
sound recorder is there to pick up the meeting point
between music and meaning – if this should ever
occur. When the group of students at the Maumaus
Independent Study Program, invited to Guimarães, The European Capital of Culture 2012,
met to record any output of this shared learning
situation, the recorder was somehow disconnected.
It only recorded 3% of a three-hour session. ‘Not
producing’ is also a commodity on the market of
signs. The three audible percentages of recorded tape
are the artistic product of an accidental reduction
process. It becomes an artistic extract. It becomes
an artistic product. The failure of the situation still
manages to produce a final product. In the market
of signs almost everything has the potential to be a
product. Non-participation as product. Refusal as
product. Failure as product.36
The endeavour to ‘not produce’ is incorporated
as a commodity on the market, making for
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37. openhagen is a
Copenhagen-based
collective consisting of
artists and academics
with an anti-capitalist approach to urban politics.
During the spring of 2011
openhagen ran a course
at the University of
Copenhagen, Department of Arts and Cultural
Studies. 12 sessions of 3
hours under the title: The
city isn’t t yours – and
it never will be (Byen er
ikke jeres – og den bliver
det aldrig).
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very few routes of escape in the anti-capitalist
approach to art and future sharing of knowledge. In the realm of semio-capitalism even the
collective approach seems to be no more than a
training ground for individualist careers. Still,
the shared space seems to generate a different
bodily and immediate response to the learning
moment, upsetting the given structure.
Openhagen: Class struggle
Around 25 students sign up for the course. 12
sessions – 3 hours every Monday afternoon spread
over the spring of 2011. An additional 25 nonstudents join the class ‘The city isn’t yours – and
it never will be’ at the University of Copenhagen,
Department of Arts and Cultural Studies. The
course is conducted by the collective openhagen.
The teacher is a collective. The course will introduce the possibility of a link between producing
knowledge within the university and creating social change in everyday life in the city. They meet
in a classroom, pull out chairs and begin distributing them in the space. When a rearrangement
of seating is proposed a momentary discomfort
spreads in the classroom. The aim is to level out
the concrete spatial and relational hierarchies by
spreading out in class, not teaching from one fixed
position in the room, encouraging people to question, critique, interrupt. A feeling of insecurity
spreads in the informal environment. Who is in
charge? To whom should questions be addressed?
The simple act of avoiding taking responsibility
by trying to diffuse power creates a heightened
awareness and worry about the very position of
power. By performing the subordinate the teacher
collective creates a classic example of the tyranny
of structurelessness. The teacher collective on the
other hand has to figure out how to deal with the
fact that eight people are employed for the salary
of one, as well as how to deal with a formalised
responsibility, collectively. The aspiration to plant
a seed in this production space, that in time will
grow and add to the struggle against capitalism
and enable socially just, sustainable alternatives, proves difficult. The idea of deconstructing
class might be naive, but it also creates a vivid
atmosphere. At times it really works – the teacher
collective succeeds in ‘ becoming subordinate’ by
spreading out and opening up a space for unmediated participation. The presence of the entire
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openhagen group in the classroom helps to blur
the lines between learning and teaching. Still the
de-schooling, unlearning and the drawing of new
points on the political city map, proves to be a bigger task than expected. The fact that openhagen is
invited into the university indicates that something has changed. The institution needs them.
Entering the university they fill a gap – a hole that
the University cannot fill itself. openhagen helps
to reform the institution by pushing it towards
new cooperative practices that cognitive-cultural
capital is so desperately in need of. But still the ‘us’
undoubtedly confronts the sufficient flow of the
systems of ‘I’. The ‘us’ has the potential to distract,
fragment, collapse and multiply in the homogeneous competitive space of the university.37
It has always been a favourite activity of social
activists and cultural workers to list all the ways
in which their work can be absorbed by the capitalist venture. As much as the self-critique is vital
for the reflection of a political field it can also
prove to be highly unproductive. What is common can always be turned into private profit,
but this should not stop one from trying. Trying
to expand the common. Instead of regarding
oneself as the continual loser, it is perhaps time
to discover one’s power to actually change things
– to choose oneself when, where and how one
dances with ‘the giant’.
HAPPY NEW YEAR, DEAR: Learning as
drinks with friends.
Streamers in a wide spectrum of colours hang
from the ceiling. Champagne glasses are reflecting the glimmering lights. Tiny air bubbles pass
each other in the crystal liquid. Small specks of
confetti dot every surface. It is only hours from the
beginning of the year 1977. The guests are seated,
their glasses full. The toastmaster taps his glass.
A guest pulls out a chair, unfolds a sheet of paper
and begins yet a New Year’s speech. Gathered at
bureau publik in Copenhagen, to take part in
an unusual symposium set in a fictive New Year’s
setting of the late seventies, the guests have each
prepared a speech. The speeches revolve around
the theme of knowledge production, education
and art in a post-futuristic perspective. On this
night, entering 1977 as a turning point in the
understanding of the future, the symposium takes
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on its original ancient Greek form – a drinking party where ideas, knowledge and above
all good company is shared amongst peers. The
set design and the performative frame it creates
generate an atypical setting for the contribution
and sharing of knowledge. The guests are here to
discuss the future through the past, in an attempt
to reminisce what is yet to happen. The spirit of
this magical night, on the brink of a new year, is
loose and the exchange is driven by intimate talk
and unpretentious speeches. And as the clock is
nearing twelve they prepare to toast the future. It
is 1977 and the future has passed – Happy New
Year, Dear. 38
Revisiting the symposium, as a meeting and
exchange of knowledge among peers in a playful
and loose setting, makes for a new learning situation. The seemingly simple act of sharing a drink
is utilised as a distraction diverting the fixed
structures of knowledge production and sharing.
The emphasis is here on the idea of the situation,
as opposed to space i.e. classroom, lecture hall,
auditorium, school, university.
Islands growing into land
In a time characterised as after the future the
question of new future directions for education
institutions becomes awkwardly contradictory.
But as already described, the time after the future does not prevent future events from happening. It is the ability to imagine the future that
has passed, through the all-including expansion
of semio-capitalism. As the learning institutions
have become greenhouses for new commodities
on the market of signs, the effort to dream up
new possible ways of learning is needed.
Returning to Bifo, he confirms that art academies undoubtedly are privileged education
facilities. Art students have unprecedented
amounts of time to figure out their individual
practices, in contrast to university students who
have to pass a long line of exams. The individual (art) practice enables a customised learning
experience breaking with the fixed models of
the market of signs. But the problem, he points
out, is the context of the outside. What happens
when art students leave the academies and start
looking for a job? It is no secret that creative

learning can become very useful for noncreative economic exploitation of creativity. But
still he suggests that the alternative space of the
art education can, if only momentarily, develop
new rooms for the sharing of knowledge.
“My imagination of the process is that we
should be able to change more and more educational institutions into educational situations.
Using the word ‘situation’ in the precise sense.
What is a situation? It is a place that we specifically create in order to change the external
world. A new kind of balance. The more this
island grows, the more you have the possibility
of changing the rest of the world.” 39
Near the end of his book After the Future, Bifo
opens up the possibility of an escape from the
inevitable dystopia of the post-future. He situates hope as in the limit of his knowledge and
understanding. The possibility of a new landscape is beyond the limit of his knowledge and
understanding, as the limit of his language is the
limit of his world. These limits make him miss
the event – miss that point in the future where
overwhelming changes make reliable predictions
impossible. This acceptance of his limits leads
him to the conclusion that in order to continually resist, he must live ‘as if’.
“As if the forces of labour and knowledge might
overcome the forces of greed and of proprietary
obsession. As if the cognitive workers might
overcome the fractalisation of their life and intelligence, and give birth to the self-organization
of collective knowledge. I must resist simply
because I cannot know what will happen after
the future, and I must preserve the consciousness and sensibility of social solidarity, of human
empathy, of gratuitous activity – of freedom,
equality, and fraternity. Just in case, right?”40
The explorations of the pedagogical must continue ‘as if ’ the islands of educational situations
could grow – perhaps eventually into mainland.
In contrast, the danger of becoming mainland
is that the qualities of isolation and intimacy
of the island fades out. In art education one of
the main conditions of practicing resistance
towards the market of signs is being an islander.
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In the essay ‘Education by Infection’, Boris
Groys argues for the importance of islands.
Using the metaphor of an infectious disease,
he describes the importance of art educations
working as isolated incubators in order to prepare students for life outside the school. “Now,
as never before, education suspends the student
in an environment that is meant to isolate him
or her, to be exclusively a site of learning and
analysis, of experimentation exempted from the
urgencies of the outside world.”41
Groys agues that the closed world of the art
education keeps bacilli circulating and students
infected, but the hermetic nature of the art
school settings makes it possible to identify,
analyse and breed the bacilli of art. This breeding and nurturing of art bacilli is the only way
to develop a resistance to market and politics
and thus keep the bacilli of art alive.
Points of intersection
Educational institutions are increasingly being
run like corporations. They have become one
of the central spaces for reproduction of the
capitalist society. But why even concern oneself
with the ways in which capitalism and the state
operate within educational structures?
There should always be alternatives to state and
corporate forms of distributing and producing
knowledge. And there will always be a risk of
being swallowed up and incorporated into the
very systems against which one is reacting. It is
important to look for ways to use the institutional, without being of the institution. Without
making the goals of the institution one’s own.
The struggle must be both external and internal. The current structure of education system
should be critiqued, but the critique should not
stand alone.
It could be useful to look at arguments that are
outside hierarchical, authoritarian and formal
state institutions, but recalling former school
formats in order to improve future educations
is not necessarily a solution. Classroom tables
are cutting students in half, denying them their
full bodies. The potential of collectivity and the
introduction of tactile and bodily knowledge

enable the building of learning situations. The
organisation of the space of learning, this being
mentally or physically, is a difficult size to revise.
Even when teachers are free to use whatever
teaching method they prefer it can be difficult to
break with common ways of teaching. There are
certain fixed relationships inside the classroom
that can seem almost impossible to alter – the
hierarchy between words and images to name
just one. The problem is that many teaching
situations become alike even though the teachers
and subjects differ.
In the pursuit of a perfected educational system
we run the risk of preparing ourselves for a
future that will not come. Instead of striving
towards an ideal learning situation one should
attempt to regard the learning situation as a
space of several coexisting situations – coexisting
learning situations, ensuring the environment of
conflict and constant re-evaluation of the skills
and knowledge needed. Foucault uses the term
heterotopia to illustrate a space with multiple
layers of meaning or connections to other spaces.
In contrast with Thomas More’s idea of utopia42
as a constant unrealisable dream of a perfected
society that ultimately would not be so desirable
at all, the heterotopia opens up the possibility
that new versions of society can be endlessly
produced within the same space. Instead of trying to bring the learning situation to perfection
it could be rewarding to view it in a heterotopian
perspective – a situation of many learning situations. Perhaps the ideal exists in the many? 43
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you can’t lose an argument, once you think you
can’t be corrected, then you are a fool”.44
Finally it may be productive to stop viewing
knowledge as capital or creativity as product
– but rather experience learning as a life-long
sharing friendship. Deleuze and Guattari considered the general philosophical project as ‘being
friends of thought’: “What does friend mean
when it becomes a conceptual persona, or a condition for the exercise of thought? Or rather, are
we not talking of the lover? Does not the friend
reintroduce into thought a vital relationship
with the Other that was supposed to have been
excluded from pure thought?” 45
In friendship the elements of irony, play, language, history and singularity intersect with
the production and sharing of knowledge. The
endless exchange of multiple situations perhaps
allows for a learning experience that cannot
without difficulty be commoditised. Friendship
as the necessary condition of thought and action,
must always somehow takes into consideration
the constant transformation of the common in
its multiple points of intersection.

The situations where art and pedagogy fuse into
one or the boundaries become somehow blurred
and unclear are possible heterotopias where
resistance can occur. A ‘place without place’
– a place that somehow escapes the usual order.
Situations that are deliberately open to endless
in-betweens. Brief situations of resistance might
be possible where these multiple situations of the
heterotopia meet – in the points of intersection.
Art is far from the ideal space to look for heterotopias but might be a good place to start, since
art (when used in the right way) always somehow, in a most positive sense, refuses to answer.
Or as chairman of the Black Panther Party Huey
P. Newton puts it: “I am a student of the universe and never really a master. Once you think
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Tobias Karlsson
Excuse me Mr. Baldessari, why did
you start to teach?
or
Learning to Teach – Teaching to Learn, A personal account
of how I came to identify as an artist-teacher.

When I attended preparatory art school I thought
that all teachers were failed artists. I hope that
I never said or even suggested such a stance to
any of my old teachers: I don’t think I did but
just in case – I sincerely apologise. With overromanticised young dreams of what it meant to
be an artist I made at least two big mistakes. First
of all, I had a very unrealistic and skewed image
of what it meant to be a failed, and then also a
successful, artist. If needing to teach for the sake
of money meant you were a failed artist, this just
shows how little I knew about the practicalities of
being an artist. It was not so much that I thought
that in order to be a successful artist you would
make a lot of money, but rather the ludicrous
idea that money would not be an issue at all. The
second misconception was that successful artists
– if being able to one way or another build their
whole lives around making art – simply could
not be interested in spending their time focussed
on someone else’s artistic process. Working as a
teacher was a concession to the need of paying
bills and eating, equivalent to any other part-time
job, and at most I could understand that as such,
you are at least still in an art context and that
this could potentially ease the transition time
between the money-work and the real-work. But
even this I saw more as a negative feature and that
being busy with the creative processes of others
somehow would use up all the art-making-fuel:
as if there was only a certain amount and, even
if that would be the case, that it could not be
charged by the energy of others. The idea that
there could be a genuine interest in the educational situation did not occur to me.
To my knowledge there are no studies made into
the question of the motivation behind artists

becoming artist-teachers. In a report evaluating
the first run of the University of the Arts London
(UAL) postgraduate certificate program for
teaching in higher education (HE), the authors
state that many lecturers ‘fall into’ teaching by
chance and that there often is a financial need
that serves as a motivating force rather than an
interest in pedagogy and teaching per se.1 We
can argue that exactly what the initial motivation is becomes irrelevant as long as there is a
motivation, and that it grows and develops. On
the other hand research into the question of
questions, ‘why’ might lead us to ask questions of
how young artists become artist-teachers. In this
text I will be looking back at the path that led
me to have an interest in the pedagogical situation; how that interest grew into a passion and
ultimately made me identify as an artist-teacher
rather than as ‘only’ an artist. Throughout I will
be utilising my own personal experiences while
linking these to available literature in the field
with the purpose of trying to understand, not
so much why, but ‘how’ I became an artistteacher. If we, through active identity work, can
recognise factors, institutional as well as personal
trajectories, that have informed our decisions
to become artist-teachers, we might be able to
develop stronger identities as artist-teachers, with
clearer pedagogical intentions and hence, better
learning experiences for the students.
I fell into teaching by chance. My first experience of being in a position resembling that of
the teacher was as a student representative in the
admission committee during my BFA studies.
Following this, I was asked to teach a first year
BFA class for a couple of weeks, the year after
I graduated. At this time the naïve view that
teachers were failed artists was long gone, and
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rather I saw it as an honour. With hindsight,
now when writing this, I can see that if only
phrased a bit differently and posed as questions
rather then statements I should perhaps forgive
my young self. During the first years I worked
as a part-time teacher I was adamant that I did
not do it for the money, rather that teaching in
itself was reward enough. This is also true, but
of course those payslips coming in saved my
vegetarian bacon. My exaggerated insistence can
perhaps be related to Shreeve’s observation in a
study on identity work among part-time art and
design tutors:
“The world of practice is not legitimised through
being able to make money or earn enough to live by
and this sense of legitimisation means that identity
as a practitioner is under threat.”2
I had gone from viewing the need to teach for
money as something shameful to feeling that
doing it for the money made it less genuine and
right back to a sense of threat as an artist.
Mihaly Csikszentmihalyi argues that a fundamental value of teaching for both the students
and the teacher is lost if the teacher lacks a sense
of satisfaction, and states that:
“Teachers who do not find their subject matter
worthwhile in and of itself but teach it only for
extrinsic reasons – pay or prestige – waste their
own time and convey the message to students
that learning lacks intrinsic value and is only a
means to other ends.” 3
This formulation is perhaps more apt for fields
where the teacher is not also a practitioner, but
where teaching the subject is the only or at least
main professional activity. When it comes to
artist-teachers we don’t find a problem with us/
them not finding the subject matter, art, worthwhile in and of itself. Rather it is the activity of
teaching that might be in danger of not being
viewed as having an intrinsic value. I think most
people who have studied art have come across at
least one or two teachers teaching, if not only,
so mostly for either pay, prestige or both, and
can testify that it not only is a waste but also
damaging for some students. At least I know that
I have. Though I agree with Csikszentmihalyi,

I can see that there is a potential danger in the
harsh formulation. When I still was in a phase
where I felt I needed to deny the financial aspect
of my motivation for teaching I attended a talk
with the artist John Baldessari. Having a growing interest in art-related pedagogy and knowing
about Baldessari’s reputation as a teacher as well,
I mustered up the courage to stand up at the end
of the Q&A to ask him how and why he came
into working as an artist-teacher. Maybe he saw
the idealistic flames in my eyes (or if it was just
yet another stroke of naïveté shining there) because he laughed a little and said that I probably
would get disappointed to hear that he started
to teach only for the money. Since living the life
of an artist often is financially precarious there
can be a real need for a more secure source of
income, and teaching can be a great and rewarding way of providing for one’s own practice and
personal life. And perhaps the balancing act of
maintaining two professional practices – as artist
and as teacher – can be difficult enough without
actively enforcing a sense of shame in regards to
fulfilling basic needs.
The question then is how we can work with
an initial motivation that perhaps is less than
ideal and develop and grow this sense of intrinsic
value towards the educational situation. In my
case I had the good fortune of being invited by
the European Exchange Academy (EEA), an
independent educational institution, to teach
at the summer academy they arrange every year
in Germany. Harry Heyink, the founder and
director of this academy, works consciously with
a mix of more experienced artist-teachers and a
few who have just started to teach. Without being formalised as a mentorship as such that was
exactly what it was. I was teaching on my own
and sometimes together with one of the other
artist-teachers. Every-now-and-then I would find
myself in conversation with the director about
one or another student I had had a studio visit
with, and in a seamless manner he was coaching
and supporting me. This meant a great deal for
my possibilities to develop an awareness of pedagogical intentions in a real teaching situation.
Mark Warnes points out that learning to teach
in higher education is informed less by formal
methods and more by informal means and primarily by ‘simply doing the job’:
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“[…] new lecturers are learning to teach in
higher education using a range of methods. The
most widely used and most highly regarded of
these is ‘simply doing the job of teaching’, with
support and encouragement being obtained from
informal discussions with colleagues. This ‘in at
the deep end’ approach has its merits but is not
without potential problems, not least of which is
the student experience. Inexperienced teaching
staff may not provide a level of quality which an
increasingly discerning student body expects,
particularly in the current fee-paying environment where students (have a right?) to expect
value for money.”4
Learning to teach is, like training to be an
artist, not something that can be done solely
through theoretical studies: there will always be
a point where there is a risk that the quality of
the student learning experience will be effected
negatively by inexperienced teachers learningby-doing. Edström argues that the development
of education within visual arts has not been
followed by a corresponding development of
educational theories and states that:
“This turns the field of learning in visual art
practices into an area of research that, from an
educational theoretical perspective, is relatively
underdeveloped. The lack of educational reference frames for learning within the visual arts
leaves the teachers with very little besides concepts such as master-apprentice to consider.”5
Besides the increased risk that the student experience is further affected this also points to difficulties for young artist-teachers to learn other
than by simply jumping ‘in at the deep end’.
Now, it is not an impossible situation. There is a
steadily growing amount of research conducted
into this area with studies and literature that can
help to build a securer identity for a proactive
part-time artist-teacher. But at the same time I
think that there is work for educational institutions to do. All artists working as teachers at
art academies are required to undertake higher
education teacher certificates6 and being part of
a faculty provides a network and forum for keeping discussions on pedagogical intentions alive
and up to date. As a young artist-teacher working part-time you might not have the oppor-

tunity or the will to work regularly at only one
institution and thus you run the risk of falling
in-between requirements and collegial support
systems which means that most part-time teachers do not have teaching qualifications.7 Warnes
also warns us that this support from colleagues
sometimes is restricted to a ‘this is how we do
it round here’ approach that can be restrictive,
unaware of and even hostile to alternative ways
of doing things.8 A good example of this is
when I was doing a teaching internship at an art
school within further education. When I was in
the process of planning my workshop the main
teacher of the class informed me that I could
not expect too much from the group, that they
needed to be told, almost exactly, what to do and
how to do it. Although this was done with good
intentions I took this information as stifling.
The workshop I planned was dealing with how
to introduce the notion of self-directed learning
and work to young art students, perhaps in a
different but not choking way. Luckily I already
had quite some experience as a teacher, otherwise I think that I probably would have been
discouraged to continue even though work with
how to direct one’s own work process obviously
was needed. I also have had experiences where
I, as an invited guest-teacher, received information on where the in-house café was located and
pointed in the direction of where I was supposed
to be, and nothing more. I am not saying that
this is the case at all institutions at all times and
when hiring a person to teach, ‘educating’ the
same person is perhaps not the first thing on the
list. But I have also experienced these kind of
situations from the perspective of the student
where my learning experience suffered from the
lack of communication and introduction to the
local situation between the institution and the
guest-teacher. And somehow it must be in the
interest of all educational institutions that there
is a healthy rejuvenation of artists with a strong
commitment to pedagogy. A review of protocols
for how to best facilitate part-time artist-teachers, for the guest teacher, the students and the
institutions, might not be a bad idea.
At the very beginning of my career as an artistteacher my role as teacher was very clear and
easily formulated to me: I am an artist (full stop)
and from there I went to: I am an artist (full stop)
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and I am a teacher (full stop). Of course the two
roles were connected, I could teach because I
was an artist but I did not reflect on the matter
beyond that. I had not yet developed a sense of
security towards how I was teaching – I just did it
and it seemed to work well. As I gained more experience, lost some of the insecurities and began
to be able to recognise and formulate what I was
doing, it became increasingly difficult for me to
clearly formulate my role as teacher: both in relation to my role as artist as well as to a pedagogical
framework. I had reached a point where I was
secure enough to question what I was doing – on
an individual level and on a larger structural one.
This coincided with a wish to get an injection of
new energy and perspective into my art making
practice as well. I did not yet have an MFA since
I thought, and still do, that taking time to work
and develop independently between the BFA and
MFA studies potentially can increase the benefits
of an MFA. When I was looking into different
programmes I realised that what I really wanted
was a program where both art making and the
pedagogical side could grow. I won’t say that my
search was all encompassing but I did not find
any program to fit my description. There are
plenty of programmes where you become an art
teacher and at the same time can keep a certain
focus on your own art, but all of these are aimed
at teaching in primary and secondary education. As I was considering contacting different
institutions to inquire into the possibility of
setting up a test run of an individually tailored
MFA with focus on pedagogy, Malmö Art
Academy sent out a call for application to the all
new MFA programme Critical and Pedagogical
Studies (CPS), concerned with the intersection
of artistic production and pedagogics. This paper
is my thesis as I am about to graduate from this
programme and since I don’t want this text to
turn into an evaluation of the same I will not go
into the specifics of it or my experiences of it at
length. But this text is concerned with different
aspects of, and possibilities to form an identity as
an artist-teacher, and therefore I will challenge
the advantage the distance in time gives to detect
deeper and more long-term effects, and briefly
outline a few practical features I already now can
see as beneficial with programmes such as CPS.
On a more direct level, attending this programme
provided me with a framework to develop within

9. I deliberately avoid
using the word practice
to signify art making as
opposed to teaching.

and gave access to a forum where a group of
people could share their own individual experiences, approaches and concerns. This is, as I have
discussed earlier, something that is not necessarily easily available for part-time workers. Besides
the collegial or peer-to-peer aspect there is the
coursework as well, both practical and theoretical. The practical side with a work experience
module can serve a participant who has little prior teaching experience by offering an opportunity
to gain confidence as an artist-teacher under supervision. For people with a bit more experience
it can provide the possibility to challenge their
own conception of ‘who I want to be as a teacher’
and experiment with different methods under
‘safe’ conditions. As for the theoretical part, the
courses have been very helpful to me by offering
an overview and guidance into the research and
literature that actually does exist within the field.
This material can of course be accessed by anyone
and does not require structured coursework to be
useful. I just know that for myself it has helped
a lot to have support in finding an entrance to
all the databases and different journals with
practically identical names and especially to read
and discuss the findings together with a group of
people. So far I have left out an aspect that corresponds with my wish for a programme where the
making of art9 and the pedagogical interest could
develop side by side. To me this is a key feature
and holds a great potential if setting up more
programmes concerned with the intersection of
artistic production and pedagogics.
Let’s be Frank about it.
In this text I have talked a lot about practical and
especially financial motives behind artists starting to work as artist-teachers. The purpose of this
is not to convey a belief that all artist-teachers
work within the educational sector for the sake
of a secure income alone, and even less to advocate that young artists should consider pursuing
a teaching career because it is a convenient way
to make a living.10 Rather the opposite. And
even though it might seem counterproductive I
believe that it is important to talk frankly about
this in order to not stigmatise teaching in relation to one’s own practice.11 I believe, and must
believe, that a vast majority of the artists who
also work as teachers (in one form or another)
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Accessed: October 2013
13. Though I do must
admit that I find it rather
amusing with the circular
references, especially
when authors cite themselves.
14. Alison Shreeve, Ellen
Sims and Paul Trowler,
“A kind of exchange:
learning from art and
design teaching”. Higher
Education Research
& Development, 29:2
(2010), pp. 125–138.

286

are genuinely interested in pedagogical questions
and in many cases I also know that this is the
case. If I return to the Csikszentmihalyi quote
from above and we take for granted that all artist-teachers find the subject matter worthwhile,
and that we do not teach for the pay-cheque
alone – perhaps the conveyance of intrinsic value
in the teaching/learning situation comes down
to questions of self-identification.
Most of the research I have found on different
aspects of identity in relation to artists who teach
contains at least one sentence stating the need for
more research into the area and often cites other
literature stating the same thing:
“Professional identity amongst art educators has
been an issue in the literature for some time (see
for example Huddleston, 1981) and is revisited
periodically with exhortations such as “more research is needed regarding the professional daily
life and identity of art educators” (Milbrandt,
2008, p. 355).”12
This little quote within a quote exercise is not
meant just to be funny13 but I think that it shows
just how relevant the question of identity is. In
this section I will focus on questions around selfidentification and the relevance identity work can
have for the part-time artist-teacher’s sense of fulfilment and thereby also the student experience.
My first experience with teaching was, as for
most people, on the receiving end as a student
and this is a relevant factor for teachers in the
becoming. But the first time I took on the role
of the teacher was also as a student, not a teacher
student but a regular art student at the Fine Arts
department of the Gerriet Rietveld Academie
(GRA) in Amsterdam, Netherlands. In the
second year of my BFA I initiated a performative
project with the title “Let’s be Frank about it”.
The Frank in the title was used with a humorous double meaning, referring to the word frank
as in open, honest and direct but also with the
capital F to the name of one of our tutors. The
normal structure of the department was that
each teacher came in once a week or every second
week and hung a list on the wall where we, the
students, could sign up for studio visits during
the day. One morning when Frank was teaching

I placed a list of my own next to his - offering my
classmates to sign up for studio visits with me as
well. This project started as a reaction to a feeling
that we as students missed out on the potential
of the peer-to-peer part of our education by not
really making good use of each other. Of course
we talked about what we were working with,
some more than others, but in general these talks
often stayed on a rather superficial level. If I am
to be frank I should maybe also say that initially
I was more interested in playing with the hierarchical power structure in the teacher-student relationship, at the expense of the teacher position,
than anything else. During a full day of studio
talks I realised that I knew very little of what
many of my fellow students really were busy with
and saw the peer-to-peer potential aspect more
clearly. I continued the project and also asked
other students to offer studio talks.
As I said in the very beginning of this text I never thought that I would want to work as a teacher
yet alone that my self-identification as an artist
would be strongly aligned with the pedagogical
side of my practice. When I planned the “Let’s
be Frank about it” project I was not specifically
interested in pedagogics and art education and
had no thoughts of wanting to work as a teacher,
even though it resulted in such an interest. And
now I can see that I probably had an interest in
the educational situation an sich that perhaps
was stronger than average amongst the students.
There are a few aspects of this experience I
think have been of great importance to me
when it comes to shaping my self-identification
as artist-teacher and for my attitude towards
teaching. One is that it was within the frame of
an art project that I for the first time took on the
role of artist-teacher. Another one being that I
was a student and that my frame of mind was
set on learning. But first of all we have the fact
that my, and most peoples’, first encounter with
teaching came as a student and as Shreeve et al
point out, “We often learn to teach in the way
that we ourselves were taught and in response
to the prevailing practices we find in institutions.”14 The idea that we also learn to teach
indirectly by the teachers that are there to teach
us something else is very interesting. At first the
thought sounds so obvious that I almost want
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to leave it uncommented and maybe that in it
self is problematic: in the sense that it is easy
to forget about the most obvious things in life.
This can be compared to Susan Orr’s 15 findings
in a study concerned with how personal/professional identity influences values in assessment
situations in art education. Orr points out that
learning to assess is significantly informed by
the assessors’ own experiences of being assessed as a student and stresses the importance
of recognising this relation more directly. This
aspect of how we learn to teach is perhaps even
more relevant to keep in mind when in relation
to art education. As art students we learn by doing and making, by performing what it means
to be an artist. John Danver describes the art
educational situation by saying that, “Transactions between participants are conducted on the
basis of exchanges of experience, knowledge and
ideas between individuals […].”16 Since experiential learning is a key feature and something
art students are accustomed to, we might be
more perceptible to the experience of how we are
taught and tacitly learn from that. As new artistteachers most often come to teach with more experience as a student from art schools than from
teaching and pedagogical education we can say
that artist-teachers not only teach what it means
to be an artist but potentially also what it means
to be an artist-teacher to a few students.
In a paper concerned with emotion, specifically
creative passion, in relation to fine art teaching
and learning Katrine Hjelde17 states that it is
difficult to talk about emotion in teaching and
learning, that the word itself often is regarded as
something off-putting. Hjeldes’ focus lies on the
relationship between the part of the artist-teacher’s practice concerned with artistic production18
and the part of teaching, and how sharing the
passion held towards the first can inform the
latter and enhance the student experience. In the
concluding remarks Hjelde states:
“An empathic approach in the one-to-one [teaching situation] should include a sharing and showing of passion towards creative practice and art.
By communicating passion, not only verbally but
equally through body language, speech pattern
and intonation, we can set up a platform for passionate belief in the importance of art in life.”19

I would suggest extending this to also include communicating passion towards the teaching itself and
thereby setting up a platform for passionate belief
in the importance of education in art as well.
I have had a few teachers over the years, both
in further and higher education, who expressed
a passion for the educational situation, both
explicitly and inexplicitly by simply conveying a
passion for and in their teaching. One example
of this is Harry Heyink and actually the whole
European Exchange Agency (EEA), where I also
have been as a participant (student). Working
at the summer academy means that you leave
your regular life behind for between one to five
weeks and live under good but simple conditions
together with 50-55 other people. Just to have
breakfast every morning at seven with 50 people
shows quite some dedication, in my book at
least. The scheduled working hours are between
08.30 and 17.30 but considering that everybody
lives in the same secluded place it often feels that
going to bed marks the end of the working day.
On top of this, since the EEA strive to be as independent as possible, it is not a rich institution,
which means that you don’t go working there for
the money. The whole crew are there out of passion for the project and as a participant I could
tell this, without being able to pinpoint exactly
how and what it was, and I think that was also
one of the reasons why I wanted to go back there,
as a teacher.
The expression of passion from teachers towards
the educational situation itself is something that
I, in hindsight, can see helped me as a student
and also, partly, is the reason that I started to
teach. The passionate engagement with the
process, especially in moments of doubt, taught
me to love the process, for better, for worse, in
sickness and in health. All artists have a process
and find it interesting. Without looking into any
possibly existing studies on the subject I think
it is safe to say that this interest has different expressions. Art that can be labelled ‘process-based
art’ can have a very strong interest for the process
without necessarily being interested in the process. I think that I, at a certain point, started to
nurture an interest not only for my own process
and how I could better utilise it for making
better art works but in the process of making
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art in general and that is why I love to teach. I
sometimes feel my interest in art more stimulated by spending time engaging in the process
of a student work which I might find a mediocre
or even bad work than going to a museum to see
a finished piece of work I find great.
For an artist-teacher to be able to express passion
towards the educational situation there needs
to be a healthy and constructive relationship
between the dual professional role of art maker
and teacher. This will give me reason to return to
“Let’s be Frank about it” and my ‘story’ of when
I first played the part of the teacher, as well as
addressing why I have been reluctant to use the
word practice in this text. Through her Ph.D.
research Hjelde has explored how tutors’ art
practice inform their teaching: unfortunately this
material has not yet been made publicly available
and cannot be consulted here, but as I understand
it (also visible in the quote above) Hjelde is interested in finding ways where the two parts of the
practice could meet. On her website 20 there is a
section titled “Praxis with material” which “holds
and relates to the teaching part of my practice”,
indicating a position where there is one practice
and that it holds two parts where teaching is one
and making art would be the other. But then
she separates the two again by talking about the
art practice/teaching praxis relationship. I don’t
know, but I can imagine that it is for the sake of
making it easier to talk about it: it does create
long and perhaps over-complicated sentences
when not using practice to signify art making as
opposed to teaching. With the definition of praxis
used on the site “Praxis is the process by which
a theory, lesson, or skill is enacted or practiced.
(wikipedia).”21 I would still, for myself, opt for the
longer sentences. What I praxis when I teach and
when I make art is the same thing - the collected
skills I have as an artist. And the difference between teaching and making art is the same difference as there is between making two different art
works as well as engaging in two different teaching situations – I have to be tentative to which
skills I use for what purpose. This means that I
consider myself having only one practice and that
is an artist’s practice, within this practice I can
be busy with a variety of activities, writing this
text is one of them. Here I am, firmly, claiming a
holistic position where teaching and art making

lives together in perfect harmony.22 This is how
I identify, but this perhaps too assertive claim is
related to a belief that this is a position that has to
be actively and constantly claimed.
There are different ways an artist can experience
an identity where artistic production and pedagogical work is integrated in one practice. Some
artists make art works where education is used
as a medium; Joseph Beuys can in part stand as
an example of this, as can the Copenhagen Free
University.23
The whole genre, if calling it that, of activist art often has a strong pedagogical agenda
incorporated in the art works. As for my art
works I think they are better described as petite
bourgeois than as having a character of political activism. My interest in pedagogy is clearly
located within educational institutions, though
not necessarily only in or with a traditional
structure. I do not refer to or present my educational activities as works of art. My view of
and striving for one integrated practice is better
related to a question, which I view as rhetorical,
posed by Hjelde: “[…] can practice be seen to
incorporate the performing of all those activities
that are related to or spring out of practice?”24
Identity and theories around how they are shaped
and developed is a vast research field in itself, and
to give a fair account of it lies beyond the scope
of both this text and my capacity. Therefore I will
not venture into different theories here but will
keep to a highly summarised definition with the
help of Shreeve: “Identity is a complex issue of
structuring and restructuring a sense of self in
response to the world around us. It requires ongoing work.” 25 In keeping with the outset of this
text I also concur with Orr and Simmons who
seek a definition of identity that “recognises the
constraining and enabling effects of past experiences as well as current agency, or the capacity to
act upon the world in a purposeful if restricted
way according to circumstances.”26
For me, one of these ‘enabling effects of past
experiences’ is the fact that my construction
of an identity as an artist-teacher began at the
same time and within the same process as the
construction of an identity as an artist, making art. In this experience I can also identify
another example of how an artist-teacher also
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indirectly teaches how to teach. In a recent e-mail
conversation with Frank Mandersloot, Dutch
artist-teacher and the Frank in my “Let’s be
Frank about it” project, he writes that “[…] for
sure teaching, researching, working in studio,
building exhibitions, it has become one practice in my case.” Mandersloots’ positioning in
regards to the different aspects of his practice was
rather transparent in his teaching.27 I was teaching next to and not together with Madersloot but
I remember that he was ‘checking in’ on me at
times and that we talked about the/my experience
at the end of the day. I was completely exhausted
and with a newly-won respect for the work put in
by all the artist-teachers. I truly wish that I could
credit myself with having consciously chosen to
spend my first day of teaching next to Mandersloot – luck or intuitive decision, I think that
his positioning rubbed off on me. When I now
think of the relationship between ‘my practice’
and teaching I actually don’t – most of the time it
is not an issue at all to me. This is not to say that
the path has been without negotiations or that
new negotiations will not be needed.
In a study concerned with identity work among
part-time art and design tutors Shreeve28 identifies five ways that the tutors participating in the
interview-based study experience the relationship between their teaching and their own artistic production. These are in return related to five
different ways of experiencing identity as follows:
- I’m a practitioner.
- I’m a teacher, but able to do both.
- I’m in no-man’s-land.
- I’m a multi-dimensional practitioner.
- I’m an artist educator.
Within these experiences Shreeve notes key differences between relationships that she describes
as asymmetrical, symmetrical and holistic.
Among these categories we find, at one end, tutors who don’t want to be thought of as teachers
at all but rather that they are just ‘dropping in’
to the world of education, as well as tutors at
the other end of the spectrum who experience
how the two roles meld together and inform and
reinforce each other. Tutors only identifying as
artists and not at all as teachers are described as
transferring knowledge from their own practice
to the students, whereas the ones identifying

themselves as having one, integrated practice experience a more fluid flow of knowledge between
the two. Shreeve points out that though the
categories in the study are clearly defined, reality
allows for change between the different positions
over periods of time but also temporary fluctuations. Without arranging the different identified positions in a hierarchical order where one
is better than the other they can have different
implications for artist-teachers. In return this affects the student learning experience and though
of highest importance, this text’s immediate
interest is the position of the artist-teacher.
In my relatively short career as an artist-teacher
I have already gone through all but one of the
categories and have done so in the order Shreeve
introduced them (same as above). When I first
started teaching I identified my self as an artist
(full stop), with the exclusive meaning – maker
of art. Shreeve29 notes in her study that being
relatively new to teaching was characteristic for
tutors identifying as practitioners only. For the
individual tutor this position does not necessarily present any difficulties, but can, if continuing to teach, potentially do so in the future,
especially when/if the ‘dropping in’ becomes
more regular and frequent. When I realised
that teaching was something that I apparently
was more and more busy with and also increasingly interested in, I added ‘and I am a teacher
(full stop)’ to my identification as an artist. This
is the category Shreeve30 names ‘two camps’
and here the two roles are equally present in a
symmetrical relationship. But there is a risk that
this position leads to a situation where the tutor
experiences both identities under threat and in
conflict to each other. In Orr’s study on identity
work in relation to assessment practice within art
education we can find a worst-case scenario of
this position. One participant expressed,
“[…] without any apparent sense of irony, that
he would have had a career if he had not become
absorbed in academic work. The career he refers
to is, of course, that of an artist and he views his
academic life as reducing his opportunity for
personal artistic engagement.”31
Without going further in to it here, this highly
uncomfortable relationship between their own
practice and the teaching can hardly contribute
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to a more positive learning experience for the
students – at best it will not poison it. For me it
luckily never went this far. It was when I started
to identify a potential conflict in myself regarding the teaching and my artistic production that
I began to look for an education including both
roles. At this point I would say that my self-identification was in line with what Shreeve refers to
as “multi-dimensional practitioner” where there
is a balance between the two worlds: separated
but in harmony and with a feeling of productive exchange.32 Still, when I was accepted to the
CPS programme I had some concerns. Crudely
and honestly phrased I was asking myself if I
was going for plan B. Did giving focus to the
pedagogical questions mean that I gave up The
Dream? I remember talking with Harry Heyink,
still functioning as a mentor to me, about these
concerns. With the risk of misremembering, I
think his initial answer was even more crudely
formulated than my question. Heyink started
to teach when already having a successful career
with his art works. Rather than a feeling that
the teaching was infringing on him as an artist,
he told me how the successes with his pedagogical work gave him a sense of fulfilment (also as
an artist) that was deeper, longer-lasting than
the success from the artistic production. So if
anything, it was a considered decision to gradually give more focus to pedagogical questions and
arranging educational projects like the European
Exchange Academy.33
I think the fact that my first teaching experience
came from within the framework of making art
plays a part in that my self-identification now is
fairly uncomplicated in regards to the two major
sides of my practice, but evidently it did not automatically lead to it. Instead I think that there has
been a combination of many different factors that
has helped me to construct such an identity. Here
I think that the programme I am about to graduate from has played an important role as well, by
allowing the two sides to develop in one process.
A second aspect of the “Let’s be Frank about it”
project has also had a big influence on my relationship to teaching: the fact that I was a student
‘playing’ the part of the teacher. This meant that
I was in the mind-set of learning when teaching
and that is something that Shreeve, in her study,
noted as a distinctive characteristic among tutors

whose self-identification fell within the category
of ‘artist educator’ with a holistic relationship
between art making and teaching.34 The idea that
there is a kind of exchange taking place in the
centre of the pedagogical situation is regarded as
one key feature of art education (e.g. Danver,35
Hjelde).36 If a form of exchange is taking place,
there is an opportunity for the teacher to learn
and at the same time the teacher has to be open
to learning for the exchange to take place. Here
the importance of the self-identification and positioning of the artist-teacher becomes very clear.
In a paper, outlining characteristics or signature
pedagogies, within art and design higher education Shreeve et al., formulate the teacher as being,
“[…] in a position of facilitator or co-researcher
and this requires the suspension of preconceived
ideas and outcomes for a project and supporting a process of discovery to take place for each
individual student.”37
To be open to, and actively strive for, a position where we, as teachers, are also learning
corresponds with and strengthens the idea of
exchange as a signature pedagogy. And at the
same time it is a prerequisite for being able to
fully take the position of co-researcher.
Another widely argued key feature of art education is that the students are not only learning
technical (practical as well as conceptual) skills
but also what it means to be a practitioner
(e.g. Austerlitz et al.,38 Danvers,39 Shreeve).40
Drew and Trigwell argue that, “[…] situational
and social factors are a key part of learning to
practice.”41 In this respect artist-teachers could
be said to be helping their students to construct
an identity as a practitioner (and here I refer
to all possible ways one can identify as a practitioner). Returning to the different categories
found in Shreeve’s study, she notes that tutors
having holistic self-identification, or at least
more balance between the two roles, were more
likely to “help students to understand what it
means to be a practitioner. […] not only the skills
of making, but to understand the emotional
and affective aspects of being a practitioner.”42
Whereas the group identifying as only practitioners (in the narrow sense) was more focused on
passing on knowledge and reproducing a skilled
performance or artefact.43 As for the category of
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‘two camps’, here illustrated by the quote from
Orr’s study, I don’t even want to think about how
such a position will inform identity-construction
for the students – especially not in relation to
future potential artist-teachers.
Questions of identity and self-identification are,
in personal and professional life, not necessarily
easy to deal with and require on-going work.
As an artist-teacher there are two professional
roles – the one of the artist and the one of
the teacher – that have to be negotiated and
balanced with each other. Both of these roles
come with their own set of questions but I
have here chosen to focus on the intersection
between the two – on where they do, don’t and
could meet. Throughout this text I have been
looking back at different episodes from my life
that in one way or another have played a part
in shaping my self-identification in regards to
my professional life as a young artist-teacher. In
the process of writing this text I have seen that
some of these aspects have caused problems and
others have been of great help. Starting with
my young and naïve idea that only failed artists
became teachers. Of course there are plenty of
successful artists who teach and many, if not
most, of these are also very engaged in and
with pedagogy. The biggest problem with this
conception was that it was based on a narrow
definition of what an artist is or can be and in
return this also makes the idea of ‘successful’
problematic in what it means and how it is
measured. If the easiest definition of an artist
is a maker of art and we hold on to this, then
success can be easy to measure. One or more
of the following descriptions are commonly
accepted as constituting a successful artist:
widely recognised and appreciated for their
artworks; frequently exhibiting their artworks
in renowned venues; financially secure due to
their artistic production. All of these can be
said to be rather superficial (in the sense that
they are looking for an external validation)
and also have very little to do with teaching.
Yet all of them have, in one way or another,
been brought up in this text and its reference
literature. My own experiences supported by
the interview-based studies of Shreeve and Orr
paint a picture of the relationship between the
roles the artist (in the narrow sense) and the

teacher experienced as potentially conflicting
roles, especially when it comes to success. I find
this rather curious since at the same time we
can find examples where the two roles are seen
as most connected, or at least where it seems as
if success in one of them automatically would
mean the same in the other.
Through a quick search at http://www.
artandeducation.net I found a few calls for applications to vacant teacher/professor positions at
different art academies. Based on these it would
be easy to believe that teaching is a second rate
task that any good old successful artist can do.
One of them reads: “[…] looking to attract a
high-calibre individual with exceptional artistic
credentials […] underpinned by exhibitions
hosted by well-known international institutions.”44 Only in the second paragraph they add:
“Furthermore, well-developed didactic skills
will be required to thrive in this role.”45 Another
institution is “[…] seeking an artist with a strong
artistic practice and a distinct interest in art
education.”46 Here at least the teaching part is
mentioned early on but it is not an artist with a
strong teaching practice and a distinct interest
in art making they are seeking. My favourite one
invites “[…] visual artists with a distinguished
career in contemporary art […]”47 to apply for the
position. In the advert they also mention that,
“[…] the professor will be responsible for defining
and developing the profile of artistic research in
the field of […]”.48 Only when following the link
to their website and a good bit down there as well
is the word teaching even mentioned:
“Applicants should also have a strong focus on
artistic research and they should demonstrate an
ability for critical reflection on artistic processes
that will also be integrated in teaching practice.”49
Strangely enough, when describing the duties of
the position at the bottom, teaching is first. In a
way it seems very strange that when I was young
I could have thought that only failed artists
become teachers, since being a successful artist
looks to be of the highest priority when teacher
positions are being filled. But in a backward
kind of way it might make sense: not even the
institutions responsible for education portray
teaching as a very important and fulfilling occupation for an artist.
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44. http://www.
artandeducation.
net/announcement/
university-of-the-artsbremen-seeks-professors-in-drawingpaintingand-sculpture/
45. Ibid.
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50. Klein, S. & Milbrandt, M. “Survey of
art teacher educators:
Qualifications, identity
and practice.” Studies
in Art Education, 49(4),
2008. pp. 343-357.
51. Ibid., p. 349.
52. How art educational
institutions are supposed
to measure and compare
this when hiring, and how
they will solve to present it
in a way as to attract students and funding I leave
to them to figure out.
53. Biesta, G. “Mind the
Gap!: Communication
and Educational Relation.” In Bingham, C. &
Sidorkin, A-M. (eds.) No
Education Without Rela
tion, New York: Peter
Lang Publishing Inc.
2004. pp. 11-22.
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To my knowledge there are no available studies
concerned with art educational institution’s
views on the relationship between an artistteacher’s artistic production and their teaching
abilities. But to think that my, here presented,
conclusion of rather unscientific findings would
reflect the positioning of any art academy is
nothing short of ridiculous. Yet, we can compare
it to the findings of Klein and Millbrandt in a
survey including 100 participants working as
teachers at different institutions within higher
art education—again it is not the view of the
institutions themselves but the teachers’ perceptions of institutional values:
“When asked to rank the values held as most
valuable within their institution for promotion
and tenure, over half of the participants (57%)
reported that Research or Written Scholarship is
the activity most highly valued by the institution
for promotion and tenure. Twenty-five percent of
the participants ranked the role of Teacher as the
second most important, followed by the role of
the Exhibiting Visual Artist as the most valued
activity for promotion and tenure (20%).”50
The same participants were also asked to rank
the activities to best describe their professional
identity and how they felt they made their most
important contributions to the field. Here a
majority ranked teaching as most important,
research within the field of education only as the
third most important with 18%, and exhibiting
visual artist ranked lowest with 3%. In additional
written comments participants expressed frustration over the low value teaching was regarded in
comparison to more outward-directed activities such as generating publications. Klein and
Millbrandt stress the fact, “[…] that only 5% of
the participants identified with the role of Visual
Artist Researcher, and 3% identified being an
Exhibiting Visual Artist, as being important to
their identity. Yet 50% of respondents reported
that artistic proficiency was important in their
hiring process.”51
Besides the discombobulating discrepancies
between the participants’ perception of the institutional values and their own, I think it clearly
shows that art educators do have a very strong
commitment towards teaching.

With a more open definition of what an artist
practice can include it becomes increasingly
difficult to determine what a successful artist
would entail. Exhibition record and appreciation of artworks cannot serve as yardstick to
measure success for an artist considering pedagogical work an equal, or perhaps even more important part of their practice as the production
of art. Perhaps both educational institutions and
artist-teachers should do away with these definitions and questions of success altogether. Considering just how important the self-identification
of artist-teachers is, for both personal well-being
and for the student learning experience, we might
better ask ourselves: Do I feel fulfilled as an artist
with my practice in this composition?52
The path (parts of which have been presented
here) that has led me to how I identify as an
artist-teacher is my path and can, of course, not
be prescribed to all, if any, other artists constructing an identity as artist-teachers. From a scientific
research perspective this might be a bad thing but
not necessarily. Not everybody can have a tutor
called Frank but maybe further studies can be
made to see if more active and conscious work
with peer-to-peer education can, like in my case,
lead to an early and strong interest in pedagogy.
Perhaps, with different ‘stories’ of how we can be
and become artist-teachers, the more we can see
new possibilities to actively seek practices where
pedagogical questions and teaching is integrated
in the role of the artist. In the text ‘Mind the Gap!
Communication and the Educational Relation’,
Biesta poses a question about who it actually is
that educates, and answers:
“Common sense would dictate that educators
educate – and in a certain sense this is, of course,
true. But if […] learners learn from their participation in social situations, then the conclusion
has to be that it is the social situation that emerges
form the interaction between the teacher and the
student that actually “does” the education.”53
To me, this points towards an approach to education which holds all possibilities for teaching
to be every bit as rewarding and exiting (including frustrations, doubts and crisis) as the process
of making an artwork.
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Nikolaj Kilsmark
“A Voice of One’s Own”
”A woman must have money and a room of her
own if she is to write fiction.”

project is the potential of the personal story as a
political tool in representing the area.

So wrote Virginia Woolf in her book A Room
of One’s Own.1 In my video project with young
people in Gadehavegård (GHG) – a social housing area in the suburbs of Copenhagen – similar
issues are dealt with. However the context and
time are different. This project is also about
building creative space for the individual being.
It is about creativity and identity – a voice of
one’s own.
Woolf needed money and a room of her own
to write fiction. The participants in this project
in Gadehavegård may not have money and/or a
room of their own – but most of the participants
in the workshop have a smart-phone with a video
camera and their “family photo album” on it.
And they all have YouTube. The “fiction” they
write is their own (life)story told through their
smart-phones. The participants in the project
are working with “A Voice of One’s Own” as a
concept that is initiated by an outsider – an artist
– me. Each participant has their own individual
project/voice but the individual voices also work
towards a collective (his/her)story, creating a
collective voice of the group of participants from
the housing area of Gadehavegård.
In the workshop one of the participants – a
12 year-old boy with Kurdish cultural background – talked about how his family came to
Denmark and how they have strong family connections both in Denmark and Kurdish areas in
Turkey. He started to talk about religion and issues around integration. At one point he showed
me a video clip he had made on his smart-phone
concerning some of these issues, and I told him
how very interesting I found his story. I said that
it would be interesting if he would go into more
detail about these issues: the boy suddenly got
embarrassed and said: “No it is private…” The
balance between the personal and the political
is one of the pedagogical and artistic concerns
of this video project. Part of the concern in the

This essay aims to exemplify a critical and
analytical understanding of pedagogical perspectives in my artistic practice about representation
issues. The essay is informed by my reflections
and experiences during the process of developing
the video narration project with the youth club
Gadehaven. It is informed by my artistic practice
more generally. My project in Gadehaven connects the experience and relevant processes of my
artistic practice since 1999 from both a theoretical and practical point of view. My project in
Gadehaven is in many ways representative of
these considerations – and my way of working as
an artist. The project in Gadehaven is the main
empirical material in this essay.
I work with art projects concerning mediarepresentation, cross-cultural communication and sociopolitical issues in the context of
post-colonialism within Danish society and its
global position. I have previously worked with
art projects in different social housing areas
in Denmark: Vollsmose in Odense, Gellerup
Parken in Århus and Gadehavegård (GHG) in
Tåstrup. Each project has had a starting point
based on the different identities and perspectives
in relation to Danish and global society – based
particularly on individual (life) stories. In 2012
I worked with a video project mapping the
possibilities and needs among various groups of
youth within the GHG Area. The film Duet eller
Duel? – Usynlige stier #3 portrayed youth groups
and individuals in the area and discussed the
area from their point of view.
The youth club Gadehaven is located in the
social housing area Gadehavegård, which is now
on the official “List of Ghettoes in Denmark”.
This “Ghetto list” is updated each year by the
Danish government. This is thought of as a tool
and guideline for giving funding to so-called
troubled housing areas. It is worth discussing
how this “title” influences the people living in
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the area and thereby how the title “ghetto” influences the character of the area – both now and in
the future. The youth commonly see themselves
as living in a “ghetto”. Kids belonging to the
same school district – but living on the other
side of the street – often choose not to go to the
Gadehaven youth club. This is because living on
the other side of the street means living in private
housing, and thereby not living in the “Ghetto”,
something people distance themselves from if
living in the surrounding areas of Gadehavegård.
The postal code for the area plays a significant role for Gadehavegård. The postal area code
– 2630 – is used as the symbol for living in, and
belonging to the GHG area. “2630” is widely
written on walls, doors – it is tagged all over the
area. I find it interesting in this project considering the issue of identity in GHG, how the postal
code 2630 is used as a code for identity – of
belonging to a specific place. A postal code is a
“thing” given by a social system, as is the label of
“ghetto”. How does the construction of identity
unfold between these two poles – are they poles
or do they in reality mean the same thing? How
does this influence the young participants in
the workshop? The project is not looking for a
straight answer to this – however I find it important to bear these questions in mind as potentially significant observations about identity in the
area. Gadehavegård is defined by the surrounding society as an “outside”. As an example of this,
it is difficult to find good and affordable housing
in the area and “on paper” Gadehavegård is good
and affordable housing. Normally such places
have long waiting lists of people wanting to live
there. Parents subscribe their kids to these kinds
of waiting lists so that they will get a place to live
when they grow up. In Gadehavegård a waiting
list is hardly needed.
In the following pages I will describe the
project that I am doing in the Gadehaven youth
club both practically and conceptually. But first
I will introduce some of the questions I have
discussed during the concept development of the
project. The project is in a field in between pedagogy and art. One of my considerations concerns
the degree to which it has the possibility to be
both, and to what extent it can be defined if one
part is of more weight. It also is concerned with
whether art and pedagogy can be separated in
this project. Can art practice/self-narration/self-

representation be a tool in a pedagogical process
– and vice versa? And how? Can the participants
in the workshop in the youth club Gadehaven
learn a new tool of expression, as well as experience that their own life story is important, and
that it is an important part of society? That
the personal story is political? That it can be
representative – political – universal? Can the
working method experienced in my empirical
data accumulate material of artistic interest? Can
it be translated into art somehow separated from
its origin – or is the process and the pedagogical
aims the project itself? How far can this material
go into a wider phenomenon: that of art?
I do not think there is a miracle hidden in
any place that can unfold cultural understanding. However, I believe that there are, and can
be, lessons learned in various forms of applied
visual communication in cross-cultural contexts
where core problematic(s) and complexities of
“otherness” are addressed via contemporary
artistic methods. So, I have a “naïve” idea that
contemporary art might be particularly suited to
challenge post-colonial discourses, without being confronted with the methodological pitfalls
inherent in the representation of “the other”. The
main tool I examine in this project is participatory video production with smart-phone video
cameras. I hope to develop self-narration as a
tool for social and personal change. One of the
key issues in this regard for the project – and in
this essay – is a discussion of the position one is
in and speaks from. How do we position each
other and our selves? Why, for example, is it
important that the participants in the workshop
film and edit their own story? How would it be
different if I filmed and interviewed the participants? What is private? What is political? And
what is the role of the artist? In this regard later
in this essay I will go into some of the considerations that Gayatri Spivak has regarding “otherness” and Hannah Arendt’s thinking regarding
connections between un-criticality/criticality
and violence in society, and how these are starting points for discussing the position one is in
and speaks from.
I use the word “naïve” in recognition of the
complexity of working as an artist in this social
context. No matter how “politically correct” my
intentions are in this project – the complexity
cannot be underestimated. I risk nothing but
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the professional risk of doing a bad project. I
have no other connections to the housing area
of Gadehavegård but professional relations. The
participants in the project go into the project
with their personal identity and their life as
the main material. However I do, in a broader
perspective, have more personal motivations
for going into a project like this. When I first
started working with art in what you could call
“sociopolitical contexts” such as social housing areas like Gadehavegård, I was living in
Gellerup outside Århus in Jutland, Denmark.
Gellerup has a similar character (and reputation)
as Gadehavegård. There were some incidences
in the area that were covered so intensely in the
news media that, as a fact, most people did not
dare come to visit me and my girlfriend in our
home. In many ways we were fond of living in
the area, and the news media representation was
not representing the experiences we had of living
in Gellerup. We therefore started an art project
working with alternative representations to the
news media. In various ways I have worked with
these problematics since this first project.
I find it essential to have and develop communication tools that are inclusive. Communication in social media and throughout the
internet-media have changed ways and means
of communication within the last number of
years. It is essential to have ways and means of
communication that can open the possibility of
cross-cultural exchange and knowledge production: tools to use in defining individual positions
and identities in political/social contexts.
Edward Said points out that texts are so
deeply embedded in material and historical reality that their impact and application becomes
a matter of authority, power and oppression.
Said argues that Orientalism is an example of
how the exercise of power can be textual or linguistic. The language itself is embedded in relation to the possible meanings that the subject
can move within.2 The project in Gadehaven
investigates possibilities of smart-phone video
as a tool for representation and communication
in relation to otherness.
During my research in my artistic field of
(global) socio-politics I never witnessed what
could be considered an equal cross-cultural communication, free of reproductions of cultural
stereotypes, victimizing, exoticism and other

2. Edward Said, Oriental
ism (New York: Vintage
Books, 1978), p. 41.

conflict issues and power factors that create
distance and polarization. I basically agree with
Said’s point according to how power relations
are embedded in the linguistic. I worked with
several means and approaches according to these
concerns: by defining positions to speak from,
working with flat power structures, and different
group dynamics and strategies of presentation
and representation. I find it important to keep
researching in the field of contemporary art as a
tool for cross-cultural understanding, communication and knowledge production. I work
with questions such as: Can contemporary art be
used as a tool to deal with cultural complexity?
Can contemporary art challenge, include and
communicate in relation to “otherness”? In the
project in Gadehaven I try to give the participants in the video workshop “A Voice of One’s
Own”: tools of self-representation using their
smart-phone video camera.
Workshop concept
The project takes place in Fritids og ungdomsklubben Gadehaven (Klubben i Centrum) in
Gadehavegård. The following chapter is based
upon the reflections that the project built upon
from its beginning. In this youth club I am
working with kids and youths from 11 years up
to 19 years of age. I produce video with the participants. They will be filming (mainly on their
smart-phones), editing, and publishing their
own stories. I will give them tools and input on
how these stories can be told in video.
How will the young people themselves
tell their own story? The shape can have many
formats. These include working with a kind
of video diary. Over time, the idea is that the
participants build trust and a routine in relation
to their camera, which opens up the personal
narration. The project will be on the young people’s terms: about what concerns them and what
they find important. The videos will be about
their life, ideas and about the place they live:
about different aspects of their identity; about
being young in Denmark; about the relationship between boys and girls; about dreams of the
future; about the idea of the good life – etc.
Along with the participants making their
own videos (in dialogue with me), all the video
material in the project will be stored on a hard
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disk to be used in a longer and overall story
based upon the video material filmed by all the
participants. I will edit a story with the participants sitting with me during the editing process.
The participants will gain insight into how I
work with art video. In this way, I will give them
new perspectives on their own material. They
will be directly involved in my artistic process while they also work with their own story with
the same material. There will, in this way, be several films out of the same digital video material.
The film, in which I as an artist use the
participant’s material, should gain a more comprehensive focus on the group of young people
and their identity, and tell the stories as I experience them as an artist and an outsider. The two
ways to use the filmed video footage serves the
purpose to highlight the opportunities and ethical considerations that arise when working with
moving images: video works immediately “as a
direct imprint of reality”, but, in many ways it
also creates and angles reality – both when representing others and representing ourselves. When
we sit together at the editing table we will discuss
ethics and other considerations that arise in the
process. This part of the project is a pedagogical
way of giving the participants new perspectives
on their own material/ideas/identity. It is a way
of challenging their views on, and understanding
of, the power of audiovisual storytelling. It is a
way to possibly expand their self-reflection and
understanding of their own identity and position
in society. At the end of the project the personal
stories about and by the participants will find a
form of presentation that creates a shared history
that reflects the group of participants and the
area they live in.
Video does not have to be something with
a big camera and lots of techniques: it may also
be filmed on a smart-phone. All you need is an
idea and a few tools on how a story could be told.
As an artist I will discuss the material with the
participants. In different ways I will facilitate
the process. The basic principle is that the young
people themselves film and tell their own story,
but the process gains artistic and pedagogical
input from me, both in our discussions during
the development of the project and during the
filming. In the youth club I will be working in
cooperation with pedagogue Dina Lindgren and
supervisor and psychologist Jacqueline Amholt.
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Aesthetics
The project can be seen as an artistic experiment in relation to the artist’s role as an auteur:
whether a given film made within the workshop
can reflect the artist’s particular cinematic style
or any special thematic choices in relation to
the situation where the participants largely tell
the story themselves (in collaboration with me).
In this sense it is as important to discuss the
stake of the participants in the project. In a later
chapter I will discuss this from the perspective of
Katrine Hjelde’s term “creative passion”.
Regarding the quality and credibility of
smart-phone video: a decade ago audiovisuals
were largely limited to television and cinema,
and filmed on heavy equipment by film professionals. The stories were told and directed by
film directors and journalists. Then came the
DV-camera “revolution”. Within a few years it
became possible for everybody to produce video
with a low budget. With digital video cameras
and digital video editing facilities on fairly cheap
computers there was a “floating” media that
could be produced by various professions and
individuals. The new possibilities with DV-video
still needed a platform for publication. Few
DV-productions by individuals found their way
to the conventional media broadcast platforms.
The Internet was still too slow to show video in a
usable quality. Today this is different. YouTube
has four to five billion videos streamed per day.
Video production and video broadcasting have
become possible ways of expression for anybody.
Video is also an important part of communication via social media like Twitter, Facebook etc.
Most of the Danish population have an HD video
camera in their pocket as a built in facility of their
smart-phone. Any important (and un-important)
event may be documented, and published, at
any time and in any place. In fact the kids in the
youth club already have a lot of video footage
from their life kept on their smart-phones.
The news media widely use footage filmed
on mobile phones etc. It is very common to see
video filmed by individuals who happened to be
in the place of an event of public interest. This
kind of video footage is often believed to be very
reliable because it was filmed when the person
was in the place of the event by sheer coincidence. This is different from a journalist going
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to a place to get a news story. The smart-phone
material has credibility in that sense. We are now
getting used to seeing smart-phone video in TVnews from war zones and demonstrations etc.
In the project in Gadehaven youth club the
video material is of this significant “smart-phone
quality”. It is easy to see that the participants
film by themselves. This material has some of the
same credibility. It is easy to believe in the material. There is no light setting or any professional
feeling to it. There is no journalistic character
asking questions. It may – in other less visible
ways – be guided, manipulated and intensely
facilitated, but the feeling to this kind of video
material is credible and authentic. I would to a
certain extent claim that this is implicit to the
characteristics and the aesthetics (read bad quality) of the video material.
Process
The project considers and discusses a triangle of
relationships between:
ethos / feedback <-> self-presentation / identity
<-> the self (the “me”) / the personal self (the “I”).
For example: video as a feedback form (ethos)
influences the relationship between the performers’ self-presentation/identity and self (“me”)/personal self (“I”).3 The “me” is the inner voice, the
personal thoughts and the most private form of
being – the part of our self that cannot be shared.
What is shared is the “I”, which is the active part
of “me” contacting other individuals and “the
world”. The personal self, the “I” takes a shape, a
form that comes from the “me”: this is the identity
that is given by the specific context. The context
is a relationship between ethos and the inner self
“me”: and so goes the triangular discussion.
One of the participants in the workshop
made a small film about herself in her own room
in the apartment where she lives with her family.
She filmed some of her things of special importance to her, and then she went to the mirror and
filmed herself in it. She said: “My hair is black,
my skin is brown” – then she paused and after
a while she stuck her tongue out and said: “But
my tongue is red…” In her monologue there are
already discussions going on about how she perceives her self according to others and her inner
self. About her brown skin and black hair as a
label for her cultural background – and then her

3. Jacqueline Amholt,
personal Communication
with Author, (17.01.13)

red tongue that makes her like everybody else. I
watched her video with her several times and we
discussed the perspectives in her story.

The workshop in Gadehaven is an experiment.
It is research into using what could be called
“participatory video” as a tool for social change.
The main goal is gaining experience in this way of
working. Karl Popper writes about falsifiability.
Any experience in this project is falsifiable and
faces the problem of demarcation. How does one
move from observations to laws?4 However there
could be some “goals” and “objectives” with a
hope of gaining experiences that could be used as
a possible tool to gain similar patterns and situations in a similar context in the future:
The process has the potential for personal development of the participants through the triangle
discussion between self <–> identity<–> ethos.
The project works through the personal
voice: an opportunity to show an alternative to
the media image usually seen of residential areas
of this specific character.
The participants have the possibility of gaining
understanding of the power of audiovisual media.
Presentation
The project will be presented through the Internet: YouTube, Vimeo, Facebook, Twitter, etc.
Additionally, we will arrange screenings locally;
with a film premiere in the Gadehaven youth
club. The project will be announced through
news media and through contacts in the area.
The project has a personal, local and national
(political) context. If the project gets far in
its process, publicity could play an important
role both politically and pedagogically. The
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 articipants would experience the attention from
p
the outside world and thereby experience the
importance of their own personal stories. The
project has a political potential both nationally
and locally. On a national level it could possibly
change the biased ideas of GHG and areas similar to it. On a local level publicity could help to
change the image “of the youth club belonging
to the ‘ghetto’”.
Workshop experience
The project is in process until end of June 2013.
At the time of writing this essay in April 2013
a lot of experience has been gained during this
process. In January I had a meeting with pedagogue Dina Lindgren from the youth club and
supervisor and psychologist Jacqueline Amholt.
We discussed the possibilities in the project and
shared our expectations. We discussed ways
of starting the project in order to motivate the
kids and youth from the club to participate in
the project. We also discussed how to start the
project in a way that explained the project to
the participants without guiding “too much”,
in the sense of keeping the process open enough
for the participants to create their own voice.
We all agreed that this would be a difficult and
ambivalent balance. Ambivalent because the
participants need to know what to do, but on the
other hand can very easily be guided too much,
where they tell their own story less from their
own mind, leading to a situation similar to an
interview format.
1st day in the workshop
We decided in this first meeting that we would
present the project with an event in the youth
club. We would use the event to firstly gather
those interested and thereafter introduce some
ideas that could open the project up. We created
a special atmosphere with a special light setting
and different items in the meeting room that created attention. Later on we used these as starting
points for some stories we told the kids as part of
the introduction. This afternoon meeting were
for the 11 to 12 year olds. The older members of
the club coming in the evenings. I explained my
ideas with the project and talked about my work.
I explained that those participating in this pro-
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ject were the experts in their own stories – not
me. And therefore the participants themselves
would shoot the film and edit it. After the group
meeting we had meetings in smaller groups of
three at a time. We had a total of 14 interested
video storytellers. I showed how to film in different situations, and explained that the things they
each found interesting were the important things
for this project. Two participants started to film
themselves right away and talked about things of
importance for them.
Following 4 weeks
In the first weeks I came one day each week to the
youth club. In the afternoon I worked with the
10-12 years olds and in the evening with the 1219 years olds. I knew from the beginning that it
would be a difficult task to facilitate and explain
the project to the 10-12 years olds. However they
found it interesting that I was a new person coming into the club with some kind of new activity.
Some of the kids tried to work with the project
and made short videos on their phones. Many
found it difficult to find out how to get started.
Therefore I introduced a tool to open up the
process of talking to the camera in this special
kind of way. I told the kids that it was important
that they filmed by them selves and that they
created a space where they would feel comfortable
about the situation. Then, after creating this kind
of setting, a way to get started could be playing
the game “best, best, worst”: talking about the
two best experiences and the worst experience
in a given day, week or vacation etc. I explained
that they should tell this in a way that any person
could understand. I felt I was possibly facilitating
the process too much, but the situation was such
that some tools were necessary if any of the 10-12
years olds were to get started with the project. To
a certain extent it worked well: six kids came up
with some short videos.
With the 12-19 years olds I expected to be
able to explain the concept and the perspectives
in the project more precisely because of their age.
It was my plan that the young people in the evening club could show some examples to the kids in
the afternoon club and thereby inspire and help
them to understand the project. With the 12-19
years olds I faced an unexpected problem in the
project: there was practically no one coming to
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the evening club. Some evenings no one came,
and other evenings a single person might come.
The biggest number of people I experienced was
four, and they all were 12 years old, and thereby
also part of the afternoon club. So practically
I had no participants to work with between 12
and 19 years of age. This situation was new to the
youth club. There were various reasons for this.
One reason was of special interest for my
project: a few months before the start of my
project the youth club had started up a “satellite”
youth club. This new place has a very different
character. It is placed in a basement inside the
social housing area. The project is described like
this in the local newspaper, with the headline: “A
U-turn towards a new life”:
“Life can sometimes take a new turn, but
sometimes this turn must be helped a bit. Hard
training, guidance, group mentality and strict
rules are means to the goal, which is to keep
young people in Gadehavegård from being
recruited for gang crime.”5
It is not a youth club in the same sense as the
public department Gadehaven. There is no payment for membership. In public youth clubs you
must pay for a membership. The satellite club
is a place for young guys from the housing area
who before this project came up did not have a
place to meet because for various reasons they
did not fit in with the “normal” public youth
institution. The person in charge of the satellite
club is from the housing area itself – he is well
known by the young people in this milieu. The
place has more than 60 active users/members – a
significant number compared with the evening
youth club Gadehaven with only ten registered
members and practically only four young people
attending on a regular basis. It was part of the
plan that I should work with this satellite youth
club every second week. As I had few members
in the evenings in Gadehaven to work with I saw
this as both a very interesting and challenging
context to work in, and at the same time it was
the only opportunity to work with the age group
of young people I had thought most relevant
and suitable for the project. However there were
some important issues that came up in working
with both departments. It was important how
I chose to position myself to be able to work in
both the satellite club and Gadehaven. Many

of the users of the satellite youth club have
a complicated relationship to the “system of
society”: they may have dropped out of school,
or they have had other negative experiences with
society. The Gadehaven youth club represents
“the system” in various ways for the users of the
satellite youth club. The fact that I work in both
places makes me a part of “the system” in the
eyes of the satellites users – and thereby in some
kind of opposition to the satellite youth club.
After several meetings with the leaders of the
satellite we agreed that if I should do a project
with them – it should be with them only – and
it should be a shorter and more concentrated
workshop period, and the process should be
facilitated more. I should take an active part in
the filming in order to reach the point where
the participants would take over the process and
start filming by themselves. The leaders also said
that the best time for such a project was not now.
Too many issues needed to be dealt with given
that this club had just opened for the first time.
Taking this situation into consideration I found
myself in a project that for me became a source
of interesting experiences, but at the same time
a project with fewer possibilities for moving
forward as planned.
Finding a way forward
The basis for working with the key principle
in the project had been challenged drastically.
I paused the project for a couple of weeks to
reconsider the concept and strategies. I have, in
cooperation with artist Nynne Haugaard, made
a series of art projects in similar housing areas:
projects about alternative voices and representation. As explained earlier the key experiment in
this project – based on the background of earlier
experiences – is that the participants tell, film
and edit their own stories. The concept and hope
is that this way of working creates a story with a
specific character. The project aims to gain material that comes from the participant without the
filter of having an interviewer and a camera that
is not controlled by the participant. The idea
in the project is to develop some material that
could be seen as the participant’s “own voice”,
and to reject the power relation of being an interviewer behind a dangerous weapon (a camera)
in front of a victim (the participant).
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Working with art projects in the context of
international “development” work in Nepal for
two years I have been used to considering the different stakeholders in a project. Looking at this
project from this same perspective it is interesting
to consider what is at stake: who are the stakeholders in this project that concerns representation? To quote my colleague Nynne Haugaard:
“The things we photograph ourselves in the
context of, is usually things, places and/or people
that produce pleasure in us. The pictures are
mediators of the culture of positive experiences”.6
We normally use photography and video concerning private issues in a way that is so private
that outsiders do not understand the situation.
You have to have been part of the situation
or you have to know the people in the photo
very well to understand it. Most people have
experienced other peoples’ photos from a holiday
or from a wedding, etc. The positive experience
is normally not passed on through the photography. So working with the personal story in
this project is different from the “family album
situation”. This way of working with “a voice of
one’s own” needs a different motivation. This
motivation is different for me as an artist and
initiator than the motivation for youth club and
the participants – the kids and youth. We have
different stakes.
Because of the specific character of the
housing area Gadehavegård I have a political
stake in the project. Even though I feel like I am
stigmatising, victimising and labelling the area
of Gadehavegård and the people living there, one
can argue that it is relevant to consider different
aspects of otherness in this project: Gayatri. C.
Spivak is asking the same question in her text
from 1988: “Can the subaltern speak?”7 Hito
Steyerl says about Spivak’s text that Although
they can speak, we simply do not hear them.8
How to move from your own class? is a question Spivak takes up in a search for change. She
points out that the passage where Marx says
“they can not represent themselves, they must
be represented” is completely wrong. She will
learn from below – In seeking to learn to speak
to rather than listen to or to speak for. Her perspective stands in contrast to Marx. She talks
about unlearning as a tool and a means not to
uncritically reproduce post-colonialism.9

According to Spivak it is about learning
more than about knowing. We must beware of
the abstract. According to Spivak self-abstraction is one of the important points. Reason and
logic is not our superior according to Spivak.10
It is a significant difference from the image
of the subaltern as the voiceless. There is a correlation between the subaltern, feminism and
the post-colonial in relation to the representation and inclusion of marginalized groups.
Therefore it is of great importance that it is not
me – an outsider, white ethnic Danish male –
who films, edits and presents the participants.
They must do it themselves in order to create a
credible and alternative image from the area;
that they have the possibility of creating a
difference, politically speaking, on their own
terms, with both transparency and a critical approach to contemporary prevailing hegemonic
discourses. The participants are to be heard and
not to be misrepresented (by me).
Being critical and self-critical in relation to
the discourses that the participants are part of
is a goal that I, as an artist, have on the behalf
of the participants. On a professional level my
personal stake is that this project may successfully create interesting working situations for
me in the future. One could argue that it is
about “credit, money and fame”, but I think
that there could be an easier way if that was
the stake for me … I do not exactly know. The
reasons to do art are difficult to define. I will
come back to the term “creative passion” later
in this essay. For me it is essential to use art in
a way that makes a difference in the context it
operates within. Art is a tool. The youth club
itself has a stake in the project because success
could attract more members to the club. For
the institution the project could potentially
create an opportunity for attracting members
from outside the GHG social housing area. This
would soften the image of the youth club, as
being in a subaltern position the youth club’s
district contains housing that is not dealing
with a subaltern position. New members in the
youth club from these areas could differentiate
the member groups in the youth club.
Before going onto a discussion of the stakes
for the participants in this project there are
some relevant observations and considerations
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to discuss. Spivak argues that the dynamics of
“the other” is always changing between being
subject and object. The members of both youth
clubs – Gadehaven and the satellite – have an
awareness that they belong to an area of a specific (subaltern) character. They know – and put
words to this issue – that they belong to an area
and a youth institution that is stigmatised by
the surrounding society. They know that some
potential members of the youth club choose not
to be members because of the reputation of the
area that the youth club is part of. Therefore they
know that the youth clubs are dependent on
them being members. “If you do not make me
satisfied I will drop out of this youth club” is an
attitude that, on occasions, can be observed in
the youth club. Also the members in the satellite
youth club know that the club depends on them
– and they know that society depends on them
not being criminals.
Spivak gives an example in one of her
lectures, “The Trajectory of the Subaltern in
My Work” (2007), on YouTube. Commenting
on her text “Can the Subaltern Speak?” Spivak
argues that, by reading signs, weather can be
predicted. Learning is essential rather than
knowing. She also points out that this learning
can create space for new political possibilities.
An understanding of otherness can create new
vital understandings of society.11
If the participants in this video project were
aware of this, things would look very different. It is not the case that they are simply kids.
They have other concerns connected to being a
child. For me this does not mean that there are
not potentials in working with the 10-12 year
olds. A mapping of the various interests that the
group has in the project is important, especially
because the project – at the time of writing this
essay – is starting to deal with a lack of interest
in the project. What can motivate an 11 year old
child to make a video about her or him self? As
the project stands at the moment, with no other
factors of motivation, a key word is relation:
relation to initiator, the cooperating pedagogue,
and with other members of the club. There is also
the fact that the kids learn how to make video
on their smart-phones and learn how to edit the
video and publish it on YouTube etc. However
this is not a direct motivation – not something
that makes a participant really motivated to

start telling a personal story. It is also important to look at eventual de-motivating factors.
I believe an important de-motivating factor for
the participants in the project is the fact that
it is difficult to take a video camera and start
talking to it without someone behind the camera
asking questions and listening. It is an unnatural
situation talking out loud to oneself. However
some kids did this in the project in a very clear,
fine and beautifully intense manner. Another
un-motivating factor is that it is difficult for the
kids to remember that they have to film when
they come home, or wherever else they have
decided to do the filming. It is also difficult for
the participants to find the time and the space
for doing the filming. Most families in the area
live in three-room apartments and many families
are relatively big, so many of the children do not
have a room of their own or any private space.
A further factor in the project is the relation
between myself – an outsider/artist in the club
– and the participants. I come once a week to
the club. They know I am not part of the group
of pedagogues but they start to accept me as an
integrated part of the club. They know that I
want them to “do my project”. I want them to do
art with me by taking part in a creative artistic
process. Does this make them my art students?
In her text “Between Fine Arts and Teaching” Katrine Hjelde reflects upon the term
creative passion. This is something she claims that
art students have to a higher degree than other
students. In general, art students, according to
Hjelde, have more motivation to work independently than other students, partly as a result of
what she defines as creative passion.12 Considering
the motivation of the participants to take part in
my project I have reflected upon this notion of
creative passion. In my one–to–one sessions with
the kids I related to this term: the power of “creative passion” as a way towards mutual motivation
in the project – a common feeling of ownership.
Hjelde also writes: “The other thing we have
to consider is that teaching is not only the
teacher’s practice (however this is defined) that
comes into the encounter, but also the teacher’s
experience of having been a student and all the
related emotional investment.”13
I personally find the role of the artist a difficult and complex position to take in society.
For me, it is an ever-challenging mix of extreme
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f reedom and limitation. This project is no exception. The project is determined by the participants: I am the artist, the initiator and facilitator,
but I am nothing without the participants. Creative passion connected to learning can be seen as
a tool that can eventually be used more generally
than just in the context of art practice. In different ways this influences the conversations and
any action I take in cooperation with the participants. They are not artists – but they take part
in an art project. They are young – but they have
skills adults do not have. The key to success in
the project is finding a way to communicate with
the participants’ feelings of need, motivation and
ownership. One of the ways towards this is to
develop and consider the relation between myself
and the participants: between “the students and
the teacher”.
The work of Gert Biesta in Mind the Gap:
Communication and the Educational Relation
made me adopt the ideas of relational pedagogy
as a constructive approach in this project. My
concern is based on the limited time I have with
each person in the workshop for the building
of relations. Biesta describes “the gap” between
teacher and student as the space where interaction and learning can take place. For example he
writes in the chapter “Conclusions: Teaching in
the Gap”:
“The relation is only possible because of the existence of an unrepresentable transformative gap, a
space of enunciation that cannot be controlled by
any of the partners in interaction, but at the very
same time makes communication possible.”14
As an artist in a pedagogical position I am dealing with more than one gap. One gap is in my
role as a teacher in relation to the participants.
The other gap is in the relation between me, as
an artist, and the pedagogues in the youth club.
This relationship influences my relation with
the participants, as they are aware of me as an
outsider. They cannot ask me about normal daily
routines in the club: for example if they need a
bat for table tennis they must go to one of the
pedagogues – not me. So being both an artist
and (some kind of) a colleague with a team of
pedagogues at the same time and in the same
place results in a double gap and thereby it could
possibly complicate things. I need to facilitate
the pedagogues as well in order to keep the

project active when I am not there. As Biesta also
writes in the same chapter:
“… acknowledge the existence of the gap as a
space of enunciation that is brought into existence only as a result of the common effort of
teachers and learners, a space that exists only in
communication. To go into the gap, to “descend
into that alien territory, entails both risk and
an opportunity. The risk is clear: The space of
enunciation is in very fundamental and practical
sense unpredictable. Yet it is at the same time the
space in which speaking becomes possible; it is
the space, in other words, where people – individual, singular beings – can reveal who they are,
can come” into presence”.15
Taking this into consideration might undermine
the concern of the double gap.
If the pedagogical relation explores the
lived space between teacher and learner, such
knowledge will always be under construction
and based on who we are as singular beings,
humans, me. In the project I learn from both the
pedagogues and the participants and visa versa.
In a discussion of pedagogy as relation – or as
communication in the gap – I find it interesting
to take the concept of the project in the Gadehaven project into consideration. To a certain
degree I would argue that the pedagogical aspect
is built into the project itself. The pedagogical
aspect is both in the project itself, “as a tool box
of doing”, and in the relations this “doing” creates. The more the students “do” the more there
is to work with. The material is the voice of the
participant, but these voices do not come to the
project without pedagogical effort.
In Ann-Mari Edström’s writings, Art Students Making use of Studio Conversations, she describes how the teacher takes part in “expanding
the art student’s options”. In studio conversations
there is a balance between talking about the
things the student has already done, the things
the student could have done, and the things the
student could try out in the future. To which
extent “expanding the student’s options” can
potentially turn into “giving direct advice”, and
thereby taking over the creative process: taking
the creativity out of the student’s hands. How is
it possible to influence the student’s process in a
way that actually expands the student’s way of
thinking and thereby leaving the creative process
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up to the student, with new options for the them
to choose and self explore? One of the tools for
this, according to Edström, is the student’s development of meta awareness which depends on
the student’s power of initiative.16 I see this in my
own terms and in this actual teaching situation:
the more I get from the participants’ own initiative, the more the participants take the lead in
the project, and the more the participant knows
what to do. I am able to give feed back with less
risk of taking over the creative process for the
kids. The feeling of ownership in the process is
therefore vitally important.
It is violent not to think for one self?
I see art as a tool for social change. Art is a field
for challenging and stimulating free independent thinking. This freedom is bound to certain
(constructive) limitations – but without going
too deeply into a discussion of freedom I claim
art as a field of free independent thinking. Basically this is what the project in Gadehaven is
about. There are several possible ways towards
free thinking in the project. In this context I find
it relevant to consider Hannah Arendt’s thoughts
about violence in the context of un-criticality.
For Arendt, bureaucracy and the totalitarian
state are not free. A society that does not reflect
is dangerous. Violence is produced because of
lack of expressions and reactions – this accumulates into a latent problem that cannot be treated
with rules and regulations of violence. Creativeness is unfolded thinking and a way to see a
topic in a new way. Spontaneity has to do with
both the rational and the irrational. Spontaneity is an action that leads to other actions that
are out of control. The reflecting individual is
in contrast to the state-controlled individual.
Un-criticality helps to reproduce violence, and it
can in extreme cases end up with the totalitarian
regime or total bureaucracy. The fundamental
origin of violence is that man does not think and
reflect by himself, and therefore does not draw
inferences. Arendt’s point is that the spontaneous is not an obstacle to thinking, reflection and
summarizing fragments. Arendt is studying both
the spontaneous and the undefined potential
that lies in not having a completely predetermined position in the world. That is where the
spontaneous is alive, and where we think and act

ethically. Spontaneity and duty are not mutually
exclusive according to Arendt.17
In this sense Arendt’s analysis of violence and
society could be used as a model to look at visual
art as a possible catalyst for social change. If the
youth in Gadehaven manage to tell their own
(life)stories to the surrounding society in their
own way – with their own voice and criticality –
they will not only gain from it on a personal level,
They will also be part of changing the image of
the area of Gadehavegård as a whole and thereby
they will be part of actually changing the area
over time. The area is now stigmatised by the
surrounding society by being labelled “ghetto” –
and by other ways of representation. In that sense
the project has the potential of creating a positive
difference reflecting Arendt’s definitions of
criticality, free thinking and expression. Arendt
outlines the openness, free thinking, spontaneity and consistency of not being biased, and not
being in a specific political place, but being more
boundless, secular, phenomenological and diverse
in an open position. The intermediary approach
helps to get other people to think and act for
themselves. Ideological thinking, according to
Arendt, determines and controls all aspects of
human life, which in essence is not ideologically
based. Arendt describes how sensation is heavily
dependent on the appearance and thus the existence of a public space.
In my talks with the kids from the youth club
about their videos on some occasions I have said
that I found some of the things they said especially interesting, and that it would be interesting
to hear more about it. A few times this has led to
discussions with kids about what is private and
what is of others interest. As described in earlier
examples the kids have a clear feeling of their private sphere. There is a fine and difficult balance
in the project between the private as the potential
for something else and when the private is “only”
private. Interrupting the private sphere is an act
of violence – especially in this project working
with kids and youth under the age of 18. Somehow it would be obvious to do the same project
with adults instead of kids and youth. But the
kids and youth have a special spontaneity. Adults
would, in many cases, need a critical interviewer
in order to get “behind the surface”.
Arendt writes that absence of violence is
not the same as freedom. Freedom is not about
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removing obstacles, but about learning to practice freedom positively. Freedom is not outside
people, but in and in-between people.18 In this
sense, Arendt’s notion of the building of trust
and relation between myself and the participants
is a keystone in the pedagogical approach. These
relations can only be built upon true consideration of the position and reflections of the kids. It
is their knowledge and thoughts and their integrity that is the material in the project. Working
with this material will have to be on their territory with me as a catalyst working in their world
as a guest. How to do that?
Spivak talks about “unlearning” as a tool and
a way not to fall into uncritical reproduction of
post-colonialism. We must make room for other
systems of knowledge, and look beyond the European logic, she says. Self-abstraction is one of
Spivak’s points. Common sense is not superior.
The logic belongs not only to Europe and the European way of seeing. Spivak says that the Subaltern is not determined by caste, race, gender
or class, etc. It is defined by an “outside”, which
contains all of the subaltern forms.19 Straight
away in the youth club I am the outsider. I
represent the group I belong to: Hetronormative
middle class white man from somewhere else
but GHG. My intensions are not immediately
clear to the kids: why am I there? I do not work
in the club and most staff don’t act as if they
invited me. To a certain extent the children
know that I work with them because they are
“ghetto-kids”. The more time I invest, the more
we can build relation, the more we can learn
and unlearn. I believe it is the kids and youth
that have the potential to change things from a
perspective of doing a difference – in the sense of
human being. The housing area is facing political
trouble locally because of different groups of the
population wanting the power in the board in
the area. The area is in general polarised in many
ways. In the youth club there are 44 nationalities
represented and I have observed no polarisation
on the background of cultural belonging. One
could claim that the youth club practices being
– in the sense of human being regardless of class,
gender, ethnicity etc., within the club. The concern is in the relation to the surrounding society.
A part of the cultural knowledge in the group of
kids is that they have a double culture. They go
“home” in their summer vacations. That means
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they go to the countries where their families
come from. The kids have a “double culture” in
the sense that they culturally belong in Denmark
where they were born and at the same time their
roots are culturally located in the countries their
families come from. This “double culture” often
results in a feeling of not belonging, either in
Denmark or in the country of cultural origin.
If the kids start to tell and distribute their own
stories this could position the kids in a new way
in Danish society, and it could potentially open
up the sharing of their knowledge gained from
living in a multicultural area.
Video as “clay”
The Indian artist KP Soman works with visual
art in different subaltern contexts in India. For
example, he works to educate illiterate dalit
factory workers through visual expression and
creativity in various workshops that thousands of
workers participate in during their lunch break
in New Delhi’s factory areas. One of his ways of
working is through expressions in clay. Soman
sees clay as one of mankind’s most basic means
of expression prior to the spoken word. Illiterate
participants in the workshop use artistic expressions in clay to express issues around identity and
socio-political concerns.
In the context of the video workshop with
the youth in GHG I see the smart-phone camera
as similar to the clay in the workshops in Delhi.
It is right there in the pocket; ready to use like
clay in the ground; ready to use for expression. Through visualization there may be other
approaches and models of intercultural understanding and communication. Visual learning is
dynamic and in a kind of opposition to “knowing” in a context of intercultural dynamics.
Homi K. Bhabha’s theory opens up a vision
of possibilities, in relation to the understanding
of the “Self”/”Other” relationship(s). Bhabha
focuses on ways of thinking issues of identity,
sociality and national affiliations. Bhabha argues
for a transcendence of binary relationships such
as: us/you, or west/east. Bhabha believes that
there is a need for a theory of cultural hybridity
to interpret social differences. Bhabha points
out that diversity is often (wrongly) perceived as
culturally and not politically based.20 I see the
knowledge gained in a place such as the youth
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club as very valuable. If places like this start
to represent themselves rather than letting the
society label and represent them we will work
towards a situation that will be positive both for
the society in general and for the multicultural
housing areas.
In the film Where do you Believe From that I
made in cooperation with artist Nynne Haugaard in 2004 one of the participants in the film,
Rabih Azad-Amad, explains that the social problems in the Gellerup social housing complex, are
addressed by the politicians as based on cultural
issues. Therefore these problems – according to
the politicians – are not to be solved politically
as social problems. In fact, according to Rabih
Azad-Amad it is actually social problems, but
they are, for these reasons, not dealt with on a
political level and therefore not solved. GHG
and Gellerup have similar positions and character in Danish society. As long as these kinds of
areas do not speak up there will not be a change.
The adult population are too busy fighting a
political battle based on cultural differences: but
at the same time their kids practice daily life in
multicultural understanding. If the kids’ situation could be shared as knowledge the future
may be that cultural diversity can be a tool for
human understanding rather than an excuse for
social differences.
The youth club’s theoretical references
In the following I will introduce some of the
theory that the youth club use as theoretical
framework for the project. I will use it as a point
of discussion of the position as an artist in this
pedagogical and social context. Karin Flensborg
and Kirsten Thonsgaard in Tid til fortælling
(Time for story telling) state:
”The idea that there is a conclusion – that
everything ends, that the life thread cuts, that
civilizations, planets, solar systems can end can
be unpleasant. But not nearly as scary as the
idea that there is no beginning. Without a clear
beginning, no “fanfare” – only indifference and
meaninglessness. If life on earth is just arisen by
chance during star formation, and if our own
lives are nothing but a bit of biochemistry, it
would not be bearable. There must be a proper
beginning; otherwise we’ll make it! And so we

do. Whether it is God or the great coincidence
that has equipped us with the ability, we create
stories. We create big and small stories of our
lives, value, revise and edit the chapters – and we
certainly do forget much. It’s pretty complicated
to keep track of the story about me and the others, but we do not think of it. Not always. And
we fantasize: about the life we want, would have
had, or know that we cannot get, but that’s why
it is important to create stories. We cannot help
thinking narrativly. Otherwise life would just
consist of a series of strange events without head
and tail, something that befell us, without us understanding anything of what it was all about.”21
The personal story in this pedagogical context of
the youth club is interesting for considering the
balance and connection between the personal
versus the political. The immediate pedagogical process is in the situation of the individual
child telling the personal story. The reflection
and awareness that connects to this situation
is of immediate importance for the pedagogue
working with the kids on a daily basis. It is
something that can be used in the relationship
with the kids – it is a tool to build relations. It is
also a tool to build capacity and self-awareness
for the kids on a personal level. I find that
these immediate goals are somehow difficult to
compete with. Sometimes I have the feeling that
I come as an outsider – not knowing the kids
well enough personally – wanting them to do
something as part of an artistic experiment with
a political aim that might be too disconnected
from the personal situation for the kids. As an
artist working in the youth club I have to use
the personal relations as a main tool of facilitation on the same terms as the pedagogue does
on a daily basis. Therefore the cooperation with
the pedagogue in the project is very important.
If the pedagogue and the kids work with the
project when I am not present there is a chance
of achieving the results we want. I am the factor that enables the kids to develop the project
further than the personal but that becomes problematic if the immediate personal level for each
participant is not considered as the first step.
Therefore the balance between the personal and
the political is starting with the personal story
for each participant. Because the participants are
younger than preferred by me, the project has to
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be considered in the context of not aiming too
far into the wider political perspective. As can be
seen in the theoretical references from the youth
club the personal story is widely seen as a way
of personal development. This is also the case in
the next quote by Karin Flensborg and Kirsten
Thonsgaard:
“Most of the stories we grapple with, remains
inside our head as a constant inner monologue,
but it happens, that we tell fragments of it to each
other and get answers that gives substance to the
revision of history and perhaps evokes the feeling
that everything fits a little better. Orality makes
us; at least, feel less alone in wondering of life and
its various matters.”22
It is an ongoing process through life that we
experience how we are a part of the world, and
that we as individuals have the possibility of
influencing society, and that we are not alone:
that others are in a similar situation to us. It can
be seen as the first step towards political awareness. I see the next quote from the youth club’s
references as opening up this discussion. Birthe
Juhl Clausen and Jørgen Lauritzen state:
“The narrative is a metaphor expressing that
we humans perceive and experience our lives
through the stories we tell. The story of our
lives creates a framework for our experience and
organizes and structures the experience.”23
For me this is where the personal starts getting
towards the political. In a position as an outsider
in the youth club I am seen as a representative of
society rather than being a member of the “daily
youth club family” as I would be if I were a
pedagogue working on a daily basis in the club.
In this position I expand the framework that the
participants’ stories are told within. I see this as
a possibility of creating a context for political
awareness. I have experienced this directly in
the process. The one participant that has been
telling the most detailed and personal stories
has, until now, not wanted to share the video
footage that she has filmed on her smart-phone.
She showed the films to me on her phone,
but she said from the very beginning that the
project was interesting for her although she
did not want her story to be distributed in any
way. She keeps her video footage on her phone

only and does not want it to be stored on either
my project computer or on the pedagogue’s
computer in the youth club. The reasons for
this are not outspoken, but I see this as awareness of the political aspect in the project. This
girl is not sure of my position and she is aware
that video can be used in a way that she cannot
control. I am aware that there are also cultural
reasons for a girl with Afghan roots not to share
video footage in public, and her personal family
history might also influence her decisions. But it
is also based in a political and artistic understanding of the situation. One could argue that
she is actually following Woolf ’s advice. She is
working with her own artistic process free of my
expectations and free of any social or collective
obligations. The way she can maintain a “room
of her own” in the project is by keeping her
video material for herself. The creative process is
the “room of her own”, and she is aware that if it
is combined with either social tools or a collective voice it will turn into something else. If I,
as the artist in the project, get to work with her
material it will change and may potentially lose
its creative and artistic force in her creative universe – the “room of her own”. So in this sense
the biggest success in the project is a participant
who has decided not to take part.
I hope the investment of time in the project
will open up the possibility for further development of this girl’s video story – on her
own terms. One could say that as the artist I
opened up her way of working by introducing
the project, but that the same project (and me)
stopped her creative process by wanting her to
do something specifically. I do not know if I can
find an argument that will open up her project
and make her gain confidence in me. If not I
hope she will use these experiences somehow
further on in her life.
I think that if more participants in the
project acted like her, by starting to produce
video on their own and refusing to share it in
the way that art would normally be shared, then
the project would be a huge success. The highest
goal in the project is free independent thinking
and creating “rooms of one’s own”. The project
is highly process-oriented even though there is a
toolbox of ways things should be done, whilst in
the project concept, no deductive conclusion can
be predicted. The project is falsifiable.
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This somehow leads me to the last quote
from the youth club’s references:
“A tale and an argument progresses in different
ways. In an argument the conclusion must necessarily be, as it is, and a good line of an argument
implies that the deductive conclusion can be
predicted. When you follow a narration, you
have to pay attention all the way to its end, the
end cannot be predicted or deduced.”24
This project is its own tale in many ways. I have
no idea how it will end and there are no good
arguments that will make the kids tell their own
story alone. It is up to the personal relations and
about paying attention to the kids all the way. At
this time of writing the workshop in Gadehaven
is at the point of reconsidering its strategies. The
basic idea is still about creating “a voice of one’s
own” for the participants through telling their
personal story on video. As described earlier the
experiment has until now been concerned with
the participants using their smart-phones to tell
their personal stories. As in Virginia Woolf’s
thinking of how a room of one’s own and money
in the context of freedom from social obligations
will create a room for creative expression, this
project has experimented with a room of one’s
own via a tool (the smart-phone) for storytelling that is already there in the pocket, and a
facilitator – an outsider – me. It has been the
hope in the workshop that storytelling could be
like a game and that the spontaneity of 12 year
olds could be the factor that opened up the space
for personal narration. At this point, half way
through, the project has failed, but it has failed
interestingly with a lot of experiences gained.
This project is as much about listening
as it is about expression. As Hito Steyerl says
about Spivak’s text, “although they can speak,
we simply do not hear them.”25 I, as a project
facilitator, have not taken into consideration
enough that my listening is as important as the
kid’s self-expression. Communication in this
project needs to be seen as a two-way communication. Children live through relations with
other people, they depend on their relations to
friends, family and pedagogues etc., in the process of growing up. For the children and youth
“a room of one’s own” is a collective room built
upon human relations. I explained to one of the

kids who was interested in the workshop that
if he wanted to participate he should do a film
about himself – that he was the expert in telling
a story about himself. He got very enthusiastic
and started to film straight away. After a while
he came back and showed me his video. He had
filmed the youth club from the outside. For
him self-representation was filming the youth
club in the sense of “where I am – is who I am”.
In the process of building identity relations are
important tools. Relation is listening. The kids
cannot tell their story in solitude: “a room of
one’s own” is for them a collective room. In this
sense, and in connection to the discussion of the
position we speak from, I find it relevant to look
at Arendt’s point regarding the individual and
the public realm, both for the artist – me – and
for the workshop participants:
“This revelatory quality of speech and action
comes to the fore where people are with others
and neither for nor against them – that is, in
sheer human togetherness. Although nobody
knows whom he reveals when he discloses himself in deed or word, he must be willing to risk
the disclosure, and this neither the doer of good
works, who must be without self and preserve
complete anonymity, nor the criminal who must
hide himself from others, can take upon themselves. Both are lonely figures, the one being for,
the other against, all men; they, therefore, remain
outside the pale of human intercourse and are,
politically, marginal figures who usually enter the
historical scene in times of corruption, disintegration, and political bankruptcy. Because of its
inherent tendency to disclose the agent together
with the act, action needs for its full appearance
the shining brightness we once called glory, and
which is possibly only in the public realm.”26
We, the kids, me and the pedagogues are in this
together, we need the public realm and we do not
mind (some) glory.
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Sofia Berti Rojas
Instrumental Ornament: The Practice of Technique
“Fashion should thus be considered…” 1
a cardigan with its collar open
O
S
V
high waists for (evening) gowns
V
S
O
collars that are small for (sports) shirts2
S
V
O
“Image-clothing and written clothing”, the
opening onto Roland Barthes’ methodological
negotiations of things and words, of concepts
and their revision. Barthes’ Système de la Mode,
translated as The Fashion System, was finally published in 1967, six years after being written, and
opens, quite appropriately, with a description of
another type of publication being opened. The
declarative style of the opening makes quite clear
the question that although some things may find
their place in the world: “is there any system of
objects… which can dispense with articulated
language?” (FS: xi). The text quickly introduces
us to the central division in its study of fashion
as it informs us of the lines, surfaces, forms and
colours and their relation to the spatial that
belong to the photographed and drawn presentations (image-clothing) alongside the distinctly
verbal/relational space which he attributes to
words – the syntactical. Clearly stated, the first
structure is plastic, the second is verbal.
The use of the ideas contained in Barthes’ text
by someone wanting to understand clothing, or
indeed, the economic and social values connected
to the world of fashion, would be fairly confused.
What Barthes demonstrated with this publication was the huge stock of techniques that are
used to sell things to consumers. The writing
primarily seems to involve the subject of language
and, long after we have become familiar with
the deconstructive approaches toward advertising, Barthes’ thought is still rewarding through
the unexpected way it differentiates a system
of fashion situated against French linguistic

Daniel Peder Askeland / Bachelor of Fine Arts 3

analysis of the sixties (a scene in its own right).
Clothing, fashion, the articulation of the ways in
which these existences proceed through obscure
manufacturing techniques are ‘pinned’ onto the
surface of the author’s form. Those spaces are
transformed, are placed and through the written
word the mechanisms comprising the fashion system are made intelligible, legible, calculable. The
Fashion System draws from a commercial origin
the thing we turn to in order to clothe ourselves
in our existence – meaning. In order to say such a
thing, Barthes uses the fashion world as a vehicle
to demonstrate how our existence is fashioned
through language and, in turn, how the existence
of fashion is made clearer than ever through his
method of language.
It’s not a book about the things which make up
fashion, although it includes all those concepts.
Pattern, form, structure, fabric, cutting, sewing, dyeing, constructing, wearing, timing,
photographing, displaying – all those things
that already exist within a world of language
relations, a world which those particular things
constitute – something he calls the vestimentary 3.
Yet curiously it is also not a book about language. This is where the publication performs its
precious trick. It addresses neither language nor
clothing as things in themselves, but instead the
translation of one into the other. Not a conversion of things into words and words into things
but the way in which, say, the technical language
of clothing translates into a world of ‘things’,
things that don’t answer to the call of the object
or verbal sign but instead overflow, with some
discomfort, those two conventions. The reader
becomes acutely aware of things being relocated,
not displaced as such but more aware that the relocation4 taking place is a location. Things shift.
Can something, can clothing, can a textile speak
without resorting to that thing which speaks for
it? More importantly for an artistic practice, the
question arises of how? How can it be said that
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1. Charles Baudelaire,
The Painter of Modern
LIfe, 1863, p. 33.
2. Roland Barthes,
The Fashion System,
1967, p. 73.
3. Vestimentary meaning related to clothing.
Not clothing itself, but
related to.
4. I experience something similar in the world
of my practice. Several
possible and contradictory calls for reorganizing,
renaming, relocating the
things which populate my
practice appear when I
try to be precise about
what it is that I am focusing on.

5. Articulation here
should mean something
more specific than its
everyday use of making
clear through speech.
In art and architecture
it can be said to mean
something quite specific
in that it is a ‘styling of
the joints’. This is important to my own practice
as it accurately locates
style as an intersection
between two things –
the corner of two walls
in architecture, textiles
and architecture or verbalization and technical
description. Style occurs
in the joining of these
things.
6. Yohji Yamamoto in
Notebook on Cities and
Clothes, Wim Wenders,
1989
7. Theoretically speaking three authors come
to mind; Baudrillard,
Barthes, Bourdieu.
8. Henri Focillon,
The Life of Forms in Art,
1936, p. 38.
9. Gottfried Semper,
Style in the Technical
and Tectonic Arts; or,
Practical Aesthetics,
1860, p. 248.
In all Germanic languages
the word Wand [wall],
which has the same root
and basic meaning as Ge
wand [garment], directly
alludes to the ancient
origin and type of the
visible spatial enclosure.
Likewise, Decke [cover,
ceiling], Bekleidung
[clothing, dressing] and
many other technical expressions are not linguistic symbols applied to
building at a later stage
but clear indications of
the textile origin of these
building elements.
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something speaks without resorting to description… even if it is the technical language of description which is being treated as the thing itself?
Barthes is clearly pessimistic here. Man is
doomed to articulated 5 language.
“I start with fabric, material, and touch. Then
I go to the form. I don’t know which one is
supporting which… maybe forms require the
certain material or certain material requires the
real form for them. I don’t know which is first,
which is next. Maybe, for me, the touch comes
first and after that I work with the material, I
start to imagine the shape on it, by it.” 6
The language and techniques of a mainly French
group of writers7 involved in the decoding of
fashion, its signs and forms, is one approach to
the analysis of fashion that ends up with a world
clothed in signifiers. Is it too much to ask that
the descriptions of clothing and architectural
details can do more than act as strange relatives
to the things they actually once were before
they entered the pages of the magazine? Rather
than becoming fixated on the meaning of things
or words, Barthes’ observation of the space
between them is as insightful as it is unexpected
when he describes the ‘shifting’ which occurs
between structures. This opened a perspective
onto materials, such as sewing patterns or cutting blocks, which are introduced as ‘principal
shifters’ whose schematic designs analytically
reproduce the stages of a garment manufacture.
It’s a small twist here but meant to be taken literally, and incredibly important for the introduction of this aesthetic. Barthes is saying here that
the schematic reproduces the garment’s stages of
manufacture – and it is not only a reproductive
device for the garment. Attached to this stage are
the photographic/graphic processes which detail
a look or an “effect”, accentuation of movement,
enlargement of a detail, an angle of vision. With
this in mind we almost entered into the total
work of a cinema scene. We have a range of tonalities here, temperatures, editing decisions and
the duration of the entire frame.
A second translation between the garment and
the written description is defined and it is worth
briefly touching upon the way that the shifting

between the garment and the writing attends to
the manufacturing of the garment’s form. Neatly
summed up as a ‘formula’ this text is described
as something “quite apart from the literature
of Fashion” (FS:1.4) and is not about what is
but what is going to be done. The thing being
observed here is the instructional text which is
often included as part of the cutting pattern of a
garment. But Barthes gives it a different meaning. Through his description we get the idea of
instructional texts as transitional space situated
midway between the making of the garment
and its being (between its origin and its form), a
language containing no nouns or adjectives, but
mostly verbs and measurements, language as a
pattern read optically.
“(…) In the world of forms, it gives rise to a
whole series of shapes that consequently bear no
relation whatsoever to their origin. The interlace, for instance, lends itself to innumerable
variations in the decoration of the architectural
monuments (…) it may weave various shapes
into single indissoluble ornaments; it may submit
to syntheses that artfully conceal the relationship
of their component parts (…) ” 8
Another figure, both writer and practitioner of
architecture in 19th century industrial Germany,
understood something that perhaps a sole practitioner of writing could not. Gottfried Semper
constructed buildings alongside a great deal of
written production including his book published
on architectural theory called Der Stil, in which
he laid out the thought that each age had its
own style. Through his practice he proposed a
complex archetypal concept in which ornamental types and symbols had their origins in the
basic craft of weaving. Using it as a framework
involved in the process of designing surface
appearances, this symbolic weaving entered into
the depths of his material construction and built
upon the industrial cultural foundations of premodern Germany.
In the Bekleidung 9 (theory of dressing) a
mechanism was developed in which the pattern
of the wall, originally structural, embodies the
wall itself as a piece of cloth, dividing surfaces
composed of infinite fabric. The term ‘dressing’
functions also in the German sense of ‘dressing
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a window’ for purposes of display as well as the
application of cloth (a dressing) to a specific
place. Who can avoid reading these two notes
without sensing something very different to
Focillon’s abstract conceptual space (previous)
where shapes mingle, dissolve, liquefy, and
entangle? Unlike Focillon’s marbled description
of ornament, in which the words themselves lose
their relation to their origin, Semper’s procedure
materially weaves both the symbolic and the
physical through building. His practice unwinds
some loose threads toward a ‘life of things’ that
occupies much of modern thought.
The origin of “pattern over all”10
The use of ‘tapestry brick’, fabric-like in its
construction, woven into a decorative ornamental
surface through a detailed textile construction
system, can be identified at the Carson Pirie Scott
Department Store building in Chicago designed
by Louis Sullivan. Visually this demonstrates
Semper’s ‘principle of dressing’, so pejoratively
linked to technical perfection – “(…) a principle
that makes architecture not merely analogous to
clothing but an art of clothing from its beginnings, or, more precisely, the very origin of clothing itself. In these terms, architecture is nothing
more than a particular form of clothing.”11
Of all the people mentioned here perhaps it is
Semper’s example of weaving which interests
me the most and it is also worth noting that of
all the authors mentioned he is the figure least
known to be conflicted by the times in which
he lived and practised. Even a figure such as
William Morris, so championed by admirers of
beauty, was utterly conflicted by the values of
his own time. Morris’ message, as clear as it was
positive, was neither comfortable nor comforting. This is something that has been forgotten,
obscured by the sheer beauty of his work. Morris’ textiles (the most widely recognised work
of all the figures mentioned) are seemingly in
opposition to our current reception of his work.
What makes Morris so relevant to our ‘contemporary’ time is that he was against his own
class, his own conscience and – what makes him
different to so many people today – felt he could
to do something about it. If there was something
modern in him it was that he spoke the language

of a lienation and confrontation. If there was
something not modern about him it was his
preoccupation with a romantic past.
Artists concerning themselves with techniques
of Baukunst 12 set a challenge to advocate artistic
attention to detail at every level. Although
seemingly worlds apart, William Morris and
Gottfried Semper (Morris thirty years Semper’s
junior) embody the spirit of industrial revolutionary change and a joy of craftsmanship. They
both needed to see how things were done and,
later, to ask why things were the way they were.
I would understand this association between the
how of doing and the why of being to be vital to
all practices. But this struggle to ‘think against
oneself’, the material from which European
modernity is made, can it be detected in the art
that its influence effects? Is the revolutionary
code of struggle carried by the influence of the
pattern itself or does it get lost, somewhere, in
translation?
“What is Japanese about our sense of style? (…)
First and foremost, Japanese style is the abandonment of symmetry. In second place comes
the reduction of the physical substance of the
objects to be depicted.” 13
The experience of visiting the Katsura Imperial
Villa and the Nishijin textile centre, both situated in Kyoto, displays the mixture of influence
between the objects displayed in both locations.
Not only between each other but between Japan
and the more familiar vocabulary of European
influences. Morris’s designs heavily influenced
Japan whereas Katsura reflects a wide variety of
styles and construction techniques resulting in
“an assemblage (…) and all-inclusive complex of
mixed methods.”14
Pre-modern Japan was one of the few countries
succeeding freedom from European colonisation
during the era of New Imperialism – this monopolised foreign policy originated the period of
Japanese seclusion from other nationalities, which
lasted for more than 200 years. Not long after the
industrial revolution, following economic growth,
Japan’s overview of Occidental culture drastically
altered – offering a secure platform and source of
stimulus for the upcoming years. What was it that
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10. Robert Venturi,
A View from the Campi
doglio: Selected Essays,
(Michigan, Harper &
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those ‘others’, the Japanese arts, contained that
fascinated Europeans? Did modern European
eyes see something both influenced by themselves
and yet still sufficiently different from its own
influences to be able to play a role in new Europe?
Around 1900 in Vienna, the 6th exhibition of the
Secession was devoted to Japanese Art in rooms
specially designed by Koloman Moser. This
‘japonisme’, a French term for the influence of
the arts from Japan, was first addressed by Adolf
Loos in his journal Das Andere. Loos’ expresses his
thoughts and theories of contemporary architecture, fashion and design, aiming attention mainly
at England and America. Throughout the journal
the issue of Japanese context arises enough to sense
that Loos was aligning it with the things he found
suspiciously threatening. The danger, according to
him, laid in Japan overtaking Austria in its process
of cultural development and production.
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Tectonic Textile (Study
for a Textile Design)
2012–2013
Wool and cotton fabric
140 × 200,5 cm
Installation view

Adolf Loos’ Ornament and Crime was first published in 1910, not long followed by Junichirō
Tanizaki’s In Praise of Shadows, an essay focused
on the analysis of Japanese aesthetics. Loos’
sardonic understandings of non-style, as the
proper architectural style for the modern age, are
hard to read now without seeing their content
as culturally shortsighted. Hindsight makes
something like this far easier to see now, however
what might be more interesting to pursue is the
reading of Loos, the author of such a devoted
vision of Anglo-Saxon utopia, a rather distant
respect toward the ‘unknown’ East? They could
be described as two faces of the same modern
coin. Loos with his puritanical campaign and
Tanizaki, all degenerate eroticized space.
Where would they both be without each other’s
conceptual realm to transgress? Each purging
the space of its ornament. Yet the conflict in
Tanizaki cannot be so easily positioned by the
immediate bi-polarity offered in the quote from
Tanizaki above. It is always useful to remember
that Japan’s alternate modernism developed
alongside the paradoxes that lay at its core. Not
one of light and darkness or the idea of the
‘thing’ as a nondescript product of the industrial
era, but the conflict of a nation that, during this
revolutionary period, was caught between the
irresolvable contrary identifications of belonging to their region whilst identifying with the
western colonial powers which occupied them.
Given this fact, the influence of William Morris’
revolutionary textiles, although popular, would
have appeared as half colonial influence, half
revolutionary call for a response. The wrong
revolution in the right place.

“(…) Some who argue that if beauty has to hide
its weak points in the dark it is not beauty at all.
But we Orientals, as I have suggested before,
create a kind of beauty of the shadow (…) Such
is our way of thinking – we find beauty not in
the thing itself but in the patterns of shadows,
the light and the darkness, that one thing against
another create. (…) I would have the eaves deep
and walls dark, I would push back into the shadows the things that came forward too clearly,
I would strip away the useless decoration.” 15
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Graphite, marker pen on
blueprint paper
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My work practice is divided between two procedures; the first one is associated with the principle
of utility in art that is employed in each different
project, and the second one is focused on the
development of the research of the subject matter
(with the use of mainly historical references) and
the skills of the technique. Therefore there will be
a division into two sections also in this text. First
I will analyse the progress of my practice, with
examples of recent works that share similar values
and methods of production. The second section
is the written result of my research made for the
work presented at the BFA Graduation Show, entitled Tectonic Textile (Study for a Textile Design).
Both held important significances for the process
of the artwork.
In my latest works, there has been an intention to
cross boundaries between Fine Arts and Applied
Arts. Above all, the aim of combining both is
to provide a functional approach for the object
produced. This continual attempt to fuse and yet
to miss one another allows a new interpretation
for new aesthetic goals, by imagining a material
object that is animated differently from the commodity. What is interesting for me is the attempt
of reimaging the social from the position of the
artist and making a point of identification from
the space of art into the space of the social. It is
precisely the possible slippage between material
and ideal that emerges in both spaces that draws
my attention – this contradiction allows a new
space for challenge by using the artistic skills of the
artist to bestow a different kind of social agency to
the structure of the fetishisation16 of the object.
This should be the first step to be explained about
my practice, which could be said to be associated with the Russian Constructivist ethos. For
artists such as Alexander Rodchenko, Varvara
Stepanova and Liubov Popova, art had to be
practiced for social purposes and incorporated
into everyday life. Most of the artists associated
with Russian Constructivism attempted in various and significantly different ways to enter into
the Soviet mass production after the Russian
Revolution. Undoubtedly, this utopian vision
of bringing engineering to a deep engagement
with the construction of a new everyday life
under socialism could have only taken form in
post-revolutionary Russia. However, two artists
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that I would like to focus on that have influenced
my work Tectonic Textile (Study for a Textile
Design) are Varvara Stepanova and Liubov
Popova. During 1923-24, Stepanova and Popova
were invited to work at the First State CottonPrinting Factory in Moscow. Both artists “(…)
fulfilled the Constructivist brief of abandoning
the role of the individual artist-craftsman and
entering into collective factory production as
‘artist-productivists’ to produce utilitarian things
for the socialist collective”17. I find it interesting
to see that the Constructivists’ activity in the
textile factory proved an important experiment
in adapting artistic creativity to textile production, and to an industry which had previously
operated by adapting foreign models to local
conditions, often by the simple expedient of
reconstructing parts of the old patterns to the
‘new’ patterns. One of the first steps in bringing
artistic creativity to the routine work of factory
‘designers’ was the arrival of both Stepanova and
Popova to textile manufacturing.
The work Tectonic Textile (Study for a Textile
Design) is installed with a woven fabric (wool
and cotton) hanging out from the wall, as used
in showrooms, and the original technical drawing of the design framed. The practice consisted
of three parts. After reading about the works of
Stepanova and Popova, I became interested in
learning about the process of creating patterns
for textile design. The first step was to attain
information of the basis of symmetry for the
pattern structure to be organized in a regular
manner, followed by the technique skills used
in weaving production. The technical drawing
is arranged accurately for both the setting of
the lengthwise yarns that are held on the loom,
also known as the warp; and the yarns that are
inserted over-and-under the warp threads, the
weft. The installation of both the fabric and the
technical drawing demonstrates the connection between material and purpose, by showing
how it was made. The second part is addressed
to the research realized for the choice of the
pattern. Briefly, it developed from various readings and architecture classes realized during my
exchange program in Seoul, South Korea. One
of the books mentioned in our classes was Style
in the Technical and Tectonic Arts by Gottfried
Semper. In his book, Semper introduced the
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16. For Marx, the
commodity is a fetish
because people project
value onto it, a value that
is arbitrary because it
exists only as a consequence of practices of
exchange on the market.
Karl Marx, Das Kapital,
1867, vol. I, p. 165.
17. Christina Kiaer, “The
Russian Constructivist
Flapper Dress” in Things,
edited by Bill Brown,
2004, p. 186.

18. In the book The Man
Without Qualities by
Robert Musil, the main
character Ulrich offers
a striking critique about
the state of affairs during
this period in Austria:
“Over his head hung the
meaning proverb: ‘Tell
me what your house is
and I’ll tell you who you
are’, which he had often
read in art journals.
After intensive study of
these journals he came
to the conclusion that
he preferred, after all,
to take the architectural
completion of his personality into his own hands.”
Robert Musil, The Man
Without Qualities,
1930-42, vol. II, page is
missing.
19. Translated from
German as the “total
work of art”, this term is
referring to artworks that
make use of assorted art
forms. In an architectural
context, it signifies the
fact that the architect is
responsible for the design and the overseeing
of the building’s totality.
As previously mentioned;
Josef Hoffman, Otto
Wagner and all the
members of the Wiener
Werkstätte were associated with this notion.
20. Peter Brüger, Theory
of Avant-Garde, 1974,
p. 54.
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use of textiles and their structural framework in
connection with ornamental types in architecture. From this origin, the research expanded
with various examples of artists, architects and
writers such as William Morris, Adolf Loos and
Junichirō Tanizaki, associated with the subject.
Lastly, the third part concluded with the proposal made to the factory to produce the textile.
The design is now included in the look-book of
the factory’s showroom and available for retail
to any interested customer. This work functions
almost as a gesture for Stepanova and Popova,
analysing the lack of artistic creativity in our
mass-produced society.
My interest in textiles occurred not only in
reading about Constructivism but also about
other European art movements from early 20th
century, for example the Vienna Secession and
the Wiener Werkstätte. During this period in
Austria, art and artistic practice in general was
very closely based on the principle of design.
With figures such as Josef Hoffmann and Otto
Wagner, whose work extended from architecture
to the entire furnishings, from floor coverings,
wall panellings, carpets and rugs to door handles, desks, chairs and lamps, etc. The Wiener
Werkstätte was a workshop/company constituted
by artists, architects and designers who worked
together with the same aim of reforming art by
adding utilitarian function with high-quality
craftwork. Nevertheless, it was especially due to
the high prices of their products that the Wiener
Werkstätte failed to accomplish its primary
social causes, resulting in the bankruptcy of the
company. The individualism of the handcrafted
in contrast to the mass-produced objects characterized the principal difference from the Constructivists’ ideology. As a reader, for me both
movements offer valuable standpoints in the
development of artistic activity in the industry.

by the Belgian poet and painter Henri Michaux.
Michaux’s multiple facets characterize an artist
who gave autarchy to language, where words and
rhythmic gestures are mobilized between the
system of word-language and sign-language. The
only relationship to Michaux in this work was the
liberation of language into living things, by appropriating one of his drawings where nine typesetting characters resemble human figures. These
characters were first hand printed onto a one-suit
garment sewed by me. A performance wearing the
final suit and repeating the same movements was
registered by the use of photography, followed by
the production of the same movements as sculptures in bronze. The purpose of applying various
art forms (all hand-crafted by me) was, above all,
to compose a mise-en-scène for the range of artistic
activities. My engagement with this work was to
explore the understanding of the interior (living
space) as primarily a social mechanism. By raising
the level of craftsmanship in the manufacture
of objects in common use, the aim was to fulfil
all manner of everyday needs in close contact
between the artist and the viewer.
Both works exemplified shared personal attempts
of enrolling the position of art in present society
to regain a social use value for art, by challenging not only the formal conventions but also the
institutional structures upholding the autonomy
of art. The artists referred to above worked during
early 20th century, so the fact that in our present
time there is still a conflict between Fine Arts and
Applied Arts opens an intricate question. Are they
still art objects, or do they constitute a new category of object, and if so, what kind? If art enters
into life as a form of mass culture, “art becomes
practical but it is an art that enthrals (…) the
distance between art and the praxis of life is not
requisite for that free space within which alternatives to what exists become conceivable.” 20

“Tell me what your house is and I’ll
tell you who you are” 18
Previously in my work entitled Poème-Action après
Henri Michaux from 2012 equivalent values of the
Gesamtkunstwerk 19 were practised. The work uses
nine movements repeated through different artistic mediums, all exhibited in the same space. The
movements chosen were intentionally influenced
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Marie Bonfils

MARIE BONFILS
Exquisite Corpse
CAPUT
language – reflection – masquerade – dialogue
Idea = open aesthetics
Ideology = closed aesthetics
Liquid and solid form. Language is place-specific.
While I write I move to and fro between investigating where the text places me and creating a
text about those investigations. Linguistic masquerade? A mask is often worn on the face, typically for protection, disguise, or performance1,
and in Danish the word for mask, ‘maske’, can
also mean the loops that are linked together when
one knits a single continuous piece of cloth.
Language seduces and manipulates me. It
forms the basis for a content and on that basis I
lose myself for a time. It can be both rewarding
and deceptive. Non-verbal. I try to escape from
the hierarchy of words and the capacity of language to control. With my materials and shapes I
want to be in a space where the power structures
that arise in conclusions and definitions, that
slowly dissolve my sensory experience, are denied
entry. The words must not be able to dictate
and remain the ultimate framework. Language
must be flexible and playful, like my hands when
they work. There must be pauses and spaces
to not fill up, so that language has no vested
interests. I have tried opening the veins, pores,
and cilia of language. It is along the roads that
are impassable to
my so-called consciousness that
I experience the
uncontrolled, the
irrational, and
the immediately
meaningless.
What meaning does the
physical delivery
of my language
have? The

presence, even the absent presence of my body.
When I speak to my child my body moves at
the same time. I may get up, sit by his side, look
away, caress his back, look down at the floor,
smile, put my hand to my head, raise my voice,
sigh, laugh... the semiotics of my body usually
tell him more than what I say because the body
has already confessed.
My alarm clock worked, tick-tock, and then
stopped. Silence. And suddenly the hand moved
again. Time doesn’t pass, it is. ‘We are also still
mistaken about the movement of things to come.
The future is fixed, dear Mr. Kappus; we, however, move about in endless space’.2
TORSO
exile – centre – digestion
Because thought was my greatest enemy I
discovered my body. My thought can dominate,
increase, and transform itself into fear. If I don’t
relinquish control of thought it becomes paranoid and takes my body hostage. It conquers my
body and its reality.
These thoughts move forward in time and try
to secure reality in advance. When they move away
from the here and now, they therefore do not meet
any reflective surface, anything concrete; everything becomes a land of thought. In the void of the
present I can play and fantasise. Universes, hallucinations, images. To work in a similarity. To work in
an anomaly.
My internal
organs digest.
They insist on
experience.
Existence is
absorbed through
the matter of
the body and
is metabolised
and digested.
The brain sends
impulses to the
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Space of appearance
2013
Plaster and blanket
0,8 × 0,8 × 0,4 m
Installation detail
_
1. Wikipedia
2. Rainer Maria Rilke,
Letters to a Young Poet,
translated by Mark
Harman (Cambridge,
MA: Harvard University
Press, 2011), p. 75.

Marie Bonfils
Space of appearance
2013
4,5 × 5 × 4 m
Installation view

Marie Bonfils
Space of appearance
2013
Steel tubes and rubber
membrane
0,4 × 0,8 × 1,5 m
Installation detail
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body and the body sends impulses to the brain. I
insist on the matter and movement of the body.
The thousand movements a body can make. The
thousand spaces in which the body can find itself.
The thousand bodies the body contains.
The torso is my switchboard where signals are
connected. Materials to objects, objects to spaces,
spaces to materials.
I am on the look-out for an unmistakable
sense of body. Fluids. Consistency. Membranes.
The smell of the newborn or of the tainted. Waves
of growth and decay.
In the Swedish province of Småland there is
a house without electricity, the water is in a well,
and there is a wood-burning stove. Here every
daily ritual takes ten times longer than in a regular house and yet it is as if time loses its meaning
when I’m staying there. The powerful impulses
from nature activating all my senses, spreading
my existence over a larger area. Intense nuances
of taste, hunger, and sleep; my entire body is
occupied and this leaves room for emptiness and
imagination. It is as if nature intrudes upon me
and I am its prey. My awareness of ‘I’ is engulfed.
I want to vibrate from the reflections of
my body.
I want to tremble from the experiences of
my body.
I want to breathe in my language.
The body awakens.
Identity transformed into material, colour, form.
A conception transformed into flesh and blood.
Wriggle. Tilt. Thicket. Drag. Sing. Yellowish. Soot. Coiled. Hook. Smooth smooth
smooth. Finery. Thump. Caress. Bubble. Shiny.
Hiss. Kafka. Orson. Greasy. Soiled. Dingy.
Rub. Crush. Giggle. Erode. Penetrate. Broken.
Embrace. Flutter. Crackle. Splinter.
“Torso. – Only he who can view his own past as an
abortion sprung from compulsion and need can use
it to full advantage in the present. For what one has
lived at best comparable to a beautiful statue which
has had all its limbs knocked off in transit, and now
yields nothing but the precious block out of which
the image of one’s future must be hewn.”3
The torso is a vital organ from which the future
grows.

MANUS
space – time – movement
The idea of time and space
I have a convincing physical sensation of never being able to step out of the proportional. No matter
how enormous or minimal I set up the scale to be,
it will never escape proportionality itself. The sense
that size is a concept made out of rubber or elastic,
something flexible that can both expand and
contract. No matter the extent. I am interested in
the moment in which things are about to, almost,
tip over, let go, slip, crack; the space between two
states. Being suspended from nothing.
We experience hours, day and night, seasons
the year around. Why say that time passes, if we
are present for but a split second? What has happened has meaning. In the hour when I danced
around and flew through time, someone else sat
in the very same hour and dragged him- or herself
along. Time is and we move.
These sensations sometimes leave me in a
paralysed claustrophobia, but more often I become euphoric and so active that my body vibrates
like an engine that wants to start running.
Turning my reality, tilting it, filling it. Turning
around the contents of space. Suggest and combine. Pour tipple tip tilt, slant rock swing, sway
capsize, lurch.
Hierarchy
I attempt to avoid a hierarchical structure by
repeatedly de- and reconstructing. By giving
positioning an ephemeral role, the present becomes
negotiable. Building provisionally on a stage,
destroying it and freeing up room for a new temporary scenography. I want to work directly from idea
to execution and afterwards listen to the resonance
of form, material, and space. Action – reaction,
standpoint – counterpoint, image – observation.
‘Phrasing: no one part of the series is made
any more important than any other. For four
and a half minutes a great variety of movement
shapes occur, but they are of equal weight and
are equally emphasized’.4
I want to collaborate with my experience rather than
dumping it behind me like excrement. I dare to
bring it into the abstract, the absurd, the unknown.
I like the idea that there exists no horizontal
development. Everything I sense and imagine
is a material and can be used as an alphabet in a
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3. Walther Benjamin,
One-Way Street and
Other Writings, translated by Edmund Jephcott
and Kingsley Shorter,
(London: Verso, 1931),
p. 76.
4. Yvonne Rainer, Dance
Words, compiled by
Valerie Preston-Dunlop,
Harwood Academic Publishers, 1995), p. 294.

5. Ludwig Wittgenstein,
Proposition 7 in Tracta
tus Logico-Philosophi
cus, (London: Routledge
& Kegan Paul, 1961),
p. 92. Tractatus LogicoPhilosophicus was first
published in Annalen der
Naturphilosophie 1921,
English edition 1922.
6. Ludwig Wittgenstein,
Philosophical investigations, translated by
G.E.M Anscombe, Basil
Blackwell publishers,
Oxford, 1958.
7. Ludwig Wittgenstein,
Proposition 1 in Tractatus
Logico-Philosophicus,
p. 27.
8. Walther Benjamin, The
Origin of German Tragic
Drama, (London: Verso,
1998), p. 175, first published as Ursprung des
deutschen Trauerspiels
(1928)
9. Dance exercise, Studio
Kitt Johnson X-act.
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language. A landscape forms where beginning
and end cease to be; now is all there is. Like
pages of a book being put on a ring, continuously turned and turned over.
Ethics and aesthetics are related because they
cannot be spoken of but only done. ‘Whereof one
cannot speak, thereof one must be silent’.5 I do
not trust written and spoken language but must
entrust myself to the language of art. I do not do
good deeds because I am a good person and can
articulate this, but only when I decide to do, to
act. I want to investigate my artistic language in
the way that Wittgenstein speaks about language
games in Philosophical Investigations 6. Like a game
with sensory components and let its playing stand
alone without philosophy and a written or spoken
language. There are other things to love than
linguistic wisdom. Philo experientia. Philo fabula.
I want to find the origin of words in the body.
‘The world is everything, that is the case’.7 That
sentence makes me depressed and playful by turns!
Even so I can relate to allegory being like an installation in the same way that Walter Benjamin speaks of
allegory.8 The recombination of what already exists
can be a bid for an artistic work. I am willing to act
but before I can truly act, I must know my reality.
PEDES
foundation – the past
I have thrown myself into art from a non-existent
foundation. But what have I been standing on, then?
The foundation has been neither a transparent
nor unstable block. It has rather been an extremely
thin layer but spread over a vast area, which has
enabled it to bear all that weight. Like ice on a lake.
The white surface covering a pitch-black depth,
holding all currents in check.
Is it possible for action to imitate? Can a material simulate? Like when the skin on burnt milk
looks like a firm surface, but contracts into a flaccid,
slimy mass at the merest touch. The outer surface
of a soap bubble that reflects light into colours, but
at the moment of bursting nothing is revealed but
a bitter drop falling to the ground. There is a difference between when I act and when I think I act.
When I materialise and when I think I materialise.
Superficial foundation. Fundamental surface.
A mirror is not enough to discover that I exist.
It is necessary for there to be a hole in the mirror,
of the size of my face, that continues through the

wall behind it, into a new room on the other side
where a corresponding mirror hangs. Camera obscura. I must lift the veil and let it envelop me in
order to catch sight of the self who stands outside.
Close at a great distance. Natural schizophrenia.
In one moment I measure everything and everyone. In the next everything and everyone measures me. Is there a gap into which these measurers
do not reach or where they eliminate each other?
An organ with a winding key, how self-centred
to find oneself inside an ideology!
Breathe in all the way down from the bottom of
your belly, straighten your spine, lift your head, bend
your knees somewhat, and keep your movements
firmly grounded. Think your pelvis down towards the
floor and imagine your head being held up by a string
from the ceiling. Try to register how far out into the
room you can reach. Make note of other people and
make sure not to bump into them. Integrate the place
in which you are tender into your movements. Give
it attention and touch it. Notice the heat and move it
slowly out to the area around you. Move at your own
slow pace. Close your eyes if that makes it easier to
notice your body and concentrate. Repeat the movements. Somewhat greater movements. Connect your
tender place with the rest of your body. Use the space
around you. Notice the movements of other people
and try to match their movements, in both directions. Faster movements. Smooth movements. Faster
still. Remember to return to your place and integrate
that place into your movements. Not mechanically.
Do what you need to do. Slowly start walking. Walk
around the room. Notice the other people in the room.
Walk quickly around the room at a rapid pace and
run when there is room for it. Be mindful of how far
out into the room you can reach and of not bumping
into anyone else. Lower the tempo again. Walk at a
regular pace. Move as slowly as you can. Slow down
completely. Notice the warmth flowing through your
body. All the cells are active and spread their substance through your body. Return to your place and
find your position and stop.9
Pendulum
I alternate between making the present tangible
and dissolving it again. Arrivals and departures.
The analysis must be kept absolutely out of this
space in order to prevent the moment from
disintegrating. I am the liar, the soothsayer, and
the judge who reflect through works, process
through materials, associate through space.
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Simen Godtfredsen
“There is not enough Prozac in the world to make
people feel ok about going down this block” 1
I remember moving rapidly down a street, my
eyes catching a guilty peek at an old window
installation composed of outdated sex toys
and porn movie covers. They had all been
discoloured by a combination of sunlight and
dust. The dildos’ false skin tones had gone
sickly pale, where there once was any hope of
liveliness and authenticity. Only a short look
was needed before my eyes settled comfortably
back on the passing monochrome surface of
asphalt. At the same place as always I forgot
to cross the street in time to avoid the uncomfortable presence of reality, I moved through a
small crowd of blank eyed and toothless faces,
people scratching at the pavement. The encounter triggered unwariness, a growing anxiety, that would for the time being be blamed on
the alcohol I had consumed the night before to
undermine complete boredom. Then, straight
ahead, a huge winged “S” manifested itself
triumphantly mounted as a war shield on a
large brick wall. The monumental building was
the Copenhagen Central Station; I approached
it from the west side, by way of Istedgade.
I entered the building through a room that
seemed to descend almost completely into a
large staircase. As I moved through the space I
found myself suddenly participating in a public
dance scene, my body willingly moved to some
strange underlying choreography. A sound
resonated throughout the small room. There
was no need for rehearsal; the movements
seemed intuitive, already integrated in the
muscle memory. This was no place for creativity, no outbursts of improvisation.
Upon closer consideration it became clear that
there was a strange music playing in the room.
A music that could only have been chosen
by an old, retired army general with some
strange combination of fetishes; marching
band music, the circus and discipline tipping

over to sadomasochism. With this in mind, he
must have chosen one of his favourite tracks
for this room specifically. The music did not
want to attract an audience; on the contrary
it rejected one. It had more in common with a
dry sponge being scraped against a blackboard
than a musical score from Chopin. The teacher
had grown tired of the uneasy class and had
taken the tool within reach; the screech of dry
sponge against the blackboard immediately
created obedience. The music had a conditioning function; it aggregated movement and
prevented people from coagulating in the
space. In contrast to the teacher’s spontaneous
act, the music had been placed in this specific
space with close consideration to its function.
The music could be seen to have had a layered
effect; first it made people want to move
quickly through the space. Then the space
became a sort of filter that separated two public places; it separated the outside street from
the inside central station and it separated the
people in transition from the people looking
for a dwelling. In this sense the music seemed
to have had a deconstructive effect, alienating
the room from its basic function as a shelter;
in a sense it robbed the architecture of its ability to house.
In his conceptualist book The Contemporary
Picturesque, 2 artist Nils Norman studies an
array of devices made to discourage certain
kinds of public behaviour. He exhibits dull
documentary photography either shot by him
or taken from picture archives. In the pictures
one can see traffic bollards, uncomfortable and
vandal-proof benches, surface studs preventing sitting, anti-climb paint and other physical
manifestations of cities’ control mechanisms.
Nils Norman states in his book that “contemporary street furniture and technologies of
surveillance are the physical infrastructure,
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1. James Kunstler, How
bad architecture wrecked
cities (http://www.ted.
com/talks/ james_howard_kunstler_dissects_
suburbia.html)
2. Nils Norman, The Con
temporary Picturesque
(Book Works, 2001)

3. ”The carceral
Archipelago” refers to
Michel Foucault 's use
of the term in Discipline
and Punish, see Michel
Foucault, Discipline and
Punish (Knopf Doubleday
Publishing Group, 1977)
p. 297.
4. T.J. Demos, “The
Cruel Dialectic: On the
Work of Nils Norman”
(Grey Room no. 13, p.33)
(since I did not have the
original source available
at this time, Nils Norman, The Contemporary
Picturesque, the quote
is from a second hand
source)
5. The Invisible Committee, The Coming Insur
rection (Semiotext(e)
Intervention Series,
2007)
6. Ibid., pp. 57-58.
7. Félix Guattari, Chaoso
phy, Texts and Interviews
1972–1977 (Semiotext(e),
2007), p. 94.
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the outward signs of training, regulation and
correction of behaviour to be found on a new
island in the ‘carceral Archipelago’3: the modern city. (...) today’s deterrent designs work to
purify the public by eliminating all undesirables; to keep the vagrant body away from certain areas, off surfaces, regulated when seated,
controlled when walking, all in the name of
reproducing an ideal consumerized body.”4
I find it interesting that he points out many of
the actual mechanisms at play and where they
take place. I don’t know if I would consider a
traffic bollard or a person watering down some
stairs to prevent loitering as something significant. But it is the combination of all these
elements that seem to make a difference. To
sit particularly uncomfortably on a steel bench
while waiting for the bus in a glass shed that offers a minimal amount of shelter does not have to
be part of daily life. But all these elements seem
to have become a trend in urban development.
The safe haven of the gated community has
grown out of proportion in such a manner that it
now excludes all its inhabitants.
In Claude Faraldo's movie from 1973, Themroc,
the main character blocks up the only entrance
to his room. He builds a barricade between
himself and the outside. Then he reopens his
connection to the world by smashing out the
window, and by going at the wall around it
with a sledgehammer, he makes a great hole
in the wall facing out into the backyard of
the apartment building. Out of the hole he
throws his clothes and furniture, leaving only
the raw interior space and his naked body. He
performs a rebellion against social and physical conventions, by attacking the structure of
his habitat, and by returning to a primitive
animalistic state; naked and roaring he protects
his newly revealed cave. In a passage from the
book The Coming Insurrection5 I could read a
similar redefinition of space performed by the
Israeli army. It says that “the armed forces don’t
simply adapt themselves to the metropolis,
they produce it. (...) the Israeli soldiers have
become interior designers. Forced by Palestinian guerrillas to abandon the streets, which had
become too dangerous, they learned to advance
vertically and horizontally into the heart of

the urban architecture, poking holes in walls
and ceilings in order to move through them.”
An Israeli officer is quoted explaining that “the
enemy interprets space in a traditional, classical
manner and I do not want to obey this interpretation and fall into his traps (...) I want to
surprise him! This is the essence of war. I need
to win (...) this is why we opted for the methodology of moving through walls (...) Like a worm
that eats its way forward.”6
In these two examples the inspiration for treating the built environment in an unconventional
way comes from the primitive man and the
animal. In Themroc the main character loses
his ability to speak, he can only utter roaring
sounds. Before he comes to the point of rearranging the architecture he has fallen into the
consciousness of a Neanderthal. In the case of
the Israeli army general, the inspiration seems to
come from the animal world, more specifically
the worm. Looking at the environment from
the angle of a prehistoric man or an earthworm,
the situation changes, not having to deal with
the mental and cultural boundaries of the city
they no longer need to deal with the physical
boundaries. This leads me to the point that it is
not the physical destruction in itself that interest
me, but more the mental break with the conventions of built environments. The structure of the
building no longer manifests itself as a given.
This seems to open up a whole new set of possibilities for interacting with the city. If it becomes
natural to walk through walls then the old ideas
of the city structure might be standing on a less
stable fundament. For what manifests a city
structure anyway? I don’t think I am too far off
stating that a city is a constructed environment,
an artificial landscape. It consists of fragmented
space; a space divided into many individual
spaces. These spaces are then distributed, in the
most general sense, between private and public.
The form of the city is set.
“A process of reterritorialization is connected to a
movement of deterritorialization that is ensured
by the machine (groups of ham radio transmitters afford the same perverse structure).” 7
This sentence became my entry point for
working with radio transmissions. For me it
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connected radio space with architectural space
in the sense that the two words deterritorialization and reterritorialization were very much
connected to physical places in my mind. I
was reading the sentence out of its context and
extending it into a new one. I started to work
with a ham radio transmitter as a tool of deterritorialization, meaning that the transmitter
would create a “fresh” space. By building a small
radio transmitter I would be able to enter the
restricted radio space as a squatter. The transmitter provided me with an alternative reading of
space, as I started to see the transmission area as
a physical space that was able to move through
the walls of architectural structures. The fact
that the transmitter was very simply constructed,
and that it relied on the weak power source of
a 9V battery, would have a strong influence on
the limited transmission area and the frequency.
The consequences were a small and fluctuating
transmission area and an unstable transmission
frequency. But at the same time it would enable
the transmitter, the source of transmission, to be
portable. The transmission area became to me a
nomadic and uncontrollable floating space, not
contained by the conventions of architectural
space or radio space restrictions.
Major General Stubblebine,8 a commanding
general of the United States Army Intelligence
and Security Command from 1981 to 1984,
struggled to accept the confined space of his
office as described
in the book The Men
who stare at Goats.
“He stands up, moves
out from behind his
desk, and begins to
walk. I mean, he
thinks, what is the
atom mostly made
up of anyway? Space!
He quickens his pace.
What am I mostly
made up of? He
thinks. Atoms! He is
almost at a jog now.
What is the wall
mostly made up of?
He thinks. Atoms!
All I have to do is

merge the spaces. The wall is an illusion. What
is destiny? Am I destined to stay in this room?
Ha, no! Then General Stubblebine bangs his
nose hard on the wall of his office.”9
If one looks with the right kind of eyes at the
gestures aimed at the World Trade Center in
2001 it can be read as an attack on the physical
structures. It can be seen as an attack on the
idea of the great skyscraper and the idea of
the modern metropolitan city. This assumption is of course farfetched but it leads me to a
proposal made by Vito Acconci’s architecture
and design bureau, appropriately titled Studio
Acconci, to reconstruct ground zero. They
made an attempt at a new World Trade Center
full of holes. According to Acconci their starting point was the idea that if a building was
probably going to be exploded at some point
anyway why could it not be pre-exploded. They
took the original site of the World Trade Center, extruded it to a height of a 110 stories, more
of a mass, more of a volume than the original
World Trade Center ever was and with more
private office space than anyone could probably
ever need. Then they riddled the design with
holes by shooting cones into it, hoping it could
act as a sort of urban camouflage. A terrorist
flying by would not bother with the building
as it had already been dealt with. The tunnels
through the building would also create space
where they wanted to incorporate parks and
street vendors, thinking that the building
would no longer
follow the conventions of a private
office building with
so-called public space
outside, rather they
would mix public and
private space inside.10
Vito Acconci started
out as a writer, primarily a poet, in the
mid-1960s.
He was interested
in the physicality of
language and writing, concerned with
the space created
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between the words and the page on which they
were written. This interest in space brought
him to the conclusion that he would no longer
limit himself to the space of a page. One of
his last poems was titled The time taken for me
to walk from 7. Ave. & 7th St. NE to 6th Ave.
& 17th St. NW, June 30, 1969, beginning at 9
PM. With this text he seemed to already have
made a natural leap onto the street outside.
With his work Following Piece from 1969, he
would choose a person at random in the streets
and follow that person until he or she entered
into a private place. He was moving randomly
around the city by giving in to someone else’s
behaviour. He performed an act that would
allow him to drop his usual motives for
movement and action in the city, also leaving
behind any audience, taking up the role as
viewer himself.
Acconci almost found himself walking down the
street of the Situationists International, performing some sort of gesture in the tradition of the
dérive. “In a dérive one or more persons during
a certain period drop their relations, their work
and leisure activities, and all their other usual
motives for movement and action, and let themselves be drawn by the attractions of the terrain
and encounters they find there”11 describes
Debord in his Theory of the Dérive. Debord and
the Situationists International were searching
for the experience of “the beach beneath the
street”, to let themselves drift, often in a rather
drunk state, and to let themselves be attracted to
the ambiences of the city, to catch a glimpse of
a completely different city beneath the privatized and commercialized surface. They wanted
to see beyond the boredom of everyday life and
experience the city outside the divide of work
and leisure. By performing their urban wandering they would refuse participation in any of the
daily routines, not taking part in the divided
timetable. The act of walking became subversive,
wandering aimlessly to reject social participation, and simultaneously exploring the city to
participate in a critique of urban development.
The wanderer was no longer only an aimless
drifter, but was to perform scientific experiments under the definition of psychogeography,12
“where the emotional and behavioural impact
of urban space upon the individual conscious-

Simen Godtfredsen / Bachelor of Fine Arts 3

ness is to be carefully monitored and recorded,
its results used to promote the construction of a
new urban environment that both reflects and
facilitates the desire of the inhabitants of this
future city.”13
“The world we live in, and beginning with its
material décor, is discovered to be narrower by
the day. It stifles us. We yield profoundly to its
influence; we react to it according to our instincts instead of according to our aspirations. In
a word, this world governs our way of being, and
it grinds us down. It is only from its rearrangement, or more precisely its sundering, that any
possibility of organizing a superior way of life
will emerge.”14
My multi-colour ballpoint pen made a blue
mark on the paper. As my feet carried me
along the street, my hand traced the movement
with the pen; a blue line followed my steps.
Simultaneously my eyes carefully scanned the
surroundings, moving over facades, light poles
and fuse boxes. My eyes locked in, my feet
halted, the ballpoint pen lifted off the paper,
shifted from blue to red, then a distinct red dot
stained the paper where the blue line stopped,
then the colour of the pen was changed from
red to black, a number appeared by the red
dot. Then the pen was pocketed, the piece of
paper, a printed map, was folded and entered
the opposite pocket of the coat. A camera was
gripped from its hanging position, aimed at the
spot where the eyes had found their target; the
shutter momentarily opened and captured the
frame. Without any further thought the camera
was again dangling from the shoulder strap,
pen and paper in hand, the blue line traced
further. The small alleys were filled with all
kinds of greenery planted in Styrofoam boxes,
old bathtubs and buckets, crowding the narrow
streets and rooftops. A huge stack of carefully
folded cardboard boxes was dragged along on a
large trolley by a surprisingly tiny old woman.
The blue line stopped, red dot, black number,
camera, snap, the digital screen revealed a small
poster glued to a wall, the poster was covered
with black paint.
Above is a short description of my work
process as part of a project I did in an old area
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11. Guy Debord, Theory
of the Dérive (Internationale Situationiste #2,
1958), p. 62.
12. The term psycho
geography is introduced
by Guy Debord, “Introduction to a Critique of
Urban Geography”, in
Ken Knabb, Situationist
International Anthology
(Berkley: Bureau of Public Secrets, 1981), p. 5.
13. Merlin Coverley,
Psychogeography
(Pocket Essentials,
2010), p. 89.
14. Abdelhafid Khatib,
Attempt at a Psycho
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of Les Halles (Internationale Situationiste #2,
1958)

15. Robert Smithson,
“A Museum of Language
in the Vicinity of Art”,
in Robert Smithson:
the Collected Writings
(University of California
Press, 1996), p. 78.
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in Seoul called Imun 1 Dong. This is an area
close to where I lived and close to the school
that I had an exchange to at the time. As I was
walking around I got attracted to an A4 poster
that had been concealed with black paint, I
discovered that the over-painted poster was
not a single case. It became apparent to me
that it was two people, or more probably two
groups of people, involved in performing two
contradictory gestures. The first gesture would
be the posting of the posters. I discovered
from one of the posters that the text had to
do with a specific area, also meaning that the
posters would probably only be posted in that
area. The poster was a statement to gather
support for the preservation and restoration of
the area. The second gesture was performed by
painting the surface of the posters with black
paint. This meant that someone had to actively
locate each poster with the intention of concealing the information stated. I would guess
that the reason for covering the posters could
be to support an unofficial governmental plan
of letting the old population of the area die
out, so that the constructed landscape of the
area could be demolished and sold to commercial corporations with plans for completely
rebuilding and modernizing the area. This is
of course only a guess. I decided to explore the
area located in Imun 1 Dong street by street,
with the intent of locating each poster. I printed out a map of the area and started walking.
The project became sort of a psychogeographical survey of the area, where my main points
of attractions became the posters. The result
of this survey was a picture archive containing 154 numbered documentary photographs
of the poster all in different locations. Most
of the posters had been covered with paint,
some were covered with other commercial
posters, some were in good readable condition and some of the posters I probably never
located. Accompanying the photo archive was
a map where I had traced my movement and
pinpointed each poster’s location.

humors, or voids of knowledge... but this quest
is risky, full of bottomless fictions and endless
architectures and counter-architectures... at
the end, if there is an end, are perhaps only
meaningless reverberations.”15

“In the illusory babbles of language, an artist
might advance specifically to get lost, and to
intoxicate himself in dizzying syntaxes, seeking odd intersections of meaning, strange corridors of history, unexpected echoes, unknown
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Karin hald
Stop Making Sense 1
… I’m paragliding in and out of realities. When I
walk I sometimes have the feeling that the world is
falling into me and I have to stop in the street and
remind myself that this cannot happen because it’s
not possible, gravity exits. Sometimes I choose not to
reassure myself, and I let the world collapse on top of
me. That’s a feeling that also makes sense...2

Nilsson said to me the other day: “All I have ever
learned, I learned from art. And with art it is the
same as religion – you have to believe. No one really
knows.” That’s what happens when I see Hilma’s
works, I understand why I believe.

Are you experienced? 3

For me, it’s hard to imagine a society without art,
if not impossible. Yet I often have the discussion
about why art is still created. Perhaps it is because
there is a focus on being rational and logical? Or
maybe it’s because there aren’t many people who
are good at explaining what art is all about.
I believe art does not hold a definitive
answer, it is an irrational logic. This can make
art seem inaccessible. Art is a meta-language,
and it’s a specialized form of communication. To
accept a work of art is not the same as liking it
on an aesthetic level. I think that anybody who
is interested can understand art on one level or
another – if they are willing to let go of rational,
linear understanding, just accept what they
see, and try sensing instead of thinking. It does
demand an effort. At the same time I insist on
the fact that I’m not a missionary. And for those
who are not interested in art, it’s not my job as an
artist to change their minds.

Opening the big doors and entering – I’m almost
immediately at ease. Quietly I walk around. Silence
is important. I'm here to experience, to receive, to
give. In order to receive you have to give. Attention
– knowledge – enlightenment. The room is never the
same, but often big, often white. Today is like that.
The light coming from the windows creates a new
space for only an instant before it fades away and
another is briefly created. Moving architecture.
Some rays highlight, others illuminate, and
in a rare instance lights everything up. So bright I
can hardly see. There are chairs in front of a video
piece, I sit down. I look and contemplate. Slide in
and out of the video. I’m not the only one here. I feel
connected. Another person stands in front of me, not
to bother me, but because he too is watching. I stand
up and move towards the back of the big room, I’m
overwhelmed with joy, sometimes it’s sadness but not
today. I almost start to laugh. I get exhausted. Last
time, last week, I was disappointed – didn’t feel the
spirit. The surprise never came. I got distracted and
didn’t want to stay long.
I see Hilma’s drawings. No words. I get that
pinch in the chest. The same I got when Kaare
complimented my work today. That really happy
feeling. Relief. Something is still right. There is still
something that is within reach. And it can be made
visible. The drawings move along the wall, one by
one, from no colour, just pencil, applied in a light
manner, to intense darker colours. I could look at
one for hours on end. What do they mean? It’s like
the universe opens up. They are just right! They strike
a chord in me that lies so deep that I don’t have any
words, just a feeling. I remember what John Peter

Irrational logic

I make art from inspiration. This might sound
banal, but what does inspiration actually mean?
Inspiration comes from the Latin word inspirare,
meaning “to breathe into” 4. Some of my best
work has come from a dream (when sleeping)
or suddenly seeing something which for no
apparent reason pulls me in – I take it with me
and into a piece. But who or what is breathing
into me when I experience these things? The difficult thing about embracing and actively using
inspiration, is that it's out of my hands. Being
inspired, to me, is the same as being guided by
spirituality. It is a bigger force which I cannot see
and cannot control, but to give in is not always
easy, because on some level it involves losing
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1. Stop Making Sense,
directed by Jonathan
Demme, 1984, is a
concert movie featuring Talking Heads. The
film was made while
they were on tour with
the album Speaking in
Tongues. The record
itself is magnificant. The
phrase ’Stop Making
Sense’ is from the song
Girlfriend Is Better. Talking Heads worked with a
structure of slowly building up the scene, while
the charismatic David
Byrne plays alone. One
by one the musicians enter, and slowly the entire
band is gathered. David
Byrne is worth watching
just for the sake of his
dance moves, where he
tries to make sense, by
not making sense.
2. Note from my private
journal.
3. Titel of Jimi Hendrix
album. I would highly
recommend anyone to
read through the lyrics
of the song with the
same name. Hendrix
of course refers to the
use of drugs, but when
I read the lyrics there is
an opening in the last
line where he sings: ”Not
necessarily stoned, but
beautiful”. He is describing more than just the
experience of being on
drugs; also the experience of being aware of
the unknown.
4. Inspiration, (n.), From
late latin inspirationem
(nominative inspiratio),
noun of action from pp.
stem of Latin inspirare
”inspire, inflame, blow
into,” from in- ”in” +
inspare ”to breathe”
- Etymonline.com
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myself. Many have thought that being a true
artist demands a sacrifice, which is connected
to the myth of the tortured artist. But making
a sacrifice isn’t necessarily a bad thing. The sacrifice for me lies in a loss of individuality for the
gift of serving a higher principle, which is shown
through glimpses of inspiration.
In creating art there is always a wish to understand, but not in a logical, linear way. Art cannot
give a logical answer, but art can still communicate with both the senses and the intellect. The
greatest experience is when I see art that strikes a
nerve in me, and the whole world opens up right
before my eyes, it falls into me – and I understand.
The bigger picture
of an artwork, my
own and others, can
grow after it is finished. The irrational
logic can expand
and sometimes a
work which at first
seems banal opens up
through the years, as
I grow as a person. I
have had that experience with artists like
Bruce Nauman,
James Lee Byars and
Yves Klein.
I believe art is one
of the purest ways
to get in touch with
other dimensions
than those visible
to us. Maybe it is
Carl Jung’s collective
unconscious which sets in, and talks through the
artist? Maybe it’s something divine? I am not sure,
but what I do know is that I need a fracture in my
understanding. If I read a text, see a film or look at
an artwork that I understand completely, I lose interest in it. If there is no sense of mystery, it is less
valuable to me. It’s appealing not to understand
everything. When everything isn’t spelled out I
have the opportunity to be part of it myself.
”The most beautiful experience we can have
is the mysterious. It is the fundamental
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e motion which stands at the cradle of all true
art and science. Whoever does not know it
and can no longer wonder, no longer marvel,
is as good as dead, and his eyes are dimmed.”5
An exploration
“Art is born and takes hold wherever there is a
timeless and insatiable longing for the spiritual,
for the ideal: that longing which draws people
to art.” 6
This text is the first attempt for me to formulate
in words another side of being, both as a person
and as an artist. Spirituality is connected to each
individual's inner
being, and therefore
there will never be
one exact definition.
This can make it
hard to explain, to
yourself and others
as well. Rather than
explaining I will try
to explore spirituality
through describing
my own experiences,
other artists and also
examples of philosophy and science in
connection to art.
Biking through the
city. It’s freezing and I
clearly see my breath.
Constantly there’s
a discussion within
myself. I don’t want to
go, and I know why.
But I force myself forward. I enter the building and
everyone sends smiles to me. I feel a good energy and
change into the soft two-piece bikini. I enter the
room, people are already lying on their mats. Silence.
No one is allowed to speak during Savasana. I lie
down and immediately I feel the pain. Everything
I’ve denied attention to for a long time. I haven’t had
the time to attend a yoga class. At least so I tell myself.
And here comes the punishment. My shoulders are
clamped, my loins won’t find the floor and the backs
of my thighs are tightened. Others enter the room. I
shouldn’t think of the 90 minutes which are about to
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start. But I can’t help it. I’m unable to be present in
that moment. I’m about to leave.
The teacher comes in. “Good evening everyone
welcome to Bikram Yoga open eye meditation for
90 minutes tap into each other’s energy and use it.
First is the breathing exercise Pranayama Breathing deep breathing good for your lungs and respiratory system please listen carefully inhale by the
nose and exhale by the mouth inhale and exhale
should be through the throat breathe as much
as possible as long as possible as slow as possible
breathe in by the nose and out the mouth but all
the time through the throat. Look in the mirror
concentrate meditate inhale head down arms up
start please full lungs
exhale head up push
your head back way
way way back bring
your elbows forward
elbows touching each
other away from your
chest eyes open inhale
head down look in
the mirror. Elbows up
to the ceiling as far
as possible chest up
spine straight stomach
in full lungs exhale
head up very slowly
push your hands on
the chin eyes open
look all the way back
until you see the wall
behind you elbows
together touching
each other.”
I sense where I’m at
today, physically and mentally. The intense feeling of
despair. The room was 40 degrees before the beginning of class and it quickly rises. Unable to perspire.
Today is not a good day.
Wanting to go on. After a while I have to sit down,
tears running down my face. I kneel forward. The
heat doesn’t make breathing through the tears easier.
The teacher gently tells me to lie down. It is okay to be
sad. On my back I have to turn my head so snot won’t
run back into the throat. The teacher puts a hand
on my stomach and one on my chest, she tells me to

breath. I begin to relax, the tears slow down and sweat
starts to drench me. It’s as if my body lets go. Anger
and stress turns into gratitude. I start to feel the energy
from the others. It is as if they are trying to help me.
I lie still for a while. Then I’m able to join in again.
When I stand I look at my mat. The sweat has shaped
a Rorschach-like image. It looks like an elephant.
“Turn around for camel pose this posture will
open up your heart chakra don’t be afraid come
to the top of the mat and towel everybody should
do this at the same time not before not after at the
same time open your knees and feet 6 inches apart
place your hands on your hips thumbs on the
outside look in the mirror. Inhale breathing push
your hips towards the
mirror slowly let your
head go back as far
as you can look for
the floor behind you
go back halfway stop
there first right hand
to right heel then
left hand to left heel
take a deep breath
exhale push stomach
legs and hips forward
towards the mirror
push your hips more
and more and more
your back is suppose
to hurt I want to see
360 degree angle for
gravitation. Now
push yourself slowly
back up spine straight
position quickly turn
around and lie down
arms out to the side
palms facing up towards the ceiling if you are feeling nauseous sad or uncomfortable it is perfectly
natural after this posture it opens up the front side
of your body which we normally keeps closed of
you are letting yourself be in a position where you
could easily be attacked.”
Class is over. I don't move for a long time, eyes closed,
concentrating on my breath. Meditating as I do at
home. I feel my body hover over the floor. Tinkling
feeling all over. I see images that appear only as
glimpses. Mostly it’s just my breath.
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I leave the room. The sweat slowly stops rolling
off my body. I feel light light light. Released. Relaxed.
No thoughts enter my head. The old thoughts are
gone. New ones are able to come. I feel a strong connection between my mind and my body. I eagerly
drink two litres of water in one swig. Bike home. I’m
yearning for my next class.
Science’s job is to map our ignorance
“If you can draw a relationship, it can exist. The
world keeps opening up, unfolding, and just when
we expect it to be closed – to be a sealed sensible
box – it shows us something completely surprising. In fact, the result and possibly unacknowledged aim of science may be to know how much
it is that we don’t know, rather than what we do
think we know. What we think we know we probably aren’t really sure of anyway. At least if we can
get a sense of what we don’t know, we won’t be
guilty of the hubris of thinking we know any of it.
Science’s job is to map our ignorance.”7
If art is not aimed only at the consumer, like a
commodity, it’s made by the artist to try to understand the world, herself and those around her.
I see it as subjective storytelling. Each person uses
the sum of knowledge accumulated by mankind,
but the life and aim of one person is to understand
oneself through subjectivity and moral self-knowledge. This quest is new for each person. You have
to live and learn through yourself. You cannot
fully apprehend through the knowledge of others.
I see a resemblance between artists and scientists.
The difference lies in how knowledge is acquired,
the execution of the knowledge, and also the quest
for a definitive answer. Both the artist and the
scientist look critically at the world, in the sense
that there’s more than meets the eye, and more to
be understood than what we already know. And
they use their hunch – the inspiration.
The scientist can express herself through letters and numbers, whereas the artist can create a
unique visual language, with whatever combination of tools the artist wants. The scientist wants
to find the facts and through those the truth.
The artist looks for truth, but not necessarily
through facts, instead the artist relies on her
personal truth – the subjective experiences she
has accumulated.
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7. David Byrne,
”Aboretum”, McSweeney’s Books;
1 edition, 2006

As I see it the scientist will always try to
supercede the one she follows. Science is about
climbing up a staircase, always trying to get to
the next level. It’s vertical, trying to disprove one
objective truth with another. Art is horizontal. It
occurs as a subjective truth, alongside all the other
truths, as a new unique image. The job of the
artist is to be concerned with the question. When
an artwork is finished it’s a complete object in the
visual language, a new answer to a question asked
many times.
Stumbling upon the unknown
In the essay “Eupalinos or the architect” by the
French philosopher Paul Valéry, he writes at one
point about the difference between artist and
philosopher. He writes of Socrates who walked
along the beach. He saw something that had
been washed up on the beach and picked it up.
It looked like a seashell, but he couldn’t figure
out exactly what it was. He knew that this moment was of importance for the rest of his life.
If he kept it, he would accept what he did not
understand, and therefore he would be an artist.
But he threw it into the ocean, because he was
a philosopher and he couldn’t accept what he
didn’t understand.8
When I read Valéry’s essay, I see a beautiful example of how the artist is described as
spiritual. This lies in the fact that the artist
accepts what he does not know and embraces the
unknown as something to take forward. In this
text the artist accepts the image which cannot be
understood in a cerebral sense.
The philosopher wants the word to fit with the
world and also needs to create a distance between
himself and the world in order to understand it.
The artist circles the concept and the word itself.
He is in the world, more absorbed, as much a part
of it as the work he creates.
Paul Valéry describes the artist as an image of continental philosophy and the philosopher as analytical philosophy. Today the lines between these
two orientations are often harder to distinguish.
Philosophers like Foucault have blurred the lines,
as in many of his texts he uses both empirical data
and also personal experience and feelings.
If we are able to use different kinds of know
ledge and combine them, what will happen?
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8. Paul Valéry, ”Collected
Works Of Paul Valéry IV,
Dialogues”, Eupalinos or
the Architect, Bollinger
Foundation, 1956, p. 65.
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I see a growing focus on being interdisciplinary,
which helps in opening up and learning from
other ways of thinking. Somebody like Einstein
used very unconventional ways in gaining new
knowledge. He wasn’t afraid to expand his mind
and knowledge, even though it could make him
look like a fool. To predict an idea before you are
able to prove it, is extremely courageous.
To create new knowledge or indeed art, I
believe you must be willing to let go of fear and
enter into the unknown.
”The human mind is not capable of grasping the
Universe. We are like a little child entering a huge
library. The walls are covered to the ceilings with
books in many different tongues. The child knows
that someone must have written these books. It
does not know who or how. It does not understand the languages in which they are written. But
the child notes a definite plan in the arrangement
of the book – a mysterious order which it does not
comprehend, but only dimly suspects.” 9
Different approaches
When I read the text “Art – a yearning for the
ideal”10 by Tarkovsky I felt at home in the emotions he described when talking about art:
”Art could be said to be a symbol of the universe,
being linked with that absolute spiritual truth,
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which is hidden from us in our positivistic,
pragmatic activities” 11
Tarkovsky continues to say that a scientist needs
to educate himself logically to be able to grow,
whereas an artist is in need of a particular spiritual
lesson. In all of Tarkovsky’s films, his characters
undergo a spiritual crisis. This is evident in a film
like Stalker, where the main character struggles to
listen to his intuition or inner voice.
Tarkovsky stands out in many ways as an artist. He created a new language with his movies,
which is still an inspiration for many contemporary artist and filmmakers. Seeing both his films
and photographs, I get a strong sense of spiritual
presence. How this presence shows itself exactly,
I cannot explain. But reading Tarkovsky’s books
on the subject you understand that he himself
was a person who was very aware of his own
spirituality, and I think that shines through in
all his work.
In the book Instant Light Tarkovsky’s son
has gathered a selection of his father’s Polaroids
from the period 1979-1984. The Polaroids are
combined with small notes and poems from his
private journal. I see the atmosphere captured as
based on the experience of light. To use light as
a metaphor for the spiritual is very fitting. When
it appears, it lights everything up – it shows
what is actually there. Light is the opposite of
being in the dark.
The strong sense of an unknown
presence I had when I saw his films
and Polaroids was confirmed when I
read his book, in which he reveals the
spiritual as a big and important focus
in his work.
One of the younger artists I admire
is the Danish artist Lea Porsager.
Porsager's work often evolves around
ideas of the self without a core, and
she has among other things used hypnosis on herself as well as others.
She was a part of dOCUMENTA
(13) and the piece in Karlsaue Park
was called The Anatta Experience. The
piece was based on an experience she
had with seven other women. They
had gone to Monte Verità – ”the
mountain of truth” – in Switzerland.
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At the beginning of the 20th century, this was a
place where all kinds of alternative people gathered, and ideas regarding spirituality, the occult
and anarchism were explored. Porsager and the
other women wanted to reactivate some of the
ideas of the mountain. The piece she did was a
small wooden house, inspired by a drawing by
Harald Szeemann. There were different kinds of
documentation of the process, and among these
a video which showed their experiments.12
Porsager has continued to work with these
topics in her latest exhibition, where she uses the
work of Annie Besant and C. W. Leadbeater and
their knowledge from the book Thought Forms.13
Like these two theosophists, Porsager tries to see
thoughts as something that can be made visible.
In the show she tells the story of how there are
bigger forces at stake whose powers we can draw
energy from. Porsager juggles with theosophy,
neuroscience, space technology and art history
in a critical, beautiful and anachronistic way.
I see a critique of old, rigid thought forms that
are too easily reproduced without questioning.
It seems to me she’s asking: ‘How can we use
and produce new thoughts today in a more open
way?’ What I appreciate about her approach to
spirituality in art, is that she can make it tangible, and less inaccessible.
If you are not a medium, like Hilma Af Klint,
but still have a deep respect for and wish for an
understanding of the spiritual and occult, then I
think the approach that Porsager has is very valid.
She combines theory and practice, and in using
both she makes a point of being open towards
experience, but also critical
The true artist helps the world by
revealing mystic truths
”You do not need to leave your room. Remain sitting at your table and listen. Do not even listen,
simply wait, be quiet still and solitary. The world
will freely offer itself to you to be unmasked, it
has no choice, it will roll in ecstasy at your feet” 14

from the world surrounding me and the one inside myself. I can also experience a more intense
approach, where I have something I know I want
to explore, and I need to focus on that thought –
and an answer appears.
When I get inspired, it happens subconsciously. If I am stuck on a piece, and unable to
get further with it – I rely on time and intuition.
Inspiration will come again.
The true artist helps the world by revealing mystic
truths is a title of a Bruce Nauman work. It shows
a spiral made of neon, with those exact words,
spiralling into the middle. Nauman has said of
this work:
“The most difficult thing about the whole piece
for me was the statement. It was a kind of test –
like when you say something out loud to see if
you believe it. Once written down I could see that
the statement, ‘The true artist helps the world
by revealing mystic truths’, was on the one hand
a totally silly idea and yet, on the other hand, I
believed it. It’s true and not true at the same time,
it depends upon how you interpret it and how
seriously you take yourself. For me it's still a very
strong thought.” 15
I am jumping from one ice floe to the next. I need
something to keep me afloat, but that is not why
I believe.
More often than not spirituality is an undercurrent that runs beneath the surface of my body
of work and only rarely if ever becomes visible.
As a driving force it is pushing me forward, and
breathing into my work. For me, spirituality is
art itself. It’s the other dimension, it’s what, how
and why I create new images. What the voice
cannot say and the mind cannot comprehend,
comes out in art.
I want to carry on, with dignity, curiosity and
respect, towards all the things I do not know.

I think that is what Hilma af Klint also experienced when she was working.
Personally I need to go out into the world, go
to exhibitions, be a flâneur and walk the streets.
I need to accumulate knowledge and experience

Karin Hald / Bachelor of Fine Arts 3

12. http://www.kunst.
dk/kunstomraader/
billedkunst/nyheder/
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14. ”The Great Wall of
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15. Tessel M. Bauduin,
University of Amsterdam,
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IDA BAKKE KRISTIANSEN
Once more with feeling
When I was fourteen I spent a lot of time surrounded by notebooks, composing what ended
up as a forty-page epic about a young girl who
lost her best friend in a tragic accident, and was
left to deal with her grief. Through my writing,
I got to explore all my fantasies of an earthshattering emotional drama, so far away from the
everyday mundanity of teenage life.
“She walks slowly across the school yard and
is overwhelmed by sadness. Marie is never going
to cross this courtyard again. She’s never going
to run up the stairs to make it to class on time.
Ida opens the door to the classroom. Everyone’s turned towards the figure in the doorway,
all dressed in black. The first thing Ida sees is
Marie’s empty seat, and her used notebooks on
her desk. ‘Just like Marie,’ Ida thinks. ‘A used
notebook that’s thrown in the trash.’ But Marie’s
life story wasn’t even half completed.”1
What brought me to write this story, what
enticed me, and maybe still does, was the idea
that it was possible to completely give in to one’s
emotions, rather than letting practicality and
sense be the guiding parameters.
This idea has lingered on, and has affected
what catches my interest, and what I look for in art.
I find myself being drawn to artists that take risks
by sharing something personal and by challenging
emotional inhibition and social conventions.
In Sharon Hayes’ work Everything Else Has
Failed! Don’t You Think It’s Time For Love? from
2007 she emerged from a corporate building in
midtown Manhattan, five days in a row, to speak
to an unnamed lover. In between comments
on and about personal longing and desire, were
comments about politics, and the hardships
and trauma of living at a time of war. The use of
the absent lover serves as a direct appeal to the
fundamental human desire to belong and to be
accepted. Hayes calls these texts, written by her,
but informed by various famous love letters “love
addresses” and each day the letter was different,
but the “I” and the “you” were the same. This
use of the “I” and “you” creates a fundamental
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connection between the speaker and the listener.
Even when addressing a seemingly faceless mass
of people hurrying by, at times there will be
moments when the “you” will find its way to
someone, as if spoken directly to them.
Hayes’ work always has personal elements, and
although her pieces are mostly political, dealing
with questions about war, free speech and gender
issues, she uses the language of emotion as a way
to mediate her subject matter.
In general though, big displays of emotion are something you should try to keep to
the private sphere. In the Nordic countries, we
tend to keep our interactions very subdued, and
are generally more comfortable with a moderate approach to our interpersonal dealings. In
the face of some big emotional spectacle, like a
woman crying out “My dear lover” 2 on the street,
we would most likely shy away, mumbling “Oh,
that’s so uncomfortable”. Even in times of crisis,
there is little outrage to be seen. Maybe a torchlight protest march, but the riot is absent.
Being stoic, graceful and “holding it together” has always been preferable, and easier for
other people to deal with, compared to breaking
down, losing it and falling apart.
Although people tend to avoid negative emotional experiences in general, they will often enjoy
sadness portrayed in music. Julia Kristeva writes
about love songs, and especially the serenades of
the troubadours of the late 12th century, in her
book Tales of Love. For the troubadours the woman was merely an imaginary addressee, a pretext
for the song of love, which, says Kristeva, is essentially an incantation, and therefore fundamentally
semiotic, with rhythm and melody dominating
over the message to the lady. She suggests that the
aim of the love song is to show how strong it feels
– as a performance directed towards the world,
rather than to a specific recipient. “The song is not
a metaphor but, as the most direct inscription of
jouissance, it is already a transference, a longing of affect for the absolute meaning that shies
away.” 3 And even centuries later, the love song is
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1. Exerpt from aformentioned story (Translated
from Norwegian by me).
2. From Sharon Hayes’
performance Everything
Else Has Failed! Don’t
You Think It’s Time For
Love?, 2007.
3. Julia Kristeva, Tales
of Love, 1987 (English),
p. 282.
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essentially the same, a signifier of affect, and in its
emotional exuberance you get carried away.
The song offers a chance for redemption, and
through it grief and desire are dissolved, and you
sing along, because it offers some relief.
Chords provide a unique foundation for the
very specifics of an emotional narrative, and the
different keys will invoke feelings in you that feel
instinctual.
“Of all the amazing things the mind does,
the most amazing may be that it can take sound
and turn it into music, and then take music and
turn it into meaning. (…) Music is simply a set
of physical vibrations that reach our eardrums;
from those vibrations we make the emotional
map of our lives.” 4
So maybe humans really are physically affected by the science of sound, or it could simply
be attributed to autobiographical memory.5 Or
maybe it’s that we listen specifically for something to accentuate or confirm our feelings, and
when we find it, more or less oblivious to this,
we say that the song speaks directly to us. But
perhaps the important thing isn’t how music triggers our emotions, but that it does.
Music has always served as an emotion
amplifier for me. Detectable in the final pieces
or not, there is always a soundtrack present in
my work; a few songs that set the tone, and often
express my ideas much more eloquently than I’m
able to.
At the same time music is also a source of inspiration, one of the reasons being the way the language
of music just lends itself so well to emotion.
Strike a chord! Cue the band! This is what
songs are written about!
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A music genre usually associated with expressive, melodramatic storytelling is country music.
In Ceal Floyer’s work ’Till I get it right from 2005,
she makes use of the song with the same name
by American country singer Tammy Wynette.
Floyer has cut out the “falling in love” part from
the original line “I’ll just keep falling in love until
I get it right”, yet the song still embodies the
heartfelt desperation of Wynette’s vocals. This
leaves the words universal in their vagueness, and
although the original song would be categorized
as a sentimental country weeper, Floyer’s piece is
opened up to more than one meaning.
It can be interpreted as suggesting that every
thing is an ongoing process without any clear
definitive end, that there’s a futility to trying to
reach perfection, or, in its simplicity, it offers a more
intimate reading of the piece, that whatever you feel
like you are doing over and over again without getting it right, that’s what the piece is about. Tammy
Wynette’s songwriting often dealt with loneliness, divorce and the difficulties of man-woman
relationships. She embodies the romantic image
we often have of country singers; turning their
heartache into songs, turning hardship into success, and this gives the genre an aura of candour;
putting into words issues that usually belong to
the private sphere. When asked about her personal
life Wynette once said, “The sad part about happy
endings is there’s nothing to write about.” 6
This emotional explicitness, so typical of
country music, can also be found in art. Sophie
Calle’s piece Take Care of Yourself from 2007,
where she asked 107 women to interpret the
break-up-email she had gotten from her ex-boyfriend, could be compared to a song by Wynette,
as both are processing and trying to understand
their experiences, and sharing them with others
through art. And even though these works have
a very specific narrative, they are not fixed to one
reading. Because even though they deal with
something very specific, even though emotions
are subjective, and feel private, there’s a reason
why you can always find the perfect song to accent
your emotional state. It’s because someone else has
been there; they’ve felt exactly the same way.
In relation to pieces like this, it might make
sense to use the word kitsch.7 Kitsch can be
interpreted as something that can be understood by everyone, independently of theoretical
background. And these pieces have a strong
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8. Ludwig Wittgenstein,
Tractatus Logico-Philo
sophicus, 1922 (English),
pp. 5–6.
9. The early Wittgenstein describes ordinary
language, as enough for
ordinary life. He stated
in Tractatus that what
one couldn’t talk about
with ordinary language,
one shouldn’t talk about.
Poetic language was a
different language game;
it wasn’t supposed to
teach us something, and
the late Wittgenstein
found that what we could
not talk about in ordinary
language, we could talk
about with private- or
poetic language.
10. Roland Barthes ,
A lover’s Discourse:
Fragments, 1977, p. 147.
11. Susan Sontag, review
of A Lover’s Discourse:
Fragments, http://
us.macmillan.com/book.
12. Roland Barthes ,
A lover’s Discourse:
Fragments, 1977, p. 1.
13. Ibid., p. 177.
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relatability, if not in an aesthetic, then in an
emotional or thematic way. You don’t have to
be an art scholar to be able to engage with the
piece Take Care of Yourself; you just have had
to have been there, in some way or another. So
even though these pieces are not kitsch in their
expression, it might make sense to look at the
content as having kitsch qualities.
These works introduce emotions that we’ve
all experienced, but that most of us might be reluctant to admit to. I’m drawn to these expressive
pieces, because they take that which we cannot
talk about and put it in to a context where we
are forced to look at it in a different way. In this
re-contextualization of the interpersonal, a possibility to discuss that which normally is repressed,
or reserved for the private sphere, can occur.
The problem that manifests itself when it comes
to discussing explicit emotions in art, is finding the
right language. How can you talk about emotions
without getting tangled up in the emotional?
Wittgenstein said in Tractatus LogicoPhilosophicus that there are some things you can
talk about, and then there are things you cannot
talk about. “The limits of my language mean the
limits of my world” 8, and in with regards to art
and emotion I, as Wittgenstein, keep bumping in
to the borders of my own language. He thought
that what you could not talk about with ordinary
language,9 you had to apply to poetic language.9
Through his work he asked himself questions such
as if there was a way to talk about what we really
felt, and if it’s at all possible to communicate one’s
feelings. Wittgenstein was trying to map out the
different language games we surround ourselves
with, and show that you cannot use the same
language in all situations, that there was no one
language game, doing so in a completely clinical
and unsentimental manner. In this search for the
right language to form a discourse around the
explicitly emotional, I find myself in need of the
same type of structure or system, a way of switching the words that don’t work, for one’s that do, to
make it clear what I am talking about.
With his book A Lover’s Discourse: Fragments
Roland Barthes was trying to apply a system
similar to Wittgenstein’s, but doing so from an
emotional ground zero. He used structuralism to
talk about romance, emotions and love.
“I Love you. je-t’-aime / I-love-you. The figure
refers not to the declaration of love, to the avowal,
but to the repeated utterance of the love cry.” 10

Although strict in his structuring of these
peculiar “figures”, Barthes was not trying to
distance himself. “Defending the senses, he
never betrayed the mind.”11 He wrote with the
authority of a lover himself, aiming to create a
structural portrait of the discursive site of love;
to understand and map out on the Lover’s terms.
“The necessity for this book is to be found
in the following consideration: that the lover’s
discourse is today of an extreme solitude. This
discourse is spoken, perhaps, by thousands of
subjects (who knows?), but warranted by no one;
it is completely forsaken by the surrounding languages: ignored, disparaged, or derided by them,
served not only from authority but also from the
mechanisms of authority (sciences, techniques,
arts).”12 Barthes wanted to provide an affirmation
for the lover’s internal debate that rarely surfaced
in everyday speech. This book was designed to
give voice to that unspoken language.
Though it’s hard to find the right language,
there nevertheless needs to exist some sort of
conversation around these types of emotionally
explicit works. There has to be a way to fill in, to
start a discussion, to outline that landscape the
piece belongs to, with real words; not with the
air-quotes, platitudes and clichés that usually
infect our language around emotion.
So how do you obtain the distance needed
for some sort of discursive and linguistic clarity,
when the attempts to visualize and re-contextualize these things are precisely because they are
difficult to talk about?
“What is stupider than the lover? So stupid
that no one dares offer his discourse publicly
without a serious mediation: novel, play or
analysis (between tweezers).” 13
It’s hard to find the right words, and the description of these pieces will often come across
as banal, even if the piece is not, and although
Wittgenstein suggested the poetic language
for all which could not be talked about in a
sensible way, how do you proceed when both the
piece and the discourse exist within the same
language game?
When you write poetry, and then use the
poetic language to talk about what you have
written; how can you tell where the piece stops
and the discourse begins?
How can you make the distinction between
art and interpretation?
Who can tell the dancer from the dance?
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I feel so silly, I just want
somebody to come and
find me
2011/2013
Performance for actor
and projection
(Excerpt from script)
5 pages

Jeg: Jeg vil jo bare høre sammen med noen! Er det for mye å be
om?
…
Jeg: Unnskyld.
…
Jeg: Hvorfor fikk vi hverandre til å føle oss så mislykka hele
tida?

Du (mørke jeans):

Jeg: Det føles som om jeg elsker deg feil. Fordi hvis jeg
gjorde det riktig så ville du blitt. Sant? Jeg feila deg.
Eller?
Du:

!
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Emma-christina landqvist
“Survival is a lifelong task” 1
I remember a story that went around when I
was a kid. One day, a woman who lives alone
in an apartment gets the feeling that something is wrong. She has a powerful sense that
she’s no longer alone. She searches her entire
home, but can’t find anything. A few weeks
later, she wakes up in the middle of the night,
feeling more strongly than ever that she’s not
by herself. She gets up and looks under her
bed, and sees a man
lying there. She becomes
terrified, and calls the
police. When the police
arrive, she is told that
the man escaped from a
mental institution, and
has been missing for 28
days. Much later, when
she’s cleaning, she looks
under the bed and finds
some little markings
somebody has made
underneath the bed. She
counts the lines, and
there are 28 of them.
These last few years,
my art has focused
mainly on the security
or insecurity of different individuals, as well
as the processes involved in the attainment
of security. I’ve often based my work on the
idea of an individual’s creation of a home. A
sanctuary and a place of refuge. A familiar
place, where the trust an individual has in the
home she has created is based on her various
needs. Where the individual creates the home
and the home creates the individual, and the
body reflects the home while the home reflects
the body.
“The bomb which destroys my house also
damages my body in so far as the house was
already an indication of my body.” 2

The home becomes an immediate extension of the body. These defence mechanisms
can be just as relevant as those intended for
the defence of the actual body. They participate every bit as much as the body in the
practical routines of everyday existence, to ensure that the individual’s physical and mental
needs are met.
Everyday life is experienced and lived
within the home. The
term home denotes not
just the house itself,
but also its nearest
surroundings. The
impressions of the local
neighbourhood are
repeated in the movements people make each
day, and become more
and more familiar each
time they are experienced. Recognition
grows stronger every
time, and thus becomes
more familiar and more
closely associated with
security. However, the
structure and f unction
of this security are
flawed in ways that require it to be constantly
re-established. It’s constantly under the threat
of total collapse, and this is my main area of
interest in my work. When fear, or a threat
of something, enters this place and reveals
the fragility of the security we have made for
ourselves. When our trust and security in the
known and the familiar fall apart.
In Michael Haneke’s film Caché,3 we follow
the story of a family that leads an ordinary life.
One day, they find a videotape in their mailbox.
The video is a shot of their house, taken from
the street. The thought of being watched and
under surveillance in your own home is very
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discomforting. It can utterly destroy the sense
of security that the home provides.
The formation and creation of a home is an
ongoing process, a search for security that has
to be repeated and reinvented constantly so as
not to be lost.
The home can also be considered a stage,
where the people who live in it are actors collaborating to create a place with a history and
narratives of its own.
In her videos, artist Eija-Liisa Ahtila shows us
people who have discovered something else in
their everyday lives. Something out of place,
that makes them rethink things and find new
ways of life.
Unexpected events can cause us to ask
questions we might never even have considered
before. During one period of my life, I often
thought of that woman who found a man under
her bed, and the effects this was likely to have
had on her sense of security in her own home.
What did she think about the twenty-eight lines
under her bed? Did they mean that the man
had been there for twenty-eight days, and if so,
what had he been doing there all that time, and
how many times had she been defenceless with
a stranger in her own home? Had she, perhaps,
spent twenty-eight nights of sleep with a stranger
just beneath her, who could have simply raised
his arm and touched her in her sleep? Was the
man who hid there simply trying to get through
the day, the week, the month?
A few years ago, on a cold and windy walk, I
found some houses that had been raised temporarily. It was like a picturesque little village,
all deserted, by the sea just north of Helsingborg. What had initially looked like a movie set
proved, on closer inspection, to be a group of
temporary summer homes that were built every
year only to be torn down again in the fall. The
houses were surrounded by little pots, garden
ornaments and other commonplace objects that
demarcated borders, and probably provided a
sense of home while the cabins were there. The
whole thing felt like an effort to create and find
ways to make the place seem like home and feel
familiar. It looked like a stage in the process of
creating your own world, one more important
and significant than your experiences of your
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actual surroundings. There weren’t any cultivated patches, or other signs of activity. This
made the strange placement of these everyday
objects, so significant to the residents, seem both
absurd and frightening. The cold wind probably
only reinforced my discomfort. This place was a
testimony to the ambition of creating an idyllic
atmosphere, which seemed somewhat distorted
in this context, and felt more disturbing than
anything else.
In his films, David Lynch shines a light on
the disjointed and terrible aspects of the idyllic. When everything seems to be at its most
ordinary, and everybody is living their lives as
best they can, he allows disquieting things to
intrude, and terrible things to happen.
Sigmund Freud claims that the homely
and the uncanny are closely related. In his text
The Uncanny, 4 he describes how the German
words heimlich, which means something like
“homely” or “familiar”, and unheimlich, which
means “uncanny”, are obviously related, as
both words are derived from the same word
stem. They are both related to the security and
everyday life of the home.
I’m interested in the ways that the familiar
can contribute to security just as strongly as
it can threaten it. A feeling of security is preceded by a long process, where several layers of
recognition are combined. When something
that isn’t really a recognized element reminds
us of something that is, it will be experienced
as disturbing, or even as a dangerous threat.
My work often relates to that very moment,
when the unexpected or unpleasant occurs.
My main interest, however, lies in the subsequent effect that this has on a person, causing
confusion and concern to preoccupy her, until
she is once more able to establish her safety
zones in different ways.
To my mind, the discomfort of the woman
who discovered the man under her bed is made
stronger by the fact that it happened in the very
place where she ought to feel the most secure.
The space underneath her bed was a familiar,
secure place for her. When she discovered the
man there, this secure place took on a very sinister air. This discomfort is something the woman
will always carry with her, and that will probably
make it very difficult for her to re-establish the
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desirable state of having your home function as a
source of security.
In his text on the uncanny, Freud refers to E.T.A.
Hoffmann’s The Sandman,5 where the experience
of the homely has terrible consequences. The
protagonist finds significance in the similarities of two different people; one a memory from
childhood, the other a person known to him in
the present.
In my work, I set out to investigate questions
related to the expectation of security in a home.
Using economical measures, I attempt to tear this
security down, to show that it can’t be taken for
granted. The way things are placed, or strange
patterns of behaviour, can reveal or imply that
reality isn’t necessarily self-evident. In an installation consisting of a three-channel video, I let two
people, a man and a woman, act according to a
specific pattern in an apartment that looks like it
could belong to both of them. The three different
channels appear to be synchronized by various
events. But since their movements are arranged so
that their paths never cross, the result is an ambivalence of time and space. Their movements are
integrated in each other’s events. They affect each
other’s experiences, each seemingly in ignorance
of the presence of the other, which produces even
more confusion. Like hidden elements, visible,
but indicative to the discerning eye of differences
or inexplicable movements within the core of
security. When the self-evident is no longer definite. When the doors, walls, and furniture don’t
just protect us or offer comfort, but also conceal
something unexpected, and unfamiliar.
In his installations, Mike Nelson shows
places and scenes that seem to be hidden behind
building façades. Places, stories, and events that
we didn’t know existed. I think similar places
could exist behind doors, or in people’s homes.
A place where somebody once enjoyed security
that was later destroyed by various events, only
revealed to the viewer as traces or fragments.
In my work, I want to create places, or new
worlds, to direct the viewer to, where I can reveal
the fine line between the familiar and the discomforting. Where the familiar is transformed
into the opposite side of its negative.
People’s desire to create security extends beyond
their homes. Even in other environments, we
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value structure and familiar things that we can
draw security from. When something devastating happens, and everything gets turned upside
down, the home environment can be changed
to such an extent that it becomes almost
unrecognizable. This can make us feel rootless
and lost, and will also bring the fear of the unknown and the uncanny into a place where we
used to feel secure. This became apparent in the
wake of the storm that struck northern Europe
during the winter of 2005. In Sweden, where
it would come to be referred to as "Gudrun", it
mainly affected the southern regions. The storm
felled vast numbers of trees where it passed.
People in the affected areas didn’t recognize
their own area now that the woodlands they
knew so well had been destroyed. Their familiar
and secure surroundings were so altered and
destroyed that people suffered from total confusion, and lost their sense of home.
I’m interested in the vulnerabilities of
human beings, but also in the ways that they
are constantly confronted with situations
where they keep choosing to go on living, to
survive. In this survival, an individual creates
her sphere, her world, and her home. Each
individual strives for the things that he or she
associates with security, and these things in
turn shape the home and the individual.
Whenever danger looms, or actually destroys your own sphere, a new quest for what
you just lost begins.
My graduation piece Bad Souvenir portrays
the aftermath of such an event. Anything
recognizable has disappeared and been
destroyed. All that remains are impressions
of the event, life before it, and life after it.
Through a window, we see an installation of a
room. The room bears traces of having been a
home once, but seems deserted now. Inside the
room, three different events are shown in three
separate video projections. In the first of them
a man walks through the forest, while in the
second, the forest comes alive as the weather
changes, and in the third, we see fallen trees
lying across a road.
Back at home, in my apartment, I look for the
familiar and the recognizable. It’s an attempt
to create security for myself. I realize that creating security is an activity that relates closely
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to my fear of the unknown, a fear I am trying
to overcome. But doesn’t resisting a fear also
involve the risk of falling into some other similar pattern in the quest for security? Replacing routines, things and events with new ones,
before one’s attention is once more directed
towards the familiar, and the creation of new
fears. Won’t the same patterns and the same
inherent fear simply reappear, only to need
to be put to rest by the constant search for
familiarity? All to avoid any situation where
we might encounter something unexpected
and threatening, as though the fear existed to
protect us from the immediate terror that this
would produce.
I still think about that woman who found
the man under her bed on occasion. Now,
many years later, I’m no longer sure where I
first heard the story. I can’t remember who
told it to me, or whether it was supposedly
true or just an urban legend. During times
when I’ve had to move frequently, this story
has taken on a greater significance. I often
thought of the man under the bed, as I hadn’t
yet found any security in my new home and
the neighbourhood where it was located. On
certain sleepless nights, I leaned over and
looked under my bed, to make sure there was
nobody there. To my relief, I’ve never found a
man under my bed.
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Ronni Lykke Lauridsen
Patchwork
If I were to write an entry for Wikipedia about
patchwork it would start something like this:
What you are about to read may contain traces
of misunderstandings, omissions, and wisdom.
Patchwork, I don’t really have any relationship
to this handicraft, but that makes little difference, because this text is about seeing. But
then why this detour around patchwork, you
may think? I will admit that it’s a bit unclear
to me as well, but perhaps we’ll all become a
bit more enlightened along the way. I’ve had
some ideas about how I would sort of open up
the bag in a way both interesting and relevant.
Therefore, I have decided that we’ll visit my
grandmother because of her having been given
new eyes.
Grandma, which is what I call her whose
name is also Sara, I visited a while ago, where
she now lives but does not feel at home. Her
home is in Vestergade, from where one can
just go across the street and buy fags, magazines, and low-fat milk. A place where there
is a garden that absolutely has to be tended
and a pavement that is sometimes covered in
snow, even in summer. I very much wanted
to try on my grandma’s new eyes, so I packed
a bag with a camera and the UV lights that I
bought immediately after I received the sad/
happy news that my grandma had been placed
in a home for old people and people suffering
from senile dementia, and that the house in
Vestergade was empty apart from some pieces
of left-over furniture and sundry possessions,
on the rectangular foundations, with a view
to the depths of the garden from windows in
the kitchen, where it has been throughout my
entire life.
Ultraviolet is the light that is now being
thrown on the smoke-coloured walls, and seen
from the night outside, through the windows
to the living-room, it must have looked as
though someone was throwing a soundless
techno party. Two UV lights, each placed at
one end of the approximately 20 m 2 living

room, now conjure up traces after the locations in which there once hung a copper plate,
paintings, and a number of family portraits.
Rectangular testimonies of visions that seem
different. I sit in the chair in which Grandma
used to sit, with her glasses resting on her
nose and her feet rolling across the foot massage board. Like an intruder I move around
in Grandma’s visions. I lift an ashtray that
reluctantly lets go of the surface on which it
sits so that I can closely study the engravings
along its outer edge. From where I am standing, when I look down the lit passage across
the golden brown carpet I can see a circular
shape that hangs on the right side of the door
that leads down to the utility room. It was a
kind of painted earthenware object; now it is
a blind spot. When I later visit grandma again
I introduce her to the photos that I took in
connection with borrowing her vision, that
night in Vestergade. She does not immediately
recognise her possessions; it is as if they once
again have been transformed into things. With
a mixture of fascination and amazement at
Grandma’s view on these things, I get up from
the sofa and walk towards that which was once
a large brown chest of drawers, but is now
reduced to a couple of sections, because of the
nature of the new residence. And I pick up the
wedding photo that I have had an eye on. ‘You
were married at one time’, I say to Grandma
and hold the photo out before her. ‘Yes, well, I
think his name was Kaj, then,’ she answers.
How does one see? And how does one see what
one cannot see? I wonder what a blind person
sees? Questions like these cropped up in my
head, after these blue fluted visions.
Somewhere in the USA there sits a woman
with her back to the world, creating pictures
based on inspiration, or that is, the woman
in question did until she died in 2004. I’m
talking about Agnes Martin, an artist I don’t
have detailed knowledge of and probably not a
familial relationship to either, but with whom
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I nevertheless feel a certain kinship. The other
day I saw a number of more or less random
videos on YouTube, like I have so many times
before. At one point a video turns up called
‘Interview with Agnes Martin 1997’1, the name
seems familiar and I click the triangle. For 8.34
minutes this elderly grey/blue figure has my full
attention. During the first seconds of the video
one is introduced to a number of stills that are
a combination of painting and photo, presumably paintings done by Agnes and photos of her
when she was young and younger. And then a
close-up of a face framed by silver-coloured hair
and endowed with a pair of gentle eyes and a
couple of comparatively large ear lobes. I think
that the voice, the faint vibration, harmonises
with the words that describe having ‘a vacant
mind’, a mind that holds a space open, in case
inspiration should make an entrance. According to Agnes it is not about seeing, nor is it
about oneself, but about making oneself available and being open to what inspiration has to
offer; here the function of vision is to act as a
bridge between the canvas and the guest that
figures in the mind.
From one set of eyes to another. Actually
there are four eyes in total, of which two are
placed in the head of a golden retriever, and
the other two in the head of a blind person.
What do you see, out of our eyes? There, let
me just put on the other glove; that’s it! now
I have fingers again, no, let me just take my
hand off again, there was too much finger
in one of the fingers. Now! it feels the way it
has before and the end of the dog leash, there
where there is plastic with a hole in it for the
hand, is now in my hand. All we need today
is milk, so you can just take it easy, quiet and
easy milk. You do have food; the scoop with
food has been in my hand today, after all. It
sounds as if the neighbour is backing his car
out of the driveway, reverse gear, no sound and
then first gear, or can it be his daughter; she
doesn’t ride a bike much anymore after having
graduated from upper secondary school; can
you see if the car has been washed, I heard the
sound of metal and water the other day. Perhaps you need washing too, well, we’ll do that
another day, I’ve heard your coat is as golden
as butter; gulden is a former Dutch monetary
unit, I believe, but in any case we’re not short
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on butter, have no fear of that, just quiet and
easy milk, a little walk; it is, after all, tonight
that the good series is on, but then we must
also have cake and perhaps you should too.
The one called ‘Bedstefars skæg’ (Grandpa’s
beard), we like that a lot, but we’re not having
that. We’d better let the baker bake our cake.
Carrot cake, they almost always have that, it
actually tastes pretty good. Gravel and school,
then we’re right here. No, we really don’t have
the time for the children to talk to you, you
do see that, don’t you? It’s on right after we’ve
eaten, so we had better eat. My arm is out
in the air at the end of the leash, away from
my coat and my body, behind your steps and
before my steps. We’re in a bit of a hurry, that’s
easy to see.
That’s how I imagine how the world looks,
seen through the eyes of a golden retriever and
from there on to a blind person.
If we now imagine that the blind person
used a cane and was not in possession of a
guide dog, then the world would perhaps appear quite different?
I can see in my inner vision that the blind
person moves his or her cane along the surface of
the ground, like a pickup over the face of a vinyl
LP record.
Irregularities, indentations, and nuances
are registered and conveyed via the cane to the
hand and from there up through the arm to
where they turn into images.
I once had an acquaintance who used nonprescription glasses; at that time it was one of
the wildest things I had ever seen and then he
could even dance like Michael Jackson. He
told me it made him look smart and that the
girls liked it. I didn’t quite understand what
he meant but I remember that I had a wish for
just a slight astigmatism of my eyes, so that I
would also be able to dance like Michael Jackson. I didn’t feel quite prepared for glasses that
weren’t glasses. Since then I have had many
pairs of glasses, even non-prescription glasses,
but in the form of sunglasses. I have, to say
the least, a difficult relationship to sunglasses,
unless they are placed on the nose of Tom
Cruise in the film Risky Business. 2 It is as if a
Wayfarer epidemic breaks out every summer.
This epidemic causes a relatively large part of
the population to be unable to see if they don’t
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Bleached Patchwork
2013
Bleach, fabric
Dimensions variable
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wear a pair of sunglasses. As a rule I become
extra insecure when I’m wearing sunglasses; it
is as if my body tries to reject these substitute
eyes, like a rejected Boneloc-cemented prosthesis in a reluctant body. And if the impossible were to happen so that I would have the
courage to keep the sunglasses on indoors,
then I would unavoidably end up in a situation
in which I would be forced to choose whether
to pretend as though I got the shades as a
christening present and have worn them ever
since, or to desperately look for a pocket in
which they can rest until the next time I really
need them on an overcast summer’s day. Do
you also have a pair of Wayfarer shades? And
do you also think I should stop writing about
my anguish with glasses? OK, but I have to
mention one last thing regarding glasses.
Some time ago I sat at Copenhagen Central
Station with half a croissant in one hand and
several crumbs on my blue trousers, following
my attempt to eat this bakery product in a casual
fashion; in my left hand I have a cup of coffee
that is too hot, covered by a plastic lid; perhaps
that is why? Now perhaps something exciting
will happen? To my great surprise I am accosted
by a young woman; she asks me if I can show her
how to use the ticket coupon she holds in her
hand. As the gentleman and globetrotter that
I always am, I agree to assist her. It turns out
that we are travelling with the same train, and
during the ride I am told that she recently moved
to Denmark from Iran to study. She has neither
family nor acquaintances in the country. I ask
her if she would like to come with me to the cinema to see James Cameron’s Avatar in 3D 3, she
has absolutely no knowledge of animated blue
basketball players or films in 3D for that matter,
but she smilingly indicates that she would like
that very much.
At the ticket office we are each equipped
with a pair of 3D glasses. Here again I can feel
a little prickling in my chest, that makes me
aware of the fact that I am soon about to wear
what most of all looks like a pair of oversized
Wayfarer sunglasses, and then on top of it all,
indoors. The fact that it generally tends to be
pretty dark in a cinema enables me to escape
the worst of the panic attack. After the film I
hurry to remove the glasses and place them on
top of the pile of popcorn and Coca Cola con-

Helena Olsson / Bachelor of Fine Arts 3

tainers that tower in the overloaded rubbish
bin, but at the same moment they are hauled
back up again by my partner, who by the way
is still wearing her really large glasses in the
now illuminated cinema, followed by a loud
and insistent, ‘Why no, you don’t want?’ And
what can we learn from this, then? Everything
depends on the 3D glasses that see.
Let us remain in the darkness for a while;
I am aware of just having written that the
lights in the cinema are on, but now we are
in another cinema, where the lights are out
and we consider the following question: Does
looking at the same thing over a long period of
time make that thing different? Now we imagine that we see the film RR 4 by the American
filmmaker James Benning. In brief, the film
is about trains that arrive in a 16 mm film
frame and after a while, the length of which
depends on the length of the train set, leave
the frame again. I remember buying popcorn
before seeing this film. I am not particularly
interested in trains and far from the category
of foamers, which refers to the group of people
who begin to foam at the mouth at the mere
sight of a train. I am no fanatic in that sense,
but have nevertheless on several occasions
allowed myself to be transported by train.
OK, we’re looking at trains, the XXXXL
train set, that winds itself mechanically along
the rail tracks laid out in the landscape; the
paintings on the carriages succeed each other
like an endless row of TV commercials, but
there is nothing for sale here and no special
offers. It is as if the cinema seats have turned
into dentist’s chairs. The visitors in the hall
now sit with open mouths, out of which hang
dentist’s drills. From the mask that lies across
their noses a stream of laughing gas slowly
seeps; the picture on the big screen seems to
have changed character; we now look into the
picture instead of onto the picture.
Maybe in the same way that the painter
Lucian Freud5 sees through the surface of his
model. In itself, the exhausting maintenance
of a pose causes fatigue, and during this process a transformation occurs through which
the immediately invisible becomes visible.
Georg Baselitz is another name that pops
into my head, presumably because of the
word ‘invisible’. I think about the massive,
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3. Avatar, directed by
James Cameron, (Twentieth Century Fox, 2009).
4. RR, directed by James
Benning (Westdeutscher
Rundfunk (WDR), 2007).
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r ough-hewn yellow-painted wooden sculptures
that together make up the series Dresdner
Frauen, 6 perhaps not immediately a sight that
awakens associations in the direction of something invisible, but solid and naked, with all
their make-up removed, no camouflage, they
appear to be invisible.
(Not the point)
In the beginning, or perhaps,
Close to where something began,
There were probably only
Three or four or five
Things.
Possibly two or three or four of
those were only words,
But words too heavy to remain in
Place.
We don’t know
Who said what
First
+>^^)!!!:(?)=///<</?
(Is the world watching)7
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Kalle Enok Lindmark
Split vision
When Melissa Rohlin of the Los Angeles Times
asks basketball player Metta World Peace about
his change of name from Ron Artest, World Peace
answers: “Well I’m just happy that Jesus Christ did
not let me lose my teeth when I was 20 years old.
Cause I was wondering like; what if you kept your
baby teeth until the age of 18 or 20 and then you’d
lose them. That would look pretty bad. So I just
think it’s really brilliant that you lose your teeth
when you’re a baby rather than you lose them when
you’re like 30 or 20. That has nothing to do with
your question but that was definitely on my mind.”1
This was entirely new to me. This is also a way to do
it. This was just as huge as my childhood realization
that a question can be answered with a counterquestion. Irrespective of whether World Peace
knows it or not, he answered Rohlin’s question, and
I think I understand him completely.
In this text, I will attempt to address the questions
of where I, as an artist, am coming from, and in
what context I wish to have my works interpreted,
and to do so in just as generous a way as that in
which World Peace answered Rohlin; by relating stories and quotes, whether relevant or odd,
stolen or invented, and mixing them with poetic
and craft-related ambitions in the form of notes,
as well as offering some more mundane reading in
fast forward by providing excerpts from my email
correspondence with the people I collaborated with
during the fall. Shifting perspective from micro
to macro, and back again, while simultaneously
passing over into some kind of in-between state.
Nothing is waterproof, and everything is always
– through work – connected to everything else.
Proving a point through disorder, and discussing
the elephant’s skin through Jurassic Park. “There is
no difference between what a book talks about and
how it is made.”2
Charles Ingvar Jönsson answers Eivor curtly while
puffing away at his cigar. Rocky, who doesn’t
understand what’s going on, anxiously asks Eivor
why she’s getting rid of their belongings. While she

Ronni Lykke Lauridsen / Bachelor of Fine Arts 3

explains the situation to him, Charles Ingvar walks
over to one of the few remaining pieces of furniture
in the apartment: a display cabinet with fitted glass
doors. On the other side of the glass, a miniature
fire engine stands in front of a coloured drawing
of a house. He studies the scene, his field of vision
filtered through the cigar smoke. After smoking in
silence for a while, Charles Ingvar Jönsson suddenly
blurts out: “I think there’s a fire next door”.3
x tighten the rest with the yellowy green (y.
ochre+mixed pink + mixed bluish grey) Let the edges
vibrate with the slower middle of the large area. -->
yellowish green in the large as well. Let the bush “flow”
into the dark sections of the concrete cylinder + lose the
map vibe. leave white! x a mixture apply the way
that Emelie spoke of a felt-tip pen going dry. x let the
green move like water sometimes, inconsistent in terms
of direction, but consistently applied. emerald + earthy
green + c ex light yellow + ochre + umber raw + c red
--> let the layers of the image fall through each other
--> Circumscribe the showerhead - erase the hand,
In the year 1729, the King of Sweden, Fredrik l,
makes a deal with the Bey of Algeria to have Algerian pirates leave Swedish merchant ships alone.
The Swedish state buys this protection by making a
peace offering of weapons, ammunition, timber for
masts, and anchor lines. Two years later, the ship
Werden arrives in the Stockholm harbour, bringing
gifts in return from the Bey. In the hold, among
other things, are two lions.
precise in the periphery (• hammock, •or periphery •). there’s something there, under the coating of
drollness. Running into trouble with Ernst Hugo’s
intonation again and again. Greatest of blessings!
Good news witnessed throughout the whole world!
docile bodies, panopticon the Watchtower and
Awake waterproof fire and brimstone.
When the lions die after a few years of life in captivity, Fredrik l has them stuffed. The taxidermist
who is tasked with stuffing one of them is in a
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predicament from the moment he is presented
with the skin and bones: he’s never seen a live lion,
neither in a picture nor in real life. Besides the remains of the dead lion, all he has for guidance are
the heraldic depictions on coats of arms and the
like. The result is, accordingly, a fantastical being,
with tight set, crossed eyes, happily peeping out
over what can only be likened to a human mouth.
A wide grin is plastered across the lion’s face, and
an incredibly long tongue reaches out between
two rows of flat, square teeth.

around in it, by means of a translation into sound.
Through an interpretation of documentations of
a sculpture projected in a notation context. This
is the interpretation I’d like you to help me with.
The freedom in the interpretation is the same as
in the translation between the drawing and the
sculpture, it can result in any number of versions,
while remaining anchored to the medium in question. It’s significant that they are projected onto
sheet music. That is to say, I’m not asking for an
interpretation of the “feel” of the sculpture/shape.

Excerpt from an email to composer Torkel Rönnblad:
I drew a quick little drawing, vertically oriented, on a long sheet of paper (see drawing.jpg).
I wanted to make the drawing as flat as possible,
that is, not to give the image any depth, so I let
the lines relate to, and “bounce” against the edges
of the paper. Like that classic screen saver. Then,
I sucked the drawing out into the room by using
it as a sketch for a sculpture. The lines were given
angles and directions in space (see sculpturefront.jpg and sculptureside.jpg). I had expanded
the drawing beyond the flat sheet of paper, by

In ancient times, a temple to Apollo stood where
the Hagia Sophia is today. The latter building was
finished in the year 537, and was initially a Christian church, the Sancta Sophia or Holy Wisdom.
The church was converted into a mosque after the
fall of Constantinople in 1453, and is a museum
to this day after Kemal Atatürk decided to convert
it once more in 1934. In the Vatican, pieces of
marble from the Colosseum were used as building
blocks for St. Peter’s Basilica, and here, in Malmö,
the Caroli City mall is expanding into the Caroli
Church, which is scheduled to be opened during
the spring of 2013 as a part of the mall.
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Brief, tiles, flash
2013
Oil on canvas
213 × 172 cm

crimson + c yellow (both)+ c red --> take the bite out
of it until it matches yardstick x mixed red/pink +
WHITE+ mixed grey (
x cobalt blue + raw umber + the others, to sink in --> less of the - lowering
colours x make horizontal brushstrokes in unison? the
circle? Sketchy - umber raw + earthy green + c yellow
light +white - to the right tint (same as the surroundings) x let the tints like a approach each other -->
monochrome anthill of different colors. x Highlight
the furthest part with the same pink as inside it,
behind

translating it into a three-dimensional sculpture.
To expand it further, I documented the sculpture
from various angles and applied the series of
documentations to blank sheet music (see score1.
jpg - score9.jpg). My hope is for the drawing to
fill the entire room, so that you are able to walk

After the film ended, we agreed that it was
good. It had many layers of meaning, and was
interesting on different levels. The film offered a
generous set of routes from one point to another,
like a 16-lane highway, or an intricate system of
forest paths. We went along – some of us by car,
others on foot – and saw it from different angles,
different events with varying intensity, in different ways. At one point, we paused the film. The
protagonist was caught in the middle of a quick
movement, which caused her face to be smeared
across the screen. She had dissolved, from a character to a mix between a white blood cell and a

Kalle Enok Lindmark / Bachelor of Fine Arts 3

Kalle Enok Lindmark

Kalle Enok Lindmark / Bachelor of Fine Arts 3

364

cerise-coloured model of the Millennium Falcon. Somebody laughed at the paused picture. If
it had been viewed out of context, it would probably have been very difficult, if not impossible,
to discern its different elements. The bird in the
background was no more than a foul smell. The
light filling the spaces between the leaves in the
foliage seemed aggressive, like tooth decay. Suddenly, we were looking at clouds. None of the
qualities of the film applied anymore, the paths
had all suddenly come to an end, and we had to
find our own way. The laughter died down and
the picture made me uncomfortable.
Excerpt from an email to architect Filip Mayer:
If I tried to paint abstract, and let the paint
lead the way, all that I would end up producing
on the canvas was an echo of painters I like, with
no sense of urgency to it whatsoever. If I tried to
paint figurative, the subject would always get in
the way of language, casting a cold shadow over
it. To get around these problems, I projected a
randomly selected image across the boundaries
of three adjacently positioned mounted canvases.
Then, I switched the canvases around, turned
them a quarter or half turn, and projected a new
image onto them again in the same fashion,
repeating this process until I had ten randomly
selected images projected across the three canvases. When I separated them later, they all
looked like excerpts from some bizarre colouring
book. White, with a mess of lines moving in and
out of each other in ways that couldn’t possibly
originate from my hand. After the paintings
were finished, I described each original briefly
(one to four words each), and listed them in a
document, like some sort of credits list. This leftaligned column was translated into an English,
right-aligned column on the other side of the
page, in the style of a vocabulary list. The fragile
empty space between the lists was glaringly obvious. The descriptions then and there, the translation, the languages, the font face, the font size,
the line spacing, and the proportions of the sheet
of paper caused a shape to appear in the gap
between the two languages, a shape beautiful
enough for a carpet (see mattannn.jpg). I want
this carpet to be the basis for/be the inspiration
for a space/a room. An inversion of the classic
relationship between carpets and architecture –
instead of the way the shape of a carpet usually

responds to the architecture, I want the architecture to answer to the carpet.
The A4 sheet filled up with words accidentally
knocks its forehead against the shelf. something
rolls off like drops off a goose, and the rest expands like ink moves in still water
slowly,

in

				directions
all
In speech that is just as poor as (• hammock, •or
periphery•).
There’s no real difference between how that or
“tsk tsk” works in writing is there?
You could say it’s just as difficult as when an
American judge asks the jury to disregard a statement after an objection to it has been sustained.
After all, you can’t just unhear something.
But we’re discussing painting effects through
Photoshop filters?
Maybe, but it would be more interesting to translate a cactus through Google translate.
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THE TREMBLING GREEN IN THE BUSH’S
LOWER EDGE polish the green intensive part of the
circle? x More stylized shape for the light that shines
through in the middle of the green x paint over the
scribbly greenish yellow with a gray gradient? x Different tempo in the curved cylinder of white. go all
jazz at the top x erase more
When it all boils down, I consider it thinking
with my hands. I generate ideas and thoughts
through hard physical work, in that order: work
– idea. After that, I keep on working from there,
and generate new ideas. An order which hasn’t
been actively chosen, but results rather from my
disappointment over, and subsequent lack of
interest in, my own imagination. By entering into
a dialogue between the thinking of my hands and
the thinking of my mind, I am trying to categorize and understand phenomena, concepts, ideas

and objects. Not so much based on their current
properties or definitions as on their potential
possibilities in new contexts. In ‘Shakespeare’s
Sister’, Morrissey sings: “I thought that if you had
an acoustic guitar then it meant that you were a
protest singer. Oh I can smile about it now but at
the time it was terrible”.4
Always with care. Nothing is ironic. If it
seems witty, it’s only like a film of gasoline on
the surface: toxic and beautiful, but most of all
extremely thin. Each experiment expands the
playing field. In other words: This is also a way
to do it.

Extract from an email from Filip Mayer:
I think of how the carpet is like a hat for
the feet. It protects us from the earth, that is, it
protects us from nature. A hat protects us from
above, and from that above. When we have both a
hat and a carpet, we’re insulated both on top and
underneath. But the middle remains unprotected.
Sandbags protect us from what we can do to each
other, from the climate, and from weapons.
When you go inside to sit down on your
carpet and put on your hat, you’re protected in the
house of sandbags.
tighten different parts against each other. Corrosive
light on the bike shelter. shadows --> Flat shapes with
solid colours. Let the green at the bottom take on
another role. --> light the rest up let the form echo in
what remains in the bluish green above. x Erase the
demanding pink in the bushes with green. x ADD
MORE COLOURS IN THE SAME WAY AS
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Kalle Enok Lindmark
The carpet as a hat for
the feet
2013
Digital sketch by Filip
Mayer (altered)
3508 × 4003 pixels
_
4. Johnny Marr and
Steven Patrick Morrissey, Shakespeare’s
Sister. Performed by The
Smiths. Ridge Farm, Surrey: Rough Trade, 1985.
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Opposite page:
Discreetly Violated by
Evolution
2013
Oil on canvas, two-way
mirror, fluorescent light
203 × 144 cm
_
1. Jacques Lacan, Écrits,
the mirror stage and
other texts selected by
Iréne Matthis, Swedish
edn 1989 (Stockholm:
Bokforlaget Natur och
Kultur, 1996), p. 18.

RINA EIDE LØVAASEN
Cortex Strikes Back
I find myself observed by eyes in displays. From
windows along narrow streets, they gaze down
from their grandstands. Found behind glass, the
transparent material separating them from me is
merely stating the intimate sphere, rather than
being a division. I feast on their delicacy, bathed in
fluorescent, red light. Their rays reduce color range,
blur my mind and kaleidoscope my vision. The
seductive hues generate a growing lust in my flesh.
Blinded by desire, I’m the one being objectified.
Here the stimulations are offered in rich assortments. The belladonnas dilate my perspective,
only to enhance the hallucinations. The imagery
unleashes its immense delights. Its intensity forces
a non-focused climax. The thrill is sublime.
Enclosed within oblivion. The mind is left behind
to enjoy the trip. It forces no critical reflection
preventing any infiltrating powers accessing its
domain. Seeds are easily sown in ingesting soil.
Here they will grow undetected, nurtured by the
unawareness of them being there. Seamlessly a
deceptive veil will blend in with the origin. The
resistance has become too badly bruised by affairs
with lip service.
A feather’s tender stroking of the skin upstages
the eyes simultaneously being ripped out. It’s a
brutal execution. Thus no pain is felt. The insult
lies outside the field of consciousness. Dazed by the
solid transparency between the pleasantly perceived
information, and what passes unnoticed. Sullied by
the state of being unaware of the manipulation.
Post stimulation. Ecstasy fades as the last spasms
are left to die out. Still in fresh memory of: soft
tissue. Notoriously unaware of the parallels between its derivation, and the processing through
levels of degradation.
As a product of my time, I obtain my present as
it’s presented, and experience appearances in the
world as real. Those circumstances being false, I am

alike my history, a lie. Barely sheltered from the
self-consciousness of fundamental fragility. Subconsciously rejecting everything that can remove
any faith in reality. This is a defense mechanism
against the perdition that’ll follow with an acceptance of scarce existence. Fighting off total
sedimentation by keeping the contemporary
persistent, to verify its authenticity. Determined
to hold on to the everlasting sunset.
Radon leaks out of its latency, poisoning its
victims by radiation. The immune systems are
defenseless. They’re incapable of mobilizing any
remedy. They lack the experience, which leaves
out the ability to recognize an awareness of absent
knowledge. This excludes the ability to possess
what is required to process the projected information. The beam is being blocked. White light
increases the contrasting black. Greedy it will
preserve everything within reach. Nothing is to
return. Hence nothing is perceived. Eyes gaze into
reflection, seeking the unachievable source.
Depth isn’t attainable at close range. Invisible
blinkers are unconsciously limiting the eye span.
Subtly counteracting perspective. Making it challenging to derive an awareness of what is perceived
as real, is the appearance of how time has been
violated through itself. Fiction becomes inseparable from the present as it manifests itself in its
witnesses. Memories of the past are laid isolated
below future.
Submerge space into the vast span of the unknown.
Pursue the unrevealed. Seek the perspectives
that haven’t already been widened. Find the core.
Where existence yet has to become. Where virginal time awaits the mirror stage.1 What remains
undiscovered is ever of great significance. Resume
consumption. Put back into vigor the disdained
need to uncover. For what stays remote is confining
the totality of being. It means, that confirmation of
one’s existence is determined on one’s own detection of oneself in the world. Again, this depends on
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Discreetly Violated by
Evolution, detail
2013
Oil on canvas, two-way
mirror, fluorescent light
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the diversity of one’s meetings. The broadening of
one’s perspective is achieved through the mirroring
of others, and how one perceives oneself based on
the reaction of oneself in others.
Light breaks down in diamonds, causing the
wavelengths to be visible for the naked eye.
The intensity penetrates the retina just as hard,
independent of the stone’s authenticity. It can
be impossible to tell the difference. Favoured
spectrums have always been generated under
constructed conditions. The range is of a selective
manner. The sources have faded out into vague
recognitions in the periphery between reality and
fiction. Discreetly violated by evolution. Leaving
substance to decay.
Perplexity wins territory comparable to carbon
monoxide suffocating oxygen. The vital substance
doesn’t adapt to the changing matrix. Evolving
into being compatible ceases its existence. Toxicity tears its texture. The chemically constructed
prefix of our time is continuously eating out the
churn of the reality that it stands for. By erasing
the pathway of its becoming, it reaches the end of
being evident of itself. As a definition, the prefix is
in need of the history bound to its genesis. Still it’s
rejecting its equal like two repelling magnets.
The poses of our time are making smooth castling
their crime. Already moved pieces are not allowed
for such a move. Leading identity to corrode. The
bloodstream reaches the water’s edge, causing
the clear reflection to dissolve. Blood being life it
breaks up the reflection of itself. The parallels take
out each other. United they compose the image of
the internal fight. Purity terminates. The ability to
distinguish between reality and fiction has lost its
influence on the genuine.
Grey matter2 is fragile as it blends easily with the
dark. The decreasing saturation causes a domino
effect of reduced belief in ethics. “The man who
admits the value of other people necessarily imposes limits upon himself.”3 The condition leads
to a nihilistic mirage, where morality is replaced
with unconditional freedom. Generating an
unscrupulous want to demolish familiar features.
Aiming for those easily abused. The pleasantly
understated indifference accumulates violence
effortlessly whilst tearing their comfortable
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recognitions apart. Re-evaluating the composition
of their qualities, before reconstructing them back
into uncanny interpretations of themselves.
“The greatest suffering of others always counts for
less than my own pleasure. What matter if I must
purchase my most trivial satisfaction through a
fantastic accumulation of wrongdoing? For my
satisfaction gives me pleasure, it exists in myself,
but the consequences of crime do not touch me,
they are outside me.”4
The eye travels in search of somewhere pleasant to
lay its rest. Striving to please its hungry ego. Selectively choosing between the most favoured flavours.
Driven by a grotesque curiosity to explore the inner
glimmer of the gem. Eager to find out whether the
inside is just as stimulating. “Beauty is desired in
order that it may be befouled; not for its own sake,
but for the joy brought by the certainty of profaning it.”5 The dissection is by no means disgusting.
The scenery is highly spectacular. Offering a great
pleasure in viewing the fresh intensity of disclosure. Exploiting the vulnerability by distorting the
character, making it a victim of its own symbolism.
Transformed to juxtapose itself. Violated by the
alienated context.
The scenery is constructed as a two-way mirror.
Either side is both the spectator and the one being
observed. Lucidity lies latent on the surface. Nevertheless, this detection is not obvious. Bestiality
plays parallel roles. It inhabits the criticizer read
through the symbolism of the crime, and pities the
criticized by identifying with the exterior of the
violated, and the circumstances of its situation. The
presuppositions are attacked by the occupation of
their skin. Causing the established reflection to
ricochet. In vain it becomes a representation for its
own demolished conviction.
Picture it. Glossy plastic tightly wrapping a
juicy piece of newly slaughtered, blood drained,
breathless meat. Vacuum bursts. The scatters put
all perspectives out. Its captivations will remain
secrets. Yet it will serve life as it’s being lived. By no
means repressed. It’s advertisement’s Rolls Royce.
A method so powerfully effortless. Too grotesque
to grasp. Hence how beautifully naïve we vogue.
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2. http://en.wikipedia.
org/wiki/Grey_matter,
Grey matter (Substantia grisea) is a major
component of the central
nervous system, consisting of neuronal cell bodies, neuropil, glial cells
and capillaries. The grey
matter includes regions
of the brain involved in
muscle control, sensory
perception such as seeing and hearing, memory,
emotions and speech.
Accessed: 4 March 2013.
3. Georges Bataille,
Erotism, Death and
Sensuality, (L’erotism),
1st City Lights edn (New
York: Georges Bataille,
Walker and Company,
1962), p. 171.
4. Ibid., p. 144.
5. Ibid., p. 144.

1. Sandra Mujinga,
Needle Work, performance, 2010
2. Denis Masi, on his piece
Distortion 1973, in Lea
Vergine, Body Art and
Performance, The Body as
Language, 2000, p. 148.
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The body falls short of
ideal as the artist at
tempts to make V’s and
A’s. This particular love
is broader than a lover’s
sentiment. Never mind
all of that. Bubbles and
ones. Sorry. Now I have
failed to transform my
self into a stable surface.
2013
Performance and video
installation with sound
Dimensions variable

Sandra Mujinga
Sorry. Now I have failed to transform myself
into a stable surface.
Is this the only body that I will experience the
world through? Could the solution to the problem of the limitations of the body be covering
it up with teddy bears? Is it a search for cuddle,
after all, the park is still covered in snow and I am
sitting in the middle of the bench and that is not
very inviting is it?1 In my hands I have a needle
and a thread and I am sewing the teddy bears
tighter to each other. The teddy bears are covering my face and I can’t see anything except the
camera that is supposed to document the event.
I ask the person helping me with the documentation to zoom closer and get the details. A dog
starts barking at me and the children passing by
probably think that I am the deformed sibling of
the Easter bunny. While sitting there, I wonder
when the performance will end. I stand up and I
start marching covered with teddy bears, people
stare until they stop staring. Later I get irritated
at the person who volunteered to help me document the performance, the camera was too shaky.

out of which, if you held a fruit to your ear, came
the sound of fighting… (2012) by Emily Wardill,
perpetually reminds us of our relationship to our
body. I see the film at the National Gallery of
Denmark lying lazed, not still though, because
the gigantic sako bag makes it impossible, the
body analogue to motion. Kinaesthesia is not
given, some of us have to watch every movement
our legs make to be able to walk. The piece was
first presented as performance and later as film.
One knows that it was shot at the same place,
and one can’t help but compare the different jobs
the actors have done, now that part should come
soon... Comparing their movements like sound
samples, listening to their voices, taking into
account the close-ups, being self-aware! Suddenly
you are positioned on the stage with them. There
is no separation. The performance has been reenacted and the camera has been adaptable, not
the opposite. We clapped when the performance
was over.

The skin as separation, protection, evidence of maturity, actually all wounds do heal one way or the
other. Still, one constantly gets reminded of threatening external factors, birdshit is an actuality.
Humour has a prominent place in my works,
bordering on slapstick. The uncomfortable
elements are exaggerated, and the repetition of
actions loses its pedagogical function. (Humour
does not, then, function in terms of comic relief,
but as its opposite). Meanwhile I can’t stop
thinking about the different voices I have on my
twitterfeed, I don’t even have to use CAPS, it is
all there. Singing beats Lumosity.com at brain
training, one’s voice becomes not only an apparatus but also sweatmarks not ready to vanish (yet).

With round corners the trailer becomes too
long, so I start avoiding buildings with them. I
cannot take the tension, but I continue walking.
I speed things up a little bit. Later, looking at the
footage/video, it would seem like my movements
could surpass natural human movements and
thought processes. An artist’s body has long been
considered to be extended by the artwork. What
interests me is the notion of extension as such,
not limited to the artist’s body in particular, but
any body interacting with technology today.
Experiencing loss, discovering the body’s mechanisms of survival resulting in memory holes.
“Distortion manifested through the body”2, driving and driving, and questioning one’s strength.
Surely my loss is no different from others.

The piece …found himself in a walled garden on
the top of a high mountain, and in the middle of it
a tree with great birds on the branches, and fruit

In The Ballad Of Genesis And Lady Jaye, directed
by Marie Losier, one wonders if it’s the love
between Genesis and Lady Jaye that is immortal
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Sandra Mujinga
This and opposite page:

or their utterance of “we” itself. When does a
performance start or end? When does one actually start loving someone, is it after one says “I
love you”? The sentence performs itself, but at the
same time it “doesn’t enter into the immediate
order of things”3. Rimbaud’s famous “ Love has
to re-invent itself” is the first sentence in Alain
Badiou’s In Praise of Love. This performative
aspect of fidelity to the truth of love is what is
radicalised in the ‘we’ of Genesis and Lady Jaye.
I would dance to the music till I got tired,
forgetting that the song was looping on iTunes. I
would get exhausted, hungry, eat and then sleep.
Before leaving my apartment I would rehearse. I
would record myself with my phone and smile,
thinking that I could always edit the order of the
sentences later. I would sing, and think that my
voice was not as powerful as I thought it was, it
did not echo. Last night I dreamt that I met a
friend, and we high-fived for 30 minutes, I am
not sure maybe it was longer but it went from day
to night in the dream. I started writing a letter to
Orlan, and wanted to tell her about this experience. Maybe she had experienced in real time
greeting someone for longer than 30 minutes.
The sense of time is imprinted on my body when
I wake up, how could I have slept on this wet
mattress the whole night? I have to get out, move
on, I have to dance. The song is not looping this
time, so I won’t lose the sense of time, and I won’t
dance till I get dizzy.
In some sense the world ends every day for many
of us, and the activity of mourning is incoherent
in our body from birth. Mourning as a preoccupation, in which one gets a sense that it is
productive, without necessarily seeing the results
or a conclusion.
I don’t think that everything ends in language
anymore, because I get the impression that an
agreement on a translation has to follow from
it, and an agreement on a specific translation is
a form of conclusion and a conclusion is a term
that has shown itself to have been counterproductive in my practice. Throughout my experience at the art academy, all elements have played
an important part in the process, and all elements are still active whether I am aware of them
or not. The methods that have struggled to keep
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their head over the water have become methods
that I trust, but I am still conversing with the
idea of my body actually being the measure of all
things I encounter.
I had good conversations with a fellow colleague,
where we shared our experience regarding respect
for the material. Could we as artists achieve
mutual respect between us, and the material
we were working with? That is not exactly the
question I asked myself when I started working
with mediums such as video and performance,
on my part it was almost masochistic in the sense
that it was a willingness to subject myself to
distress-experiences. I have later laughed at this
thought, but also learned not to underestimate
it. Feelings of alienation from accepted positions
and situations can lead to figuring out ways of
trusting one’s own language. How long should
one mourn and how visible should it be? And
how does one choose to present oneself to the
world outside? The body disappears when one
accepts the language of grief because one has to
forget the pain.
“To call a population barbarian is to measure
their vocalization perceptually and sometimes
quantitatively as noise; roar, shriek, howl, and
ululation, bark, yelp, wail: A lupus orchestra, a
constant vociferation of
language.”4
Sometimes
you are
forgiven
for wasting people’s
time, and
sometimes
it’s more
difficult, and
it’s better to
ask nicely:
“Let me
waste your time”5 and in return they can waste
yours if they like. Orlan says “Being a narcissist
isn’t easy when the question is of recreating the
self through deliberate acts of alienation”6. With
my only musical background being in singing,
Zobah was my first attempt to incorporate music
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The body falls short of
ideal as the artist at
tempts to make V’s and
A’s. This particular love
is broader than a lover’s
sentiment. Never mind all
of that. Bubbles and ones.
Sorry. Now I have failed
to transform myself into a
stable surface.
2013
Performance and video
installation with sound
Dimensions variable
_
3. Alain Badiou with Nicolas Truong, In Praise of
LOVE, 2012, p. 28.
4. Reza Negarestani,
Cyclopedia, Complicity
with Anonymous Materi
als, 2008 p. 150.
5. Lyrics from one of
Zobah’s songs, 2011.
6. Cited in Barbara Rose,
“Orlan:Is it art? Orlan
and the transgressive
act”, 2005, p. 1.

7. A video introduction to the Novation
Nocturn MIDI Control
Surface, 2008, http://
www.youtube.com/
watch?v=P928mL2BnjA
8. Peggy Phelan,
Unmarked; The Politics
of Performance,
Routhledge, 1993, p. 93
The idea of the paradox
of using visibility to highlight invisibility is inspired
by Peggy Phelan.
9. Hito Steyerl on Art as
Occupation at the
PREOCCUPIED,
International Conference,
2012, http://www.youtub
e.com/watch?v=JHPVP
rT4xJk
10. NaEE RoBErts like
Zobah is one of my alteregos. NaEE RoBErts is a
music project that I have
presented in different art
and music contexts.
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into my practice. I started working with software,
became part of a community where the members
would share sound samples. My deliberate acts
of alienation through sculpture were rewritten
through my body and the sound. Zobah would
always display discomfort while performing, and
would look the audience in the eyes believing that
they could relate to the same awkwardness. In
Zobah’s performance there would be a perpetual
underlying bass sample, that when discovered
would reveal itself as noise, a roar, shriek, a howl, a
ululation, a bark or a yelp or a wail. The bass being
autonomous, moving at its own pace, the bass
that when controlled by a Novation Nocturn midi
controller7, would seem to be deformed, but reveal
itself by acknowledging the space, not only the
acoustics but also the living bodies unfortunately
placed in front of the speakers.
How to not mystify things, how to not mystify
the tools that I use, by revealing the structures?
Revealing the structures could also result in
some mystification, whereas using visibility to
highlight invisibility8 also can backfire. The voice
as something immaterial, but also something
that could demand its place (in space? / occupy a
space? Post Occupy? Preoccupy9), longer than the
actual duration of the sound, a song gets stuck in
your head.
NaEE RoBErts10 was founded on the idea of
me being a spectator of my own work, where
choosing platforms like YouTube or sometimes
Vimeo makes the audience so big that it becomes
invisible. The insistence on using found footage
and combining it with music I create, is in effect
an insistence that registration of movements, and
the selection of bodies, could always be adapted to
my own ideas. Solipsism threatening to become
an actuality, rehearsal without interaction with
an audience and a material space, adaptable commercials. NaEE RoBErts started as a performance
diary where I collected my own bodily movements, but eventually evolved into scavenging for
found footage online. For me, music opened up
for improvisation and questioned the old notion
of presence in performance art. Performing for
the camera, for the screen, the physical body is
growing increasingly ambiguous. How to make
visible in some sense that the body is disappearing, without being decadent?

375

I love you 100% Yes I do
2013
Publication
50 Ex.

We have developed a technology that can mimic
us and perform itself, and yet there are now tendencies for us to mimic the technology. I remember having a skype performance in which I got a
viewer that did not act as I expected. The viewer
started talking and coming with requests. I should
not have been surprised, since skype is a tool that
is used for exactly that. The automatic reaction to
the situation was to pretend that I could not hear
her, that there was a bad connection. I waited to
continue as I was scheduled to perform, and so
did she. How do I continue writing this without
thinking about the sound of my voice... Art has
always given me the space to be impractical. I
am not a good problem solver but I still think of
myself as a facilitator. The presentation plays an
obvious role: it is intentionally decentered, and I
don’t identify as an alchemist artist who strives to
keep methods and materials hidden. Rather, I reveal the structures through exposing the methods.
Decenteredness is a result of my anti-didactic way
of presentation. The moments of synchronization
will occur at one time or the other, when it happens I will be at peace with it. The dialogue I have
with viewers is important, as long as they know I
am not here to promise them anything.
Pop music as an available, tacitly accepted language, but still in constant change, one can’t tell
the difference between the singer and a sample
anymore, and playback is not a big deal, really.
The overconsumption ambience of festivals, the
striving of DIY musicians to keep their street cred.
Our collective creativity is visible, individuality
first though, then comes the sharing and caring,
in the midst of genres dissolving. The access to
distribution platforms like SoundCloud, where
there is a myriad of such experiments. I am interested in these in attempts, where one discovers
a kid trying to make house music but it is like
nothing anyone has heard before. The genres as
something inventive, genres perceived as a playful
language. The over-sharing and giving resulting in
an insistance on context. The body, my body, on
the screen becomes the source of information, but
also a body without narrative. It is the framing,
not the content.
We have long accepted the death of the author,
but in our time the author keeps dying again and
again, and being witness to this evolution affects
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I love you 100% Yes I do
2013
Publication
50 Ex.
Excerpt

Ok, trying is last trying trying is last. I wish I wish I wish. Breaking out of the brain.
Some points on sharing: too many tabs, too many tabs on my browser has the rest of
the computer stopped function- ing the web is imperial oh yes.
As if sharing is not ultimately limited, limited in that way that in the end it is involuntary,
just leaking emotions through every orifice, really though there is no wonder that no
real connection was ever made, the secret is that I have already become a pseudoyou and from that starting point no sharing can occur.

The point, I think, has to be – not what sharing is, that is simple, like “ I give this to
you”, but not as a gift, now we have it together – but what real examples can we find
of authentic sharing? Like if I shared this text with you and I were not your bleak copy,
and you really could take part in it as if we owned it together, like if someone read
some of this text and did not think “oh this is written by a person” or “this is generated
by a technical process” or “this is something inside some other thing, this is some
shared thing created by more than one conscious mind, and that is astonishing”. In
the end, today, this is intuition. Community as such has lost much of its glamour, so
much that stealing as such does not make us feel anymore. It is our very temporal
sense of emotive intuition that lets us distinguish between what is imposed, and what
is appropriated, and what is pseudo-stolen, stolen or really deeply shared.
I have really no Idea how to share with you, I am left with an infinity of chances to take,
Throwing coins into the water, hoping that it is you who will pick them up.

Our world is so much more defined by water now, even the earth has become forever
mud.

One impulse that keeps coming back is the impulse to erase what is put out, like, in
order to really share there needs to occur an internal exor- cism, so that what is expelled can finally be property of the many. That seems like too much of a loss though,
like something I would not do vol- untarily, like someone else was really in my head,
like you said, like i was really a bleaker version of you. The conclusion has to be I
think, that only love, in some very strict sense, that maybe not even Badiou has found,
will let us share. Love as some minimal way that people can see the world together
without becoming one, might point a narrow path between the terrors of the erased
mind, the exorcism, the pseudo-person.Water and air feels much the same. We need
something that can really be cut.
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us not only as consumers anymore, but now also
as producers. The 22nd of December happened
and we are still here. The sun is less than halfway
through its life. Being the narcissistic beings we
are, we can’t help but think of ourselves as the last
beings on earth, fantasising about the end, who
will mourn us!? It becomes about neither having a
utopian nor dystopian approach to one’s practice,
but rather an exercise in making something today.
You wake up, you eat, you sleep,11 and sometimes
you have to rehearse the pain, frown your face,
position yourself as a spy, practise in front of
the mirror to avoid being an ugly crier. Loving
something only by doing, whereas love has to be
constantly exercised in fear of it being forgotten. I think it’s under the drawer. Creating truth
models in which you have discovered the x in the
y. You have to dissect it to take part of it, doing
so by making love songs, performing them in a
totally dark room. Being a back-up singer in your
own performances, being called an emo, singing
love medleys through skype, being able to look
someone in their eyes only through the webcam,
quitting after an hour, feeling that that decision
truly marked your presence in the performance.
“It did not follow the plan, I was supposed to
perform throughout the whole time, but surely
my red popping eyes are not the goal here?”.
Meanwhile, going back to Heath Ledger’s last
interview again and again, and wondering why it
affected you so much. Comparing it with a Blake
Lively interview, in which it seems almost like a
new genre has been created. How much love can
you give to your colleagues in just 5 minutes?

a physical body becomes a challenge, because I
expect the actor/dancer to act faster than what is
possible. My mind is often fixed on the editing
while I am filming. It is as if I expect the person
I am filming to think of the editing process too,
to make every move aware of the chopping and
screwing. The person has to be present in my
mind, for I can easily find a footage of someone doing “method acting” online. However,
constructing a physical body other than my own
is demanding, maybe because there is too much
respect involved. There has to be an outcome
soon, a result to build upon. Ironically a way of
solving this is by slowly and steadily constructing
a body by the use of software such as Blender.13
There is something ambiguous, revealing itself in
different shapes and you can’t make a distinction. A lion is trying to tell you a joke, you run of
course. It could be the shape of a loved one that
no longer has a physical presence. Still one has to
continue exercising. Finding a comfortable chair
is not enough. The voice looping, and this time
it won’t make sense either, and all you wanted to
say is queued. Patiently waiting, having a clear
purpose, knowing that it truly won’t disappear
but will announce itself in a different incarnation
next time. Everything cannot end up like that,
our perception constantly fools us. I believe that
is a straight line. An average person blinking 16
times per minute, Sharon Hayes reminding us
that though the eyes may be closed the ears will
never close.14

Speaking of interviews, what went through
Michelle Williams’ mind when she played Marilyn? Her smile is so so so subtle, that it almost
bothers me. She says that she likes her hair short,
for whenever she removes her wig she becomes
herself again.12 You may think that you are funny, but your jokes won’t make her laugh. But in
the chair she sits in so gracefully, she also shows
that she has a sense of humour. She is sitting in
a chair she was prepared to sit in, only that this
time she only had five minutes for the preparation. She stares directly at you, and it is as if she is
reading your lips. She knows the questions before
you ask them, but still takes a minute to answer
them. There is this form of acceptance and I
think it has an octagonal shape. Working with
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11. Sandra Mujinga, You
wake up, you eat, you
sleep, installation with
sound, 2009.
12. Michelle Williams on
David Letterman,
http://www.youtube.com/watch?
v=yrCAYfNa08Q2
012, 00:40, 2012.
13. Blender is an open
source, 3-D modelling
software, http://www.
blender.org/
14. Sharon Hayes, Every
thing Has Failed! Don’t
You Think It’s Time for
Love?, 2007.
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Emelie sandström
The trees are in misery, the birds are in misery.
I don’t think they sing, they screech in pain.
The following text concerns the conclusions I
have drawn so far, after making various observations within and outside of my artistic practice,
all regarding the truth about the world and the
concept of reality.
The Poisoning
There is a widespread kind of pollution at large
among us. A kind of cannibalism that renders
us blind to a part of reality that many have
forgotten about these days. Something we all
originated from, but that lies unseen in this
stage of evolution,
overshadowed by
the physical existence that we have
chosen to relate
to as the totality
of being. In this
forgotten mirror
world, we are not
separate beings.
There are no partitions of skin there,
no species to rank
or divide us from
one another. We are interconnected strands in
an eternal web stretching out in all directions,
beyond time and space.
Individualization was the true fall from grace.
Being attached to high-maintenance lumps of
meat. Vessels of pain and pleasure. We have come
to put great value on comfort. Behind closed
doors, the responsibility for committing the inexcusable act of taking a life that does not belong to
us has been given to a small group of people. Those
who have come to act as a filter for our own conscience, those who will end up with hearts heavy
as lead. Shell-shocked souls, rising again to join
the collective and pollute it. It is hard to breathe
as the fog wraps itself around us. We speak loudly

of morals, but we do not act accordingly. The
noise of our own voices is so piercing that hearing
anything else has become difficult. But if we listen
carefully, we can make them out. Some people
are more sensitive than others, and have no choice
but to listen to the screams from the other side.
They can come to us as the screeches of a thousand
pieces of chalk on blackboards, penetrating the
back of the skull, right behind the ears. Or little,
tight grips clutching the muscles of your arms,
tearing and pulling at them. Or eyes that stare and
roll back. And they will not stop staring just because you close your eyes. The feeling that you are
wading through
thick paper pulp.
The prevalent
misinterpretation
of this feeling as
something that
we need to look
within to shake
off. A mistaken
interpretation of
a problem often
leads to a mistaken
remedy. It is not
about you; you are
just collateral damage caused by the storm of our
collective anxiety. Do not try to shut down, you
will only end up stuck in the dense pulp, which
will slowly harden until you are no longer able to
move. Do not be afraid, these are good signs. If
you hear them, listen. Begin the cleansing.
Opening up
To interpret these signs correctly we require a
cleansing of both our physical and our mental
bodies. Refraining from an animal protein-based
diet is preferable, in part because it is less taxing
on the digestive systems we have been endowed
with, which were not originally designed for the
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digestion of dead flesh but have gradually had
to adjust to that task. The main reason, rather, is
invisible, affecting us on the spiritual level. This
is where the most important part of the cleansing
occurs. The pain caused to the individual being
eaten also affects the person who finds sustenance
in the dead flesh, and can cause mental disturbances, like interference distorting a weak radio
transmission. The physical body is also affected
by this and may be perceived as alien as it tries to
cleanse itself from this contamination. It is not just
a matter of ceasing the practice of living off pieces
of dead individuals; the understanding that this is
an immoral act is also required. Strangely enough,
we limit the idea of the obscenity of taking a life to
what we refer to as our own species. Anybody who
is unable to appreciate the equal value of all individuals is limited to a consciousness that extends
no further than to the outermost layer of skin on
our bodies. It is about walking side by side, in both
the physical and the spiritual sense.
When the body has been cleansed of this
poison, and the mind is no longer weighed down
by immoral actions, this will give rise to a sense of
clarity and focus, which will in turn make it easier
to expand our vision to see what was previously
hidden from us. The truth about the world. We do
not all stand alone, surrounded by the universe. If
we pay attention, the boundaries begin to dissolve.
Before we can liberate ourselves from the
prisons that our physical bodies really are, we have
to get to know them well. Every cell needs to be
awakened. I was out running when I first saw trees
in the fullness of their existence. Ten kilometres
a day, the same circuit, in the exact same number
of minutes. One day, three weeks in, when my
body had fully internalized the motions and the
surroundings, I turned my eyes upwards. I was
moving forward, but my consciousness had begun
to seep out through my right arm. I drifted up,
and away. The familiar shape of a double helix
linked us together. I saw the trees, and for a short
moment, we were as one.
Wandering with Mugwort
There is a flower that grows everywhere. A weed
that is most commonly encountered by the sea,
or on deserted industrial properties, behind
fences protecting it from being uprooted the moment it pokes its way up from the soil. It belongs
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to the wormwood family Artemisia, species
Vulgaris, and is more commonly known as Mugwort. At first, I had only heard it referred to as
the “Dream herb”. It received this name because
of its medicinal properties, and its history of
use in treating insomnia and other sleep-related
problems, as well as the ancient perception of
Mugwort as a magical plant that can grant the
power of prophetic dreaming.
I go looking for it at the beach. I have to
search for a while, because I have never seen it
before, and the botanical illustration I saw was
not of much help. When I finally manage to
identify a plant growing along the waterfront
as the one I am looking for, I feel somewhat
shocked. It is growing all over the place. I have
never noticed it before, and now it is all around
me, in huge clusters, rigid in the wind, more like
tall bushes than the little bunches of herbs I had
expected. I feel ashamed, and it is staring at me.
It creeps closer, looming even larger, which only
serves to intensify my sense of ignorance. It is
obvious that I will have a great debt of gratitude
to pay. I ask its forgiveness as I gather some
branches together and cut them off.
The Initiation. The flowers are to be picked
one at a time. I drink the tepid concoction that I
left to brew for 30 minutes from my largest glass,
filling it to the brim. A little at a time, since I am
not sure about the dosage, and I know it can be
toxic if taken in excess. The drink has a pleasant
scent, and the first sips are surprisingly tasty considering I made it by boiling some weeds I picked
among the dog piss at the outskirts of the beach.
The flavour is mild, reminiscent of chamomile
and mint, but my throat feels rough, and after
a while I begin to have a hard time swallowing.
I have to force the last of it down, including the
leaves that the tea-strainer did not catch, and are
now getting stuck along the way to my stomach,
which has had enough by now.
I do not know what to expect, but there is no
doubt that the decoction is having some kind of
effect. My heart begins to beat faster, and I have to
swallow hard several times to press it back down
when I feel as though it is trying to force its way
out of my throat and escape my body. The nausea
makes it difficult to find a comfortable position in
bed, but my head is heavy, and a pressure across
my neck, like the grip of a strong, padded claw,
holds me down whenever I feel like I need to get
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up to be sick. In the end, my body calms down,
and I feel like I weigh a ton. I am soon asleep,
despite my eyelids compulsively springing open
every time I try to close them.
I have a troubled night. I oscillate between
empty sleep and the sweat-soaked sheets in my
bedroom, which despite being completely dark
appears to be an acidic shade of orangey brown.
My bed is enormous, as are my windows, twice
as big as usual,
and the curtains
are rough, thrown
into violent creases. I cannot keep
still. Too afraid to
move. And each
time the sweats
make me throw
the covers off, the
fear ends up making me pull them
back over me, all
the way up to my
ears, to protect my neck, which feels especially
vulnerable. I am in a waking nightmare. I am not
dreaming. I am lying in my bedroom. I see it with
my eyes open, and I see it with my eyes closed.
The following morning, I am exhausted, and
my head aches. Exhilarated over I do not know
what. Disappointed when I rummage through the
back of my mind for the dreams I never experienced. I cannot stop thinking about that plant.
Before I go to bed the second night, I boil
up another batch. I drink half as much as the
night before. No nausea this time. I fall asleep,
and dream. The same orangey glow, but slightly
warmer this time. I walk through a basement,
with high walls covered in soil. The passageways
are short, constantly broken by an endless series of
new corners for me to turn, a new confrontation
lurking behind each one. I am parading in shame
through my subconscious, which is represented by
the basement in my dream. It is hilarious. Having
the utter simplicity of my brain so clearly demonstrated to me, along with the uncomfortable
encounters in the passageway, takes my embarrassment to a comical level. I have to wake myself up.
Mugwort is something of a trickster-plant, and
now it is a part of me. I want to go to the sea, to
be with it. I drink the decoction for another few
nights, but have to stop eventually when lack of
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sleep takes its toll and I succumb to exhaustion.
I do not need to drink it anymore anyway. The
plant is already in my system, and each day the
boundary between grows ever thinner.
I walk to the sea each day for two months.
I wander among the bushes on the beach, and they
form tall protective walls all around me. My chest
feels warm, and my heartbeat is calm and heavy.
A gust of wind comes in from the sea. The sea is
in the plant, and
the plant is in me.
I am dissolved,
flattened, made
at least a kilometre long in every
direction. I pick
some flowers and
roll them between
my fingers. I cannot understand
how anything
can have such a
seductive smell.
The intoxicating experience of utter bliss known
as euphoria. Then, the autumn comes, and the
plant stops flowering. I pick all the flowers I can
still find, in desperation, and gather them in jars.
I dry and grind them, boil tea and infuse liquor.
But Mugwort is heading into hibernation, and
every high ends with a comedown. There are many
kinds of ecstasy, but you need to pay attention and
pick the right ones.
Into the mist
We are approaching the end of an era, a move away
from reality as we know it. Away from a form of
life that is no longer sustainable, and perhaps never
was. We have never been this close to the truth
before, nor as blind to it. Already halfway into the
mist. All that remains are bodies in a state of total
confusion. Soon they too will have been laid to
rest, never to rise again. It is time to regroup.
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1. Sebastian Brant,
Das Narrenschiff [‘The
ship of fools’] E-book.
Address: http://
www.gutenberg.org/
files/20179/20179h/20179-h.htm Access
date: 10 February 2013.
Narragonia is the paradise of fools.
2. The Fool, 0, from the
Rider-Waite Tarot deck.

I stand on a ledge, at the very edge of a cliff. The
sun is high, and the sky arches yellow and majestic
above me. A white dog runs in front of my feet. On
my right shoulder rests a bundle of everything I own
and am; in my left hand I carry a freshly picked
but dying rose. Before me lies the deep abyss; the
horizon is low. Behind me there is nothing.2
Zero. After zero comes one, before zero
comes minus one. Zero is not necessarily the
point in which something has its origin. Zero
is not neutral. Zero presupposes a quantity. It
is not possible to start from the beginning or to
start over. Everything is anchored in something
that already exists. Also nothing is anchored in
something that already exists.3
I spread my poor wings, let go my foothold, and let
my body be moved by gravity and the phenomena
of wind.
I know that one of the applicable rules of life
is that all roads lead downwards. It’s the journeys
up that make the difference. The journey itself.
The steps, the choices, the detours, the crises, the
thoughts, the meetings, the gaps, the loneliness,
the overcomings.
The goal is but the line in the road that
marks the beginning of the next journey.
Between life and death there is a corresponding
line. Some finishing lines shine more powerfully
than others; some look like pots of gold, some
are mistaken for the legendary Paradise. The
line has an inherent magnetic power. The line
is a Simurgh,4 that soars unseen in the higher
heavens. My motivation is two of this bird’s
magnificent feathers. One is in China, the other
– its reflection – in a place deep inside me.
I have landed in a desert. The Earth lies stretched
out flat in all directions. I am alone. There are no
shadows here to hide in, and there is no water here
from which to grow further. I am forced to effectively carry myself towards greener regions.
Art is, notwithstanding the works of art themselves, often invisible. Work without physical shape.

A scaffolding of thoughts, feelings, and time holds
up that by which the artist is evaluated. My art is
icebergs, with only a few visible percent in view.
I am thirsty. The air quivers. The line between heaven
and earth has been erased. I cannot think clearly.
The landscape has now long been uniform.
Nothing seems to be changing. My legs move monotonously and as though of themselves.
As I walk here, wholly devoid of thoughts,
I see as if in a vision, that I am mistaken. Suddenly
I see that there is everywhere a wealth of details
that are invisible to the naked eye. Suddenly I see
the openings. I see the doors, I see the gaps, I see the
reflections that glitter, and quiver, invisible and
feathery like chiffon, but just as real as the flesh
and blood of my body.
Everything belongs to reality. I have only
reality to relate to. Everything I think is real.
Everything I can imagine is real. There are no
limits. There are ethereal states. There are spiritual vibrations.5 There are several levels.
“They must not be imagined as lying above one
another like the shelves of a book-case, but rather
as filling the same space and interpenetrating
one another. It is a fact well known to science
that even in the hardest substances no two atoms
ever touch one another; always each atom has its
field of action and vibration, and every molecule in turn has its larger field; so that there is
always space between them under any possible
circumstances. Every physical atom is floating in
an astral sea – a sea of astral matter which surrounds it and fills every interstice in this physical
matter. The mental matter in its turn interpenetrates the astral in precisely the same manner;
so that all these different realms of nature are
not in any way separated in space, but are all
existing around us and about us here and now, so
that to see them and to investigate them it is not
necessary for us to make any movement in space,
but only to open within ourselves the senses by
means of which they can be perceived.” 6
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3. Http://yaleglobal.yale.
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The landscape is simple. The trees stand alone like
lonely notes. The air between them sings more beautifully than the birds, embraces the black branches and
lets them blossom without flowers.
I can see every shadow fall on the ground, so sharply
that I can see every branch, every bud, every thorn.
My eyes are calm and lingering as they glide over
the landscape.
Nishida Kitaro, one of
Japan’s great Zen philosophers,
writes about nothingness. If you
walk through high grass, a path
is formed. The path is an object.
But it only exists by virtue of that
which is not an object: the air,
the content. The content and the
object are opposites that together
form a unity (unity of opposites).
The word ‘nothingness’
alone sounds fantastic, lyrically
speaking. I am seduced. And
I am seduced, even if I with
my limited knowledge don’t
have the ability to read Nishida
Kitaro in his original written
language, the in itself open for
reading, lyrical Japanese.7
“The content of beauty does
not at all enter the horizon of
knowledge, because that which
sees itself in artistic intuition,
has transcended the abstract
standpoint of the consciousnessin-general, and directly sees the
content of the intelligible Self.
Beauty is the form of appearance of the idea itself; it is only
in artistic intuition that we have an intuition of
the idea; only the beautiful is a visible representation of eternity on earth.” 8
I walk along a winding and narrow path. It has
often been trodden, but time and dust have all but
hidden it from me. New shoots have forced their way
up through the trampled dirt. New shoots from old
plants, with roots left from before there were paths.
They seem to be identical, seen from a distance,
but on closer examination every single one varies,
if minimally, from the others. A clover plant has
four leaves rather than three. Another has yellowish

spots, a third has smaller flowers, and a fourth has
a stronger scent. The conditions for their growth are
different. In one place the soil is dry. In another, it is
shady, and in a third place insects feed on the plant.
The world is a treasure trove of fantastic art
and thought thoughts.
Precisely here from where I am standing, I
create my art, with my experiences, with my role

models, with my prerequisites. It doesn’t look directly new. But neither is it identical to another.
Before me a full-grown mountain arises. It is made
of massive stone. Barren and steep, it towers above
me. Dark, but confidential. I must climb it. I must
embrace it and get it under my nails. I must get to
know every single irregularity. I must get over to the
other side. I must reveal what it hides from me, this
mighty shadow.
The artist can be likened to the alchemist.
The artist attempts to drive out something eternal, something higher, and something noble from
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reality. The artist constantly attempts to change
the molecular composition, to draw miracles out
of the existing, paltry materials. But the works
are all dull and pale reflections of the gold that
twinkles so beautifully in the distance. The artist
will never be satisfied and keeps on searching.
In Alejandro Jodorowsky’s The Holy Mountain from 1973, the character the Fool tries to

kill the Alchemist with a knife. If an artist is
likened to the Alchemist, the attempted murder
can be seen as a metaphor for the resistance the
artist sometimes feels, the battles that at regular
intervals have to be fought. Battles where the
opponent is the artist him- or herself. Downturns in which he or she wishes the gold was
forgotten, and faith in its creation and value
is gone.
And the film also ends with everything
being exposed as a pale reflection, a recording
of a film. There was no holy mountain. Just a
mountain. A backdrop.

Kathrina Skarðsá

And the material the Alchemist turned
into gold was nothing other than the Fool’s
brown faeces.
From my position on the top of the mountain my
view is endless. I see the paths I travelled, and I
realise that I have walked in circles. Like Persia’s
Rumi I have got lost in the circle.9 I have become one
with my breath, have liberated
my consciousness and my intellect,
and have let body be body, one
with the rest of the physical world.
The repetition is beautiful. From the repetition arises
something singular that cannot
be repeated. The details will
reveal that nothing is exactly the
same. There are no such things
as actual repetitions.
‘In Zen they say: If something is
boring after two minutes, try it
for four. If still boring, try it for
eight, sixteen, thirty-two, and
so on. Eventually one discovers that it’s not boring at all but
very interesting.’10
With my hands I form a map from
the loose pebbles that cover the
plateau. I pair my vision with my
memories and my ideas. I build
forests that I have not yet seen, I
form rivers and lakes and lush
gardens. I place myself in the map,
so that deserts and mountains now
lie behind me. My route leads forward – towards a sea that gleams
where clouds of white gulls call.
I try to map my chaos. I try to boil down the
root system of thoughts into a square, manageable
Maggi stock cube. I try with warped rulers and
uneven grids to get behind ‘the all’, to reveal ‘the
whole’. I catalogue my data and store my trophies.
I understand that every movement I make is
connected with any other movement I make at
any given moment in my life. I constantly walk
on the same map, with the same latitudes and
longitudes. Every coordinate can be read separately. Every coordinate, every ‘Now’, is a plateau
amongst a thousand plateaus in the extensiveness
of my life.11
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The descent from the mountain is soon forgotten, at
the arrival at the lush nature. Now it is the colours
and the warm winds that engross me. My steps are
lighter, and my senses are open and active. I run
with the murmuring brooks and the insects and the
cheerful seeds of the flowers. The winter frost is out
of my bones.
There are oases of carefree days when work is
not work. Everything is meaningful, and compositions and lines and shapes are alive. The feeling
of sitting in the orchestra and forgetting everything about conducting, but instead just playing:
the cello, playing the piano, and playing the flute.
Above me the night has opened its twinkling gallery, thousands upon thousands of suns twinkle
with their echoes of the luminous dust of times gone
by. Among them the planets sing their calm symphonies.12 The moon is full and struggles to explore
with its paleness that which is hidden on Earth. Its
blue light has made my own limbs alien to my eyes
and they seem just as distant as the Milky Way. I
lie in a meadow. My body lies in a meadow. I see
it clearly from above. I move in the state between
sleep and being awake. I lose sight of my body.
It is said that we know less about the brain,
this grey physical substance and its composition, than we know about the entire universe.
This quantum mechanical juxtaposition of
the two is dizzying and fascinating. It touches
the great questions, regarding where reality
happens, and what reality is. Is everything
created and experienced in the brain? Does
this cell-filled clump of muscles have a direct
connection to something that isn’t itself, to
the universe, to other layers of reality – to that
which some call God?
Do dreams, and states that resemble dreams,
occur in the brain, or can one leave it and continue to exist as an observing and interacting self?
It is still night. I must continue my walk, even if
rest tempts me with its siren song.
I seem to sense several moving shapes around
me. I am no longer alone.
“Someone seems to come straight towards me.
Others seem to make room for me, while others
yet again seem to accompany me. Like a swaying
forest of like-minded, inquiring shadows, we
walk through the darkness.”13

There is security in not being alone in the
artistic loneliness. If one does not find kindred
spirits among actual, living people, one can find
them in the history of art or among the millions
of books in the libraries.
And suddenly there it lies before my feet, the ocean.
It seems endless. The sea against the sky. Mighty
endlessness against mighty endlessness. One moment
all of it lies completely still – not a ripple, not a
cloud. The next it is all in an uproar, foam and
thundering skies mix on high and down below.
Hiroshi Sugimoto’s ‘Seascapes’ are works I
would have loved to have created. He seems to
have succeeded in depicting the (im)possibility
of the infinite and at the same time the transience of the moment. I find the same superiority
in Agnes Martin’s grid paintings. An unshakeable confidence mixed with the most quivering
fragility. That is the paradox that pulls at me.
That is what I want with art. Mixed with beauty,
poetry, minimalism, and intellect.14
“I have boarded a boat. I keep the rudder
clutched in both hands in my attempt to maintain control. The waves are a metre high, and the
foam rages and cries. I can sense the end of the
journey. But I have to stay focused. It is so easy
to fall overboard. The sea is bottomless, and in
it live thousands of unknown creatures. The sea
is the fear that pulls me down, but it is also what
carries me forward.”15
It is easy to lose one’s hold on things. It is easy
to allow oneself to be seduced by that which is
newly discovered. The truly demanding thing in
the work process is to complete something. The
very last piece requires a sharp focus. The easiest
thing in the world, at this stage, is to lose interest
and start something new.
The ship lands at a cliff. I set my foot on dry land.
Paradise.
The paradise trembles under my feet. The
sea still has me in its hold. A whiff of happiness
clings to my nose. The paradise is a blossoming
rose garden! I fall upon the beautiful silken buds.
I put my face on them, I caress them, breathe
them in. I pick them. I throw them euphorically
about. Paradise.
The feeling of drawing the last line on a
drawing is intoxicating. In that moment I am
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Kathrina Skarðsá
No Title
2013
Prints on silver gelatine
coated photopaper
19,8 × 19,4 cm
_
16. The Fool, 0, from the
Rider-Waite Tarot deck.
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free, liberated. In that moment I am the master.
In that moment there are no limits. Suddenly I
have sprouted wings and fly like a fool out into
the world.
But already in the next moment, when I
return to the studio, the fool is left behind on the
doorstep like a peeled, malodorous bird skeleton.
In comes instead a sharp-tongued critic who
has little to spare for the excrement the fool left
behind as art.
I stand on a ledge, at the very edge of a cliff. The
sun is high, and the sky arches yellow and majestic
above me. A white dog runs in front of my feet. On
my right shoulder rests a bundle of everything I own
and am; in my left hand I carry a freshly picked
but dying rose. Before me lies the deep abyss; the
horizon is low. Behind me there is nothing.16
I have reached the line that simultaneously marks
the end and the beginning. It is not a static,
physical line. Just the idea of a line. Perhaps I
have already passed it. I don’t receive any definite
or glittering conclusion to my effort, no matter
how intensely I desire the correct answers. One
so much wants to simplify and translate the
whole thing into mathematics, into physics, into
the exact sciences. One so much wants to explain
the inexplicable with formulas and numbers and
straight lines.
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Rosa Barba (New Ph.D. candidate)
Frans Jacobi
Marion von Osten (New Ph.D. candidate)
Andrea Ray (New Ph.D. candidate)
Apolonija Šušteršic
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Rosa Barba
Equal Sonic Contribution
to a Distributed Space,
Jeu de Paume, 2012

Rosa Barba
New Ph.D. candidate
One important issue in Rosa Barba’s work is
time and temporality, in particular in relation
to film and sculptures with her choreographed
installations. With her Ph.D. project at
Malmö Art Academy, she wishes to expand her
fragmented orchestration into new possibilities of the cinematic space.

Rosa Barba (b. 1972) lives in Berlin. She
has exhibited extensively since 1999 and has
received a number of awards and commissions,
among the Nam June Paik Award in 2010 and
the Marta Herford Prize in 2013.

Rosa Barba / New Ph.D. candidate

Frans Jacobi
Aesthetics of Resistance
(exhibition version)
2012
Installation view
Inter Arts Center, Malmö
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Aesthetics of Resistance
(exhibition version)
2012
Installation view
Inter Arts Center, Malmö

FRANS JACOBI
An investigation into the performative
politics of contemporary activism – as seen in
5 events in Scandinavia and beyond

Frans Jacobi / Ph.D.
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Frans Jacobi
Aesthetics of Resistance
(exhibition version)
2012
Installation view
Inter Arts Center, Malmö

Aesthetics of Resistance
(exhibition version)
2012
Installation view
Inter Arts Center, Malmö
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Marion von Osten
This and following pages:
In The Desert of Moder
nity. Colonial Planning
and After
2009
Installation views
La Fabrique Culturelle
des Anciens Abattoirs de Casablanca
photos: Marion von
Osten, Peter Spillmann

Marion von Osten
New Ph.D. candidate
Artist and curator Marion von Osten has
since long been interested in the exhibition
format as a producer of knowledge. For her
Ph.D. project in Malmö, she will continue
to concentrate on the complex narratives of
Europe and European art history in relation
to migration and post-colonial conditions,
inside western societies. Von Osten has been
involved in projects such as Projekt Migration,
The Colonial Modern, The Architectures of
Decolonialization, and Former West.

Marion von Osten (b. 1963) lives in Berlin.
She has written and curated extensively since
1990, and worked with a number of research
projects, apart from the above mentioned she
is also heading the research project Model
House- Mapping Transcultural Modernism in
Vienna since 2010.

Marion von Osten / New Ph.D. candidate
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Andrea Ray
In My Utopia
2013
Album cover
30,5 × 30,5 cm
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Andrea Ray
Utopians Dance
2013
Video still

Andrea Ray
New Ph.D. candidate
Artist Andrea Ray is defining her practice as
inter-disciplinary, with research playing a decisive role in her work, and also pedagogic experience. In her Ph.D. project A Re-education,
the Production of Meaning and Emancipation in
Audio Installations, she will work with the history of underground feminist projects, ideas of
the community, and utopian projects, both on
an installation level, where audio is playing an
important role, and in discursive text-writing.

Andrea Ray lives in New York. She has exhibited since 1994, as well as been participating in
panels and art events. She has been teaching on
Performance, New Genres and Thesis Writing
at Parsons the New School NYC since 2010.

Andrea Ray / New Ph.D. candidate
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Apolonija Šušteršic
Opposite page:
Politics “In Space”/ Tiger
Bay project, re-exam
ined: The Tiger and the
Mermaid
Artes Mundi 5, 2012
Installation: HD video,
PAL, Duration: 20’
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Apolonija Šušteršič
Politics “In Space”/
Tiger Bay project, re-examined
Type of work: Project
Exhibition: Artes Mundi 5
Location: National Museum, Cardiff, Wales
Year: 2012
Curator: Ben Borthwick
Courtesy: The artist
Photo: Apolonija Šušteršič
Content: Video installation constructed of a
wooden platform covered with artificial grass;
video projection on a building site billboard;
seating elements; TV monitors showing documentary films borrowed from the ITV archive
which follows the process of the Cardiff Bay
development.
Video: The Tiger and the Mermaid (HD, PAL,
20’).
Archive: BBC Wales documentary films
Talk Show, an event performed on the green
platform with Gareth Jones (BBC Wales) and
invited guests: Ken Poole, Roger Thorney, Sian
Best, and Katie Jo Luxton, key actors in the
video The Tiger and the Mermaid.
Concept:
capital vs. democracy
Change usually implies a process of becoming
different. However the phrase “the situation
has changed” doesn’t tell us how it has been
changed: for better or for worse. When we think
of producing change we think about a progressive change: things have to change for the better!
The idea of progress has too often been associated with the Western notion of monotonic change
in a straight, linear fashion without considering
other concepts of change.
The progress associated with the changing of our
living environment under the name of urban de-

velopment is most often a planned change which
must manage a complex set of political, social,
and economic conditions. However, nowadays
the constructed urban change has come more
and more in conflict with democratic society as
introduced in the Western world. Planned urban
development, which mostly relies on capital investment, has been forced to speed up its process
in order to be successful (since success is usually
measured only in economic terms).
Spinning the process of development into faster
and faster change with economics as the driving
force creates some absurd paradoxical situations along the way. As a result, societies find
themselves in a trap of progress when human
ingenuity, in pursuing that progress, inadvertently introduces problems that it does not have
the resources to solve, thus preventing further
progress or inciting social collapse.
A big problem of urban regeneration projects is
that they want to apply major change in a very
short time in relation to the pace of human life.
This tendency is a consequence of the economy
of financing where the money has to quickly
turn from an investment into a profit. Again,
Profit is a measurement of Success! Therefore the
slow process of democratic decision-making –
which includes a lot of people and takes a lot of
time for re-thinking, negotiating, and discussing
– works against the Law of the Capital.
Politics “In Space” is the title of my long-term research that investigates the grey zones of political
action and re-action within urban development.
The research questions the relationship between
democracy and space, the understanding of
spatial justice within the market-driven economy,
and the need for community building within the
time of mobility and exodus, as well as underlines
other invisible paradoxes that are situated inbetween the text and the image. I emphasise and
direct my research deliberately towards public
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participation in urban projects, which are related
to physical interaction within space, where the
space refers primarily to physical matter and
secondarily to its social and political character.
The Tiger Bay Project is a new case study within
the above-mentioned research. When I started
to examine the Cardiff urban situation I became
fascinated by the process of the city development
in-between the sea and the land, the building
of an immense structure of the barrage and
the public protest that this urban development
provoked.
According to Sian Best, who wrote the book
A Whim Set in the Concrete – The Campaign to
Stop the Cardiff Bay Barrage, this was the longest
public protest against politically set urban development in the history of the UK (which might
never end).
The regeneration project was proposed by Nicholas Edwards, the Secretary of State of Wales in
November 1985. Since then the project is not
only in perpetual development but also presents
itself on its website as the largest waterfront in
Europe. (www.cardiffbay.co.uk)
What is interesting for me in this situation is
the way the politics have been performed. The
UK government has developed a generic model
to regenerate the derelict industrial waterfronts
all over the country by setting up so-called
City Development Corporations, which are a
type of QUANGO (Quasi-Autonomous NonGovernmental Organisation), performing the
governmental responsibilities but usually having
no obligation to consult, negotiate, or encounter
with the local representatives and local public.
In the case of the Cardiff Bay Development
the city demanded its involvement, however,
in reality that brought them very little room to
negotiate. The other objectives that seem to be
ignored or dismissed in the Cardiff Bay Development project is the history of the place as well as
its social, cultural, and environmental context.
The original mudflats of the Tiger Bay were a
very important littoral zone for wading birds

Apolonija Šušteršic / Ph.D.

largely from northern Europe who over-wintered
there. The whole area was therefore designated
as a Site of Special Scientific Interest – SSSI,
entitled to protection from damage or destruction. History also tells us the story of Tiger
Bay as “the place of Wales’ oldest multi-ethnic
community. Sailors and workers from over 50
countries settled here. Some of the largest communities included the Somalis, the Yeminis, and
the Greeks. Residents of many races and backgrounds socialised together and intermarried,
creating a distinct community and atmosphere
to the place.”
All that is gone now. Today what you can see
when visiting the bay is mainly chain cafés and
restaurants, generic clubs, 30-minute boat trips
around the lake, and the edutainment type of
Hollywood experience.
And in the middle of this entire almost unreal
environment sits the new Welsh parliament,
Sennad, a wonderful piece of architecture that
ironically represents the voice of the people
transformed into a public roof – the sky, a place
for everybody, anybody …
The Tiger and the Mermaid video has been shot
in the Sennad. I invited both promoters and protesters of the Tiger Bay development project to
talk about the history, the present, and the possible future, while sitting in the People’s Gallery
overlooking the main Chamber of the Sennad.
Although I talked to each of them separately, in
the video they appear to communicate with each
other.
For the Talk Show I have invited some of the
same people to meet in life for the first time
in front of the public, on the green platform
within my installation to re-examine the case
of Tiger Bay. The moderator of the event was
Gareth Jones who did a documentary in 2010
titled Starbucks and Stadiums where he critically reviewed the development of the Cardiff
Bay (among other sites in the city), emphasising
the lack of public voice and public participation
within city development projects.
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Apolonija Šušteršic
Opposite page:
Politics “In Space”/ Tiger
Bay project, re-examined
Artes Mundi 5, 2012
Installation: Newspaper
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Participants at the Talk Show:
Ken Poole, Head of Economic Development,
Cardiff City Council
Katie Jo Luxton, director of RSPB (Royal
S ociety for Protection of Birds)
Roger Thorney, Operational Manager, Barrage
(just retired), Cardiff Harbour Authority, former
consultat to CBDC (Cardiff Bay Development
Corporation)
Sian Best, writer of the book A Whim Set in the
Concrete – The Campaign to Stop the Cardiff Bay
Barrage, active in the Campain again the Barrage
with actors in the public:
Gerald Conn, artist, managing director of
Gritty Realism/Gritty Films, together with Jane
Hubbard, authors of the ‘The Black Lagoon’,
animated film made about the Cardiff Bay
Development in 1988
Emma Gelliot, art producer and journalist,
deputy editor, Blown Magazine

Apolonija Šušteršic / Ph.D.
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ISLANDS
Lead Teachers: Junior Lecturer Margot Edström
and Senior Lecturer Maria Hedlund
Credits: 7,5
See page: 432

Course description
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CRITICAL AND PEDAGOGICAL STUDIES
Exam projects
Programme Director: Maj Hasager
See page: 436

exam projects

C ritical
—  and —
P edago
—gical
S tudies

– Que Diable Monsieur, ne bougez donc pas les mains!…
litograph by Honoré Daumier first published in 'La Caricature', 1838

Can the artist speak?
– a pedagogical performance
Tuesday 14 May 2013 at 9pm at
Signal, Monbijougatan 15, Malmö
Photogram,
b/w resin coated multigrade photographic paper

Darkroom
Darkroom is an installation and
activity implemented by Stephen
Dupont within the Verkstan at the
Moderna Museet, Malmö.
The project explores questions
around pedagogical practices
within gallery education, and
our expectations towards these
spaces, through the darkroom
photographic process and the
making of photograms. Darkroom
is an endeavour to interweave
ideas about the laboratory and
the playground, through which
the public is invited to create new
sites of playful immersion.
‘Verkstan’ Moderna Museet
9-12th May
(11 - 6pm, Thur - Sun)

The evening is dedicated to
difficulties of speech.
An artist at work with paintbrush
and a palette on a portrait of the
patron - a bourgeois, middle-aged
gentleman in a wing chair. It might
have been finished since long. As
it sits on the easel, adorned with a
floral frame, it was surely destined
for a drawing room. A fly makes a
landing on the gentleman's nose.
The artist exclaims:
- For heaven's sake, monsieur,
don't move your hands or you'll
lose the pose!...
Without any further ado, the
patron's mouth zips up. Things
then get more complicated, as
the artist becomes indebted to a
range of professionals, keen on
representing, with speech that is
shaped up by distribution fever.
I couldn't help but wonder, can
the artist speak?

With aid from Ellinor Aurora Aasgaard, Örn Alexander Ámundason,
Kah Bee Chow, Jeuno JE Kim,
Henning Lundkvist, Liv Strand and
Megan Francis Sullivan to answer
the question.
Ana-Maria Hadji-Culea is an ar
tist currently based in Malmö.
For details please contact
hadjiculea@gmail.com

Karin Hasselberg, Skissernas Museum, Lund

Considering Sites
An installation at Skissernas
Museum in Lund built up with
news articles, letters and sketches from the museum's archives
Skissernas Museum
Finngatan 2
Lund
Opening: Wednesday 17 April
at 19:00
Please visit the museum's
website for further information:
www.skissernasmuseum.se
Karin Hasselberg lives and works
in Malmö and Amsterdam. Recent
exhibitions include Considering
Sites at gallery Ellen de Bruijne
Projects, Amsterdam, 2013 (solo);
A Sense of Place at Kunstraum
Lakeside, Klagenfurt, 2012; The
Only Rule is Work at Galerie
Waalkens, Finsterwolde, 2012;
and New Socket at gallery Sandy
Brown, Berlin, 2011 (solo)

Stephen Dupont is a visual artist
currently living and working in
Copenhagen
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The
Temporary
Department
of Time and
Space
The Temporary Department
of Time and Space
- The Temporary Department of
Time and Space recognises but
wont respect any hierarchical
authority within the department.
- The Temporary Department of
Time and Space recognises but
wont respect any hierarchical
authority outside the department.

Event:
Friday, 12 April 2013,
20:00 at W139
Warmoesstraat 139
1012 JB Amsterdam
Netherlands
www.w139.nl
Tobias Karlsson is an artist and
as such teaches but also makes
artworks.

- The Temporary Department of
Time and Space recognises and
respects that it is a guest in someone else's house.
Running as a department within
the VAV department at Gerrit
Rietveld Academie, The Tempora
ry Department of Time and Space
is a project developed by Tobias
Karlsson while working on a workshop with students. The workshop relies on an open-ended
structure so that participants can
help decide what the department
will be. Together with the workshop leader the group will decide
how the department is run and
what its members will do, all with
a focus on the artistic process. At
the end of the workshop some
kind of public presentation will
take place at W139 in Amsterdam.
The department will determine
the form of this presentation.

José Tomás Giraldo, To Inger with Love,
Archival pigment print, 42×42 cm, 2013

Learning from the machinery
Part Two of the lecture series
Learning from Anders explores
specific adjustments to the method of research and attempts to
map out a chronology of relevant
events that lead up to the arrival
of the material to the Academy.
One of the artists’ files will be
drawn and shown as an example,
a case that demonstrates in turn,
the method of operation of the
Gallery. Such modes of planning
and organization had variations
from artist to artist and can be
seen as tailor made for each exhibition carried out in the space.

April 23
16:00
Lecture Room
Malmö Art Academy
(Limited seating)
José Tomás Giraldo is an artist
from Bogotá now working and
living in Malmö.

Photograph by Sylvester Haugaard Kilsmark

Stories from “2630 GHG”
Kids and youth from the youth
club “Gadehaven – Klubben I
Centrum” use their mobile phones
to document and tell their life
(stories) in a project with artist
Nikolaj Kilsmark and pedagogue
Dina Lindgren.
In this process of video storytelling the participants film and edit
their own story – but at the same
time Nikolaj Kilsmark uses the
same video material (filmed by
the participants) to tell the same
story in a different way - giving
the participants new perspectives
on their own material/ideas/identity - challenging their views and
understanding of the power of
audiovisual storytelling.
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Event:
Wednesday, 15 May 18.00 – 19.30
Fritids og ungdomsklubben
Gadehaven (Klubben i Centrum)
Gadehavegårdsvej 1B
2630 Høje-Taastrup
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Kim Engelen, Participants practicing The New Studio Visit,
UdK, Berlin 2012

2-Day workshop;
The New Studio Visit:
3 Pedagogical models
The New Studio Visit: 3 Pedago
gical Models, offers 3 pedagogical
strategies to enter the studio
visit and is an exploration in the
potential of the studio visit for
visual artists. The 3 Models that
are worked with are; The Spectator Studio Visit, The Structured
Studio Visit and The Personal
Studio Visit.
The workshop is a combination
of exercises in which the artist
practice with each other the 3
offered models and discus these
afterwards. Every model will be
practiced two times, in order for
the participants to be alternately
in the role of the visited artist,
and in the role of the visiting artist. in the form of role-plays and
discussions on the Artist Studio
Visit. Participants bring their
own work and/or create a small
exhibition in the same room of
around 2 or 3 works, or 10 minute
Audio/Video/Performance and
such. Participants are expected
to engage, practice and discus
with each other the 3 offered
models. *The individual interviews
afterwards will be used for further
knowledge production on the
(new) studio visit.

Workshop:
24/25 April 2013 12:00-16:00
+ Individual interviews via Skype
(approx. 1 hour per person)*
Universität der Künste Berlin/
Art in Context
Einsteinufer 43 - 53,
3rd floor room 27
Berlin-Charlottenburg
Sign up for attendance via
email/please register:
info@kimengelen.com
Kim Engelen (NL, 1973) is working
as a lens-based performance
artist for the last 15 years. She
is currently finalizing her MFA in
Critical and Pedagogical Studies
in Malmö/Sweden on the topic
The New Studio Visit: 3 Pedago
gical Models.

Tina Helen, Points of intersection

Points of intersection
In a time of crisis, the question of
‘investment’ is ubiquitous. If education is an investment in the future
what is education in a world set
in the post-future? How does the
lacking ability to imagine a future
affect our relationship to education? What reality are we bracing
our self and next generations for?
Why teach – why learn?
Points of intersection is an exhibition and a series of talks and liveevents presented at the Copen
hagen art space bureau publik.
bureau publik
Vesterbrogade 111 st.
1620 København V
Danmark
bureaupublik.dk
21-27 October 2013, 12:00 – 17:00

Tina Helen is a Copenhagen
based visual artist. Her work em
phasizes the importance of syn
thesizing the practical and theo
retical in the understanding and
production of images. Engaged
on a personal and political level,
she has worked internationally on
numerous projects and collabora
tions within the field of activism,
humanitarianism and fine arts.

Claudia del Fierro, Las Profesoras / The teachers,
Performance, C print, 1998
Relay
A group of animals engage in a
task or activity. After a while, they
are replaced by a similar group
that completes the task.
Relay is a durational performative
installation composed of different
contributions by 14 artists whose
work sustains live and which have
elements that make-happen.
Relay consists of a curatorial
structure where artists contribute
work that reacts to a work from
another artist. By association,
each artist provides something
to transmit to the next artist, in a
continuing dialogue. Performance,
installation, video and live streaming works take part within the
theater space.
Relay is an approach to making a
collective exhibition. The works,
planned or improvised, pass on
the concept that is transformed.
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A structure for time-based work is
provided, reflecting on the role of
the mediator and the artist, while
dealing with decision-making and
responsibilities.
You are kindly invited to Relay
a durational performative
installation:
Inkonst Theater, Malmö
May 18th, 16.00 to 23.00
Join us for food and a glass
of wine
Claudia del Fierro is a visual
artist from Chile based in Swe
den. She works mostly with
video and performance. Her
videos combine visual and audio
elements to delineate a social
critique focusing on the clima
te of uncertainty, surveillance
in public spaces, the status of
women, class relationships, the
media, and the role of the artist
in society.
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PLACE, SPACE AND GAZE

SELF-PORTRAIT/SELF-IMAGE

Lead Teacher: Junior Lecturer Viktor Kopp
Credits: 3

Lead Teacher: Professor Matts Leiderstam
and Guest Lecturer Cecilia Widenheim
Credits: 7.5

See page: 432
See page: 432
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Casting course: Bronze /
aluminium / silicone
Lead Teacher: Senior Lecturer P O Persson
Also teaching: Robert Cassland
Credits: 9
See page: 435
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Welding

OCCULT TEXTS

Lead Teacher: Senior Lecturer P O Persson
Also teaching: Robert Cassland
Credits: 6

Lead Teacher: Professor Gertrud Sandqvist
Credits: 15
See page: 433

See page: 432

Channelled
An exhibition curated by
Gertrud Sandqvist
Lund Konsthall
23 February – 2 June 2013
Channelled is a visually rich and thoughtprovoking group exhibition at Lund
Konsthall based on the thinking of visionary
Swedish artist Hilma af Klint (1862–1944).
The exhibition features works by her and by
contemporary artists Carolus Enckell (Finland), Olav Christopher Jenssen (Norway/
Germany), Joachim Koester (Denmark/US),
Christine Ödlund (Sweden), Silja Rantanen
(Finland), Nina Roos (Finland) and Emily
Wardill (England).
_
Channelled
Ever since Hilma af Klint’s esoteric painting was first shown to the public, in the
exhibition The Spiritual in Art: Abstract
Painting 1890–1985 in Los Angeles in
1986, it has provoked justified enthusiasm all over the world. We almost cannot
understand it, as if it were a message from
another dimension. That is precisely what
af Klint herself considered it to be.
Somewhat depending on how we
count, her oeuvre consists of either 193 or
more than 1000 esoteric works. 193 is the
number of paintings, made between 1906
and 1916, which according to af Klint
were part of the large spiritual commission to make ‘Paintings for the Temple’.
The remainder, around 800 drawings,
watercolours and gouaches that are also
esoteric or occult, she made after the main
commission was finished, until a couple of
years before her death in 1944. These are
significantly smaller than the large commissioned paintings, but produced with
the same method, at least until the end
of 1920. Thereafter her working method
changed somewhat, to better accommodate the doctrines and visions of another
occult thinker, Rudolf Steiner.
All these secret paintings and the
working process and visions and thoughts
behind them are recorded in 1044 notebooks, usually called occult diaries, that
might be described as research logbooks.
Many artists use such books, where they
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note thoughts and ideas for images. Hilma
af Klint describes her life-long contact
with the spiritual world: the messages she
receives, the insights into a world that
remains hidden for most of us. A recurrent
feature in her notes is the importance of
being open and humble, emptying oneself
of one’s own thoughts, one’s own will,
being able to listen to the Voice, or to see
the Image.
For some years I have been reading af
Klint’s diaries and looking at her esoteric
pictures. Sometimes her way of experiencing reality feels so different from other
people’s that she appears totally unique.
But I don’t really think this is the case;
one aspect of af Klint’s experience is also
shared by other artists. That is the method
of taking a break from one’s own Self,
with its intentions and plans, to wait for
something, or experience an image coming
to one, or a chromatic tone with a meaning
of its own. Artists describe this in different
ways, and af Klint speaks of the Voice, sees
the images in an inner vision, or witnesses
how the spirits, the High Ones, take her by
the hand and lead it right in her painting.
Some of the contemporary artists
featured in this exhibition have had similar
experiences during meditation or strong
concentration. Others speak of an inner
place they must reach before painting
‘comes to them’ or the image ‘is given’.
Someone speaks of ‘tone’ or a dream-like
state. It is as if there were images associated
with spiritual states not belonging to oneself in isolation but capable of being shared,
mediated. This is the very foundation of
abstract art, and perhaps of art in general.
When our current notion of art was
developed in the second half of the 18th
century ideas of the genius and the importance of inspiration were key. If we think
about what the word inspiration actually
means – something breathing through
us – and how this word really describes
a religious ecstatic experience, then we
realise that this particular state transforms and spiritualises image-making. No
longer a craft, it becomes such a spirited
phenomenon that philosophers such as
Immanuel Kant or Arthur Schopenhauer
can proclaim art to be crucially important
for how people relate to each other and to
a transcendent reality. This understanding
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of art appears to recur in cycles. With the
retreat of Romanticism artists became
interested in other possibilities for art as
communication, until the next big spiritual wave rolled in at the end of the 19th
century – Theosophy.

Theosophy and Anthroposophy
The emergence of Theosophy is really a
most unlikely story. The natural sciences
were becoming established in Europe,
along with an increasingly ruthless materialism leading to capitalist and colonialist exploitation, while Christianity had
become an official power rather than a
genuine authority. At the same time many
began to establish their own contacts to
the invisible world. Spiritism, Mesmerism and hypnosis fascinated and attracted
people. The medium capable of entering
into relation with the spirits of the dead
created almost a popular movement in
the US and later in Europe. These baffling
events were a result of ‘The Unconscious’,
a term first used by the Spiritualists to
describe how a medium in a state of trance
acquires knowledge of secret things that
will otherwise have remained hidden. One
of the techniques used was hypnosis, and
famous psychiatrists such as Jean-Martin
Charcot or Sigmund Freud used hypnotic
techniques to cure hysteria – in itself an
enigmatic state, where bodily symptoms
indicate injuries to the Soul.
In this interesting period the Russian
aristocrat Helena Petrovna Blavatsky takes
the stage. She arrives in New York, where
she founds the first Theosophical Society
in 1875, in collaboration with Colonel
Henry Steel Olcott. Blavatsky herself,
claiming to be an adept of Tibetan lamas
and to have gathered esoteric knowledge
through occult technologies, is in continuous contact with the ‘Mahatmas’. She has
been constantly travelling, mostly in Asia,
since 1851. Now she is ready to convey all
this to humanity through the Theosophical Societies.
The movement quickly gathers
momentum. Just twenty years after the
establishment of the first Theosophical
Society there are branches in most parts of
the world. Theosophy becomes particu-

larly important in India, where the movement’s headquarters are set up at Adyar
in Madras in 1882. Blavatsky’s profound
admiration for traditional Hindu wisdom,
for Buddhism and the Holy Men who have
become gurus through yoga, mental and
physical exercise, marks a starting point
for the renewal of India’s self-esteem and
its struggle against British colonial power.
The Indian Congress Party was largely
made up of theosophists. Both Mahatma
Gandhi and Jawaharlal Nehru, the first
Prime Minister of independent India, were
among them.
Helena Blavatsky’s personal charisma
and extensive writings help explain the
rapid growth of Theosophy, together with
Colonel Olcott’s organisational skills. Yet
an equally significant aspect of its attraction was its egalitarian approach, remarkable for its time, to relations between the
sexes and between people of different
races, as well as its open and experimental
general attitude. Significantly, Gandhi
called his autobiography My Experiments
with Truth. I believe this open attitude and
the strong belief in people’s own ability to
acquire knowledge of the hidden things –
so that evolution can progress and a new
world take shape – helped Theosophy
attract artists of all kinds, and also scientists. The list of those who experimented
with truth in the spirit of Theosophy is
long: writers such as W B Yeats and James
Joyce, composers such as Jean Sibelius
and Alexander Scriabin, inventors such as
Thomas Alva Edison – and even Albert
Einstein – are said to have kept Blavatsky’s
famous book The Secret Doctrine on their
work table all their lives. Maria Montessori’s ground-breaking pedagogy was first
developed for theosophical schools.
Above all the pioneers of abstract
art, Vassily Kandinsky, Piet Mondrian,
Kazimir Malevich and Frantisek Kupka,
were all theosophists. Not least Kandinsky
was inspired by Annie Besant, Blavatsky’s
successor as leader of the theosophical
movement, and her experiment with occult
chemistry and thought forms. Together
with Charles Leadbeater Besant wrote the
books On Thought Forms (1901) and Man
Visible and Invisible (1902). In them the two
spiritual natural scientists claim to be able to
see, through clairvoyance, people’s thoughts
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425

Hilma af Klint
From unfinished series
of drawings
3 February-29 March 1917
Courtesy of the Hilma af
Klint Foundation, Järna
(Photo: Terje Östling)

as a kind of electrical, colourful and radiant
figures within the larger field of power and
colour called aura, which they divided into
the astral body and the mental body.
The artists understood what fantastic
possibilities these discoveries implied. If
particularly sensitive people could train
their abilities to perceive the colour fields
and shapes incurred by various states of
mind (by emotions, in fact), that would
mean an exceptional extension of the field
that allows us to depict reality. At the same
time scientific discoveries were made that
allowed light to pass through the human body and reveal its inner truth on a
photographic plate (X-rays), while other
discoveries showed radiation invisible to
Man being capable of extinguishing all life
(radioactivity). The atom turned out to be
divisible, and Einstein proved the old occult conviction that matter is nothing but
transformed energy. In this context astral
bodies, auras and thought forms hardly
seem spectacular at all.
Besant and Leadbeater also made a
chart of the colours that the various states
of mind lend to the auras of astral and
mental bodies. Besant and Leadbeater
asked some artists to visualise their visions,
but complained that the heavy pigments
could never fully convey the electrical play
of colours. The colour chart of the astral
body’s visible emotions was later refined
by Johannes Itten, one of the teachers
at Bauhaus, the famous experimental
school outside Dessau in Germany where
Modernism was shaped. Kandinsky was
also teaching there, as well as the theosophist Paul Klee. All of them are connected,
through Theosophy, by their belief in the
individual’s inner vision and in intuition
as the capability that gives the artist direct
access to mystical knowledge.
Some theosophists broke away from the
Theosophical Society in London at the end
of the 19th century to found their own association, The Golden Dawn. Its objective
was the more straightforward practice of
magic, both white and black. Again we see
women in important positions, as priestesses. One famous magician, Aleister Crowley,
was a member of The Golden Dawn before
he was expelled, and the philosopher Henri
Bergson’s sister Moira was one of its priestesses. Another spin-off from Theosophy is
Faculty
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Anthroposophy. Its founder Rudolf Steiner
was originally secretary general for the
Theosophical Society in Germany. Steiner
was to become very important for af Klint.
The first Theosophical Society in Sweden
was founded in 1889 at the suggestion of
the writer Viktor Rydberg.

Hilma af Klint’s Diaries and Pictures
Hilma af Klint was for a while a member
of the theosophical association Edelweiss,
founded in 1890. Af Klint does not seem
to have read much theosophical literature,
but she and the small group of women
who formed the group De Fem [The Five]
use Besant’s and Leadbeater’s terminology
of astral and mental bodies, along with
central theosophical nomenclature such
as evolution and reincarnation, gurus and
mahatmas, when they write down their inspired visions. Yet unlike the theosophists,
who were influenced by Buddhism and
Hindu tradition, af Klint was profoundly
Christian. She even writes in her occult
notebooks that the big undertaking of the
Temple Paintings was mostly aimed at theosophists and non-conformist Christians.
To read the diaries where af Klint
chronicles her occult findings is a fascinating experience. It is obvious that she
imagined them being published at some
point. She even edited the notebooks at
a couple of occasions, adding explanatory remarks. It is also obvious that she
regarded the notebooks as an accompanying commentary to the occult paintings.
In the beginning, i.e. during the ten years
of group effort before af Klint made her
first mediumistic painting at the end of
1906, the association appears to have used
so-called psychography, and several of its
members would convey messages from the
spiritual world in a state of trance. Yet after
a while it becomes obvious that the spirits,
who have names and are referred to as De
Höga [The High Ones], have singled out af
Klint as their main tool. She was directly
asked if she was willing to take on this big
task, and she immediately accepted.
During this early inspired period af
Klint and her group appear to first have
made a kind of psychic drawings, as a
premonition of pictures to come, and to
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have received direct instructions from The
High Ones. She also makes her first trips
into the astral world, where she witnesses
bizarre figures said to be elementary spirits
from the South Pole. Weird heads in profile, at first vague and shapeless but later
more distinct, are traced by af Klint. She
describes these first encounters as frightening and unpleasant. On these drawings
she writes down words sounding inside
her. Sometimes they are recognisable
words, such as the pair ‘vestal/ascetic’, and
sometimes she produces words that cannot
be found in the earthly languages, or even
just singular letters.
Gradually af Klint and her group
become more familiar with this way to
receive messages and seek knowledge in
an occult fashion. These notebooks are
written in a rather easily legible hand with
strongly varying pressure (in one of the
comments, added later, af Klint notes that
particularly important occult messages
are recorded with very weak pressure).
Going through them, the latter-day reader
certainly gets the impression that af Klint
experienced all this exactly in the way it
was written and drawn.
There are a number of voices – Amaliel, Gregor, Ananda, Gidro – and perhaps
it is not so difficult to understand that
these belong with The High Ones and
don’t dwell on Earth. But what about
Esther or Gusten? And what is happening
to Lotten? She appears to be present in the
occult work of The Five just as much after
her death as when she was alive on Earth.
The situation is further complicated when
the group receives fairly detailed information about earlier incarnations, not least to
be able to understand the internal dynamics of the group.
Two notes, somewhat randomly
selected and both from 5 September 1907,
may give us an impression:
10. The spiritual sense of Dual C
 ontent.
9. The incorporation of the Monad
with the Body.
8. HeH, that is: the Light of Life in
Matter.
7. Wheat, the beginning of Sowing.
6. HjuHs, that is: the beginning of the
divorce of Sowing. Hereby we mean:
the ascetic and vestal divorce in Matter.
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5. Snapped strings (Wisdom and
Love).
4. Water brought from other sources
than these: (Wisdom and Love).
3. The Prana of the Lustre is ashamed
of the Union of the two from one flesh.
2. With big suffering and sinfulness.
1. 10 is mediumistically gleaned but
is escaped.
The Mouth shall speak more hereof.
Follow this series and begin with 1.
You shall weed out all evil within you,
my child.
The Masters of the Mysteries wish to
achieve a holy work, fg, fg, fg.
Mediumistically you have come far.
Fg, fg, fg.
The Mouth we will soon use. Courage,
courage, courage.
What then follows is a drawing of an oval
organic shape with straight horizontal
lines alternating with wavy lines. At both
ends there are standing eights.
You are now no longer getting help
from us medially. You must begin
your speaking tongue and you must
be taught more directly. You shall
therefore extinguish the physical side
of light and give yourself fully. Let
the one we have called ‘Away’, sr. (G)
help you to get started. The beginning
is hard, but later things go more and
more easily. Your friends shall take
notes when you speak. You may now
rest and leave no 8, yssé until tomorrow. We then wish to make a drawing
thereof. Do not yssé look at what it
contains. Save yourself now.
Diary no. 1040 contains Notes on Letters
and Words Belonging to Works by Hilma af
Klint. Undated but probably compiled at
some point in the 1930s, it is a dictionary
of words and combinations of letters that
are part of af Klint’s occult work. Here we
see that Dual Content or Dual Nature is
a fundamental notion in the teachings of
The High Ones. It is to do with the relation between man and woman:
The Dual Spirits emerged at that time
when the sexes were divided as a result
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of Man’s passions. Dual Nomenclature
= ascetic – yellow; vestal – blue. Dual
Longing = the driving force capable
of developing two souls. Dual Nature
= quest and calm, peace and war, life
and matter. The harmony within Dual
Nature is a holy and pure concept.
HeH means several things and is part of the
visual language of Fundamental Powers:
HeH = the belief in fulfilment of
divine powers through the Masters of
Mystery. Belief in divine promises and
treading the Narrow Path. A child’s
belief is first developed through sin
before a strong belief can be achieved.
Physical thoughts serve the un-physical and Life is elaborated in Matter
through many forms of Being. HeH =
drops of vestal and ascetic knowledge.
‘Wheat’ is not an entry in the dictionary,
but ‘Grain of Wheat’ means ‘Good Will’:
The colour golden. An image of the
beginning emergence of life through
the shell of binding Matter. Its visual
language shall be called ‘Pleiades’.
Under the entry ‘Pleiades’ we read:
Image of the white colour of Light, the
jubilant expression of Vestalism and
Asceticism. Its physical image series
begins with a small ellipsis.
‘The Prana of the Lustre’ is not listed in
the dictionary, but the letter combination
fg signifies ‘Ararat’s Cry of Victory: To
Believe’. Ararat is a symbolic mountain,
although connected with the physical
mountain of Ararat, where Noah’s ark
once landed. According to the dictionary
Ararat is now in Arabia, but was once the
northernmost point of the earth. Its summit is in the astral world, and the High
Spirits entrusted with teaching humankind about Christian and Jewish symbols
live on Ararat, as do the Initiated who
have chosen not to be part of the Devaka,
but who will be reborn. At the mountain’s
foot the ascetic quest begins, at its top the
spirit reaches its own summit. The servants
of this mountain seek to liberate human-

kind from their ‘thirst for knowledge of
the material field, and instead focus their
attention on the spiritual, but without
neglecting the life that lies in front of
them.’ Rosenkreutzian brothers also dwell
on Ararat.
‘Away’ can be found in the dictionary.
The concept means:
The life of the Spirit, the turning point
of the descent into Matter; the divine
dwelling on Venus, the Morning Star,
which may be regarded as good and
not-good. Away as a place of dwelling
later became Uarda in Tibet.
Uarda, in turn, also means ‘particularly blessed being’. The concept of yssée,
finally, means:
To divide oneself into two halves: one
obeying the pressure that arises, the
other moving freely about in the Light,
receiving instruction through immediate direction.
The mediumistically intuited number 10
prefigures the image series De 10 största
[The 10 Largest], which af Klint finished
in 40 days a couple of months later in
1907. The series of colossal paintings, 328
× 140 cm, form one of the main series of
her occult production. First it was said to
summarise the evolution of life, and later
the development of the human age. The
number 8 also signifies infinity.
We realise that these two messages
(among tens of thousands) capture important aspects of what The High Ones convey
to af Klint. In the earlier messages we often
find a kind of spiritual stenography, where
a combination of letter stands for central
thoughts – such as fg, here used as ecstatic
trumpet fanfares to signal the importance
of trust. The vestal and ascetic knowledge,
HeH, is a fundament of af Klint’s world of
spiritual experience, as are Dual Thought
and what is called yssée. These messages are
repeated, in many variations, through all
her life. We may even interpret af Klint’s
enumeration of the ten stages as predictions about her own path of initiation,
which would then begin with her performance of The Ten Biggest and end with a
revelation concerning Dual Content, the
central question of her own life.
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In later years the spiritual world seems
to have entrusted af Klint with an ever more
independent ability to navigate it. In 1913
and 1914, which are particularly rich years,
she appears to have prepared the entire
Swan and Dove series and all the other
occult series that she realised before 1920,
when she moved to Dornach and joined the
Anthroposophists. The meditations and visions are now strongly influenced by Christianity, but the little group sharing them
could hardly be called orthodox in their beliefs. Af Klint, for instance, praises Luficer,
in the true spirit of theosophy. She considers
darkness just as important as light, and for
her evil really doesn’t exist. She also has
a vision concerning Dual Nature, where
woman is leading man – an approach that
was far from self-evident at the time. And
she describes sexual orgasm as the lowest
stage of the spiritual quest. The intensity of
happiness in orgasm is, according to her, a
foretaste of the supra-physical enjoyment
awaiting us in the spiritual world. The messages she appears to hear can, for instance,
be conveyed while her entire party is taking
a boat trip on Lake Mälaren. The visions,
which show images and a kind of cinematic
scenes, occur almost daily.
The notebook including Dreams and
Experiences in States of Wakefulness 4 Jun
1914 – 30 Dec 1916 may interest us here.
Unlike the long meditations together with
the group, which are formally reminiscent
of homilies, these notes only contain af
Klint’s recordings of what she sees, without explanation. The visions can be simple.
The entry for 4 June 1914:
Two white feet, two with some black.
Next to it a little drawing shows the two
pairs of feet. And the following day:
A complete human being showed itself
to me. A cut-off rose stem showed
itself, and it quickly sprouted shoots,
becoming weaker and stronger as I
was thinking.
The little drawing shows a ‘stem’, with a
‘branch’ covered in thorns. On 27 June 1914:
Saw two small dogs that were not
mine. When I wanted to help one

of them it bit me in the hand. In the
room where our circle was sitting
a large human being showed itself,
worldly and feisty. Half a size bigger
than an ordinary person. Across from
him was an organ, a supra-physical one
that I was listening to.
On 25 August 1916:
Saw a remarkable vision, the rim of
the rectum, a human couple enjoying
their existence, and finally an astrally
rushed dog; this series of images was
like a live being.
The vision af Klint reports on 9 November 1916 is interesting, because it is
about Doctor Steiner. Rudolf Steiner and
Hilma af Klint first met in 1908, when
she showed him her occult painting as he
was visiting Stockholm. The encounter
was a disappointment for af Klint – among
other things he seems to have critiqued an
evolution painting for not being astrally
and spiritually correct. Yet Steiner resurfaces here and there in af Klint’s astral
research. In a meditation from 1913 he is
for instance said to be a new incarnation
of St John the Baptist. The vision of 9
November:
Saw a child, to whom I gave Elsa’s toys.
She owned 12 cups, but I tired before
having taken down all the cups. The
child only got 3, I think. Later I saw
Doctor Steiner at a table. I was sitting
behind him, but tried to get in next to
him. ‘Do you want to sit here, Miss?’ he
said. ‘Yes’, I said. Doctor Steiner placed
the child on his lap and said: ‘I believe
your brother is called Scoundrel.’
Further I saw myself entering two
other rooms, but was taken aback
when I discovered that I was in Doctor
Steiner’s private home, and that I had
worn the black hat with the white
plume at the function. When I remove
it I am wearing a yellow summer hat
and when I wanted to hastily leave the
room and take my hats I had difficulty
finding them, for I was blind. When I
left Doctor Steiner’s rooms I recovered
my sight. In the innermost of Doctor

Steiner’s rooms something was a little
unclear in one corner!
Despite the warning signals about blindness in this vision, af Klint went ahead
with her move to Dornach in 1920. For
a few years she completely renounced her
earlier working methods and her immense visions. Instead, following Steiner’s
and the Anthroposophists’ instructions,
she painted her visions of the inner life
of insects, mosses, lichens and flowers
in watercolour. The notebooks are filled
with transcripts of Steiner’s lectures. After
Steiner’s death in 1925, when af Klint
returns to Sweden, her own visions return
and she continues to receive visual messages. But only very few of these paintings
were actually realised. Advised by Steiner,
af Klint writes in her will that the paintings were to be shown to the world only
twenty years after her death. She edits her
previous notebooks, adding comments
such as ‘prob. referring to Doctor Steiner.’
She even writes, concerning one vision,
that she only wishes to receive it if it conforms to Steiner’s doctrines.
The notebook with dreams and visions
allows us to see how af Klint no longer always needs to be guided by The High Ones
as she is gathering her experience. It lets
us come close to what she herself is seeing.
This also happens in the series of 37 images
shown in this exhibition. It is unique in
this context, because it appears to be partly
unfinished and yet af Klint herself considered it part of her occult oeuvre. Through
this we can follow her process.
The series was begun on 3 February
1917 and finished on 11 April the same
year. Like most of af Klint’s occult series
it contains both abstract and figurative
elements, as well as text. We notice that af
Klint does not make any sketches at this
stage. She also doesn’t force the image to
emerge, appearing instead to have painted
as if after dictation. She sees the image, or
a detail of it, and then she draws or paints
from her inner vision. Sometimes she sees
several images the same day, sometimes
it takes a couple of days before the next
image emerges. It happens that she works
on the same image for two days. Number
9 in the series is elaborated by number 10.
It is the same image, but the words Tanken
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[Thought] and Känslan [Feeling] have been
inscribed, as on a kind of diagram. Af Klint
never seems to make any corrections. What
has come to her has come to her. If she does
not receive more images or a continuation
she waits and puts the work away.
Hilma af Klint appears to have been
a very talented medium from her youth.
In a report from 1913 she says that she has
been hearing the voice for ‘31’ years, i.e.
since she was twenty years old. Yet in this
intensive year, 1913, she is not the only
member of the group to have visions of
mysterious images that emerge, continuously change in colour or intensity and
then fade away. Af Klint makes quick
drawings of what she sees, but so does another woman in the group, Anna Cassel.
This causes me to believe that the group
was engaging in the same concentration
and meditation exercises that practitioners
of magic are still using, known as visualising or ‘scrying’. The Golden Dawn group,
for instance, kept written records of their
scrying sessions, and their spiritual travels
are reminiscent of those of The Five. Af
Klint calls herself an adept and speaks
about the dangers of black magic. At least
in the twenty first years of its existence,
the group also made horoscopes. Yet they
do not seem to have used two other usual
tools favoured by practitioners of magic,
tarot cards or the Kabbalah.

Contemporary Artists in
the Exhibition
Most of us don’t have mediumistic experiences of this kind. But perhaps we can
grasp the situation if we train our sensitivity for seeing inner images and then
decide to fully believe in them without
changing them or starting to doubt. In
a film from the mid-1980s* we see the
young Norwegian artist Olav Christopher
Jenssen painting. Seated in an armchair,
he gazes intensely ahead. Suddenly he
rises, adds another element to the painting
without any doubt whatsoever, returns to
the chair, sits down, rises again, and so
on. It is obvious that he is seeing an inner
image along with the physical painting.
In a recent text published for his exhibition at the MARTA Museum in Herford,
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Germany, Jenssen claims to know exactly
what he is doing, on the one hand, but, on
the other hand, to not have a clue about
what this means! That particular aspect of
af Klint’s character appears to be shared
by other artists. This exhibition includes
a series of etchings by Jenssen. Remarkably, he seems to be entering the drawings that Swedish artist Carl Fredrik Hill
made during his period of illness. It is as if
Jenssen is taking over Hill’s identity, and
this generates new additional images, of
mushrooms and birds.
The same complete trust in the inner
image, the same need to find the inner
space, is manifested by Finnish artist Nina
Roos. She waits until a specific colour
chord grows within her, or until she sees
an image, or a fragment of an image. Then
her outside image meets the one on the
inside. Much like Hilma af Klint, Roos
alternates between abstract and figurative
elements. Sometimes abstract and figurative forms co-exist in the same painting,
or at least in the same series of paintings.
The image comes first; its interpretation is
not her task.
Swedish artist Christine Ödlund uses
a meditation method reminiscent of early
Theosophy, and of Hilma af Klint. In a
state of deep concentration colour and
sound change places, and a synthetic picture emerges. As a reference to this truly
creative way of working Ödlund has made
a map of Helena Blavatsky’s travels, which
can also be read as a musical score. In addition, she has remade the illustrations of
visible music we find in Besant’s and Leadbeater’s Thought Forms – visions relating to
Gounod’s Faust, Wagner’s The Mastersingers of Nuremberg and Mendelssohn’s Songs
Without Words.
For a long time, Finnish artists Silja
Rantanen and Carolus Enckell have been
interested in the early abstract pioneers,
including Hilma af Klint. In his fascination with colour, Enckell found a way to
establish communication between other
painters and himself through colour alone,
whereby he appears to escape the confines
of the ego and enter into another consciousness. Rantanen’s interest in Besant’s
and Leadbeater’s thought forms, originally
interpreted by three Scottish painters, is
given new form in a new video lecture

made for Channelled. She also shows her
own diaries, structurally reminiscent of af
Klint’s notebooks.
Danish artist Joachim Koester has, following his own experiences as a teenager, a
long-standing interest in that other world
that we call occult and that Hilma af Klint
encountered so often. In several works he
has followed the traces of this kind of occult experience that go through the whole
of Modernism. In the film Of Spirits and
Empty Places (2012) he uses a report from
a séance in the mid-19th century, in which
a group of women, in a trance, invent a
sewing machine!
English artist and filmmaker Emily
Wardill, finally, is also interested in the
relation between outward sleep and inward wakefulness, which film can capture
very well. In Fulll Firearms (2012) we get
to visit a haunted house, where it becomes
increasingly unclear who the spirits are
and who are physically alive. Images flash
by, and then die down. Scenes are enacted,
like memory images or something from
the future. The dimensions inter-penetrate.
Wardill’s film shows the experience I have
when I read Hilma af Klint’s occult diaries
and look at her painting. It becomes
increasingly problematic to decide who is
alive, and in which dimension.
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* Stig Andersen and Bjørn Engqvist,
En reise om vintern [A Winter Trip], 1985.
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AUTUMN SEMESTER 2012:

Loui Kuhlau Fjellander, Emma-Christina
Landqvist, Emelie Sandström

BFA / TECHNICAL COURSES:
PLASTIC
Lead Teacher: Senior Lecturer P O Persson
Credits: 3
Participating students: Martin Berring,
Johan Lundqwist
The course in handling plastics gives knowledge in laminating and casting plastics, plus
basic information about the safety regulations
in the workshop. After finishing the course,
you will get a “driver’s licence” that permits
you to work in the workshop on your own.
Welding
Lead Teacher: Senior Lecturer P O Persson
Also teaching: Robert Cassland
Credits: 6
Participating students: Markus Bråten, Angelica Falkeling, Ingrid Furre, Karima Andrea
Furuseth, Kaare Golles, Nora Kapfer, Johan
Lundqwist, Daniel Spies
Through this course you will gain knowledge
about different welding techniques such as
MIG and gas welding as well as information
about the security regulations for the different
techniques. After the course you will receive
a “driver’s licence” that allows you to work on
your own with the welding equipment.
_
BFA / ART COURSES:
BODY AND SURROUNDINGS
Guest Teacher: Haraldur Jónsson
Credits: 6
Participating students: Joakim Dick
Hedlund, Sindri Leifsson, Helena Olsson,
Marie Raffn, Mina Vattøy
In the workshop the students will develop a tool
based on language to explore the interaction
between the body and it´s different contexts.
Situations inside the school building as well as in
the urban environment will be investigated with
performative installations and juxtapositions in
various media. During the period we will work
with images, texts and watch films relating to the
topic. A presentation by the students will take
place at the end of each week where the group
will discover and discuss the works together.
ISLANDS
Lead Teachers: Junior Lecturer Margot
Edström and Senior Lecturer Maria
Hedlund
Credits: 7,5
Participating students: Marten Damgaard,
Angelica Falkeling, Kathrina Skarðsá,

How can you relate to a concept such as “island”? As a physical place and/or metaphorical
image? Is the island isolated from the sea or is
it connected to the mainland by the sea? Is the
island in the center or in the periphery? Is the
“ego” (“I”) an island or or does it just feel like
that from time to time?
Because of its limited and clearly defined
area, the island might be the most evident
place of all, far more space than time, while
the factual time it takes to go there (or leave
it) also defines the isolation of it.
The island disturbs our most common dichotomies (me-you, good-bad, life-death, individualsociety and so forth) since it has in itself
two different kinds of opponents, it relates
both to the sea and the main land. It could
be stated that it is or takes part in a nervous
duality where the sea is the obvious opposition
and condition, meanwhile the third part, the
disturbing and often more rich and powerful
mainland is always there. Conversely for the
mainland, the island constitutes as a third part
– a dream of another life, a more comprehensible world, a paradise, a utopia. Islands are
also extremely suitable as prisons.
During three weeks we will work with the
notion of the island and investigate its creative
potential. We will look into definitions from
various perspectives: geological, evolutionary,
colonial, philosophical and so forth. We will
also investigate how artists through different
times have been using the concept in their
artistic works and discuss these.
We will provide technical tutoring in both video
and photography techniques. Maria will demonstrate the functions of the large format still
photography camera and film processing and
copying in the b/w lab for those interested.
SCULPTURE COURSE WITH
JIMMIE DURHAM
Guest Professor: Jimmie Durham
Credits: 3
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PLACE, SPACE AND GAZE
Lead Teacher: Junior Lecturer Viktor Kopp
Credits: 3
Participating students: Martin Berring, Niilas
Helander, Nora Kapfer, Johan Lundqwist,
Ingrid Sofie Ofstad, Marie Raffn
This course takes as its point of departure
a lecture held by Michel Foucault on Edouard Manet in Tunis in 1971. Manet is widely
regarded as the one who made impressionism possible, but Foucault goes beyond that
and highlights formal matters and thought
structures in Manet´s work that he regards as
fundamental for the whole of modern painting
in the 20th century.
When I read the transcript of this lecture I was
struck by how available and valid that which
Foucault talks about is for me as a painter, it
has to do with basic issues in painting since
modernism. In the course we will discuss this
text together and then work with an assignment around those ideas, to see how we relate
to them now.
The course is one week. Foucault´s text will
be read by the participants beforehand and
we´ll go through it together the first day. After
that we will work in the teaching studio with a
practical assignment that relates to the text.
ART SHOULD BE A TROJAN HORSE
Guest Teacher: Ricardo Brey
Credits: 3
Participating students: Joakim Dick Hedlund, Tobias Karlsson, Rina Eide Løvaasen,
Marie Raffn, Julia Stepp
Ricardo Brey will give a workshop called “Art
should be a Trojan Horse,” consisting of an introductory lecture and a workshop very much
based on the students’ input.
SELF-PORTRAIT/SELF-IMAGE
Credits: 7.5
Lead Teacher: Professor Matts Leiderstam
and Guest Lecturer: Cecilia Widenheim

Participating students: Marie Bonfils,
Markus Bråten, Karima Andrea Furuseth,
Kaare Golles, Tina Helen, Ingvild Kaldal Hovland, Hanni Kamaly, Nora Kapfer, Sindri Leifsson, Sandra Mujinga, Ingrid Sofie Ofstad

Participating students: Karima Andrea
Furuseth, Karin Hald, Lavinia Jannesson, Ida
Bakke Kristiansen, Johan Lundqwist, Ihra Lill
Scharning, Jesper Veileby

“I would like to look at material – what are the
concepts and assumptions we have when
imagining material? What is the difference
between materials and objects... I have a book
called ‘stuff’, and might photocopy a section of
it for study...
We will make things using one material,
perhaps; or 2... (after some discussion)
We will make lists of materials from life;
try to see what they are and how made, how
gathered (such as the mining of iron)”

In this course we will study self-portrait/selfimage in a broad sense as a subject, and you
will produce your own work in relation to this
subject. We will also investigate the genre
through art history up to today, including
using/looking closer at the mirror as a tool.
The role of the artist will also be an important
topic. Other questions I wish to address would
be for example: why the self-portrait became
important for artists working with identity (for
instance for feminist and queer informed art)

Course description

and what could the self-portrait as an expression mean in the time of the Internet.
Working methods: working with your own
“self-image”, individual and group critique of
your work, lectures and close reading seminars. In the end we make an informal show
together and a gathering for a “critique”. My
ambition is that the participant in this class
should get a deeper knowledge about the
subject and to be able develop further his/her
own artistic practice.
TEXT AFFAIRS
Guest Teacher: José Tomás Giraldo
(as a part of his internship)
Credits: 4.5
Participating students: Markus Bråten,
Lavinia Jannesson, Hanni Kamaly, Ida Bakke
Kristiansen, Ronni Lykke Lauridsen, Young
Jae Lih, Rina Eide Løvaasen, Mina Vattøy
The course is a two-week workshop that
explores artists’ writing with several orientations and intentions. The workshop explores
theoretical considerations by applying them
to practical exercises of text composition.
We will attempt to develop concrete tools
useful for self-initiated projects and other
instances where description and/or narration
of artistic practice is required. The workshop
has a strong research component focusing
on artworks and their related material. Six
artworks that address the public using text
and voice as material will be studied. Through
these case studies the course seeks to analyze
works that use self-representation as their
form and content. Additionally, more administrative and practical tasks that circulate art
practice are also considered acts of creativity.
Looking at the Anders Tornberg Gallery will be
a key experimental exercise of discovery and
insight into the methods, structures and forms
of communication of the gallery. Documents of
conversations between the gallerists and their
artists will be made available for research. The
legendary initiative facilitated exhibitions and
encouraged circulation of artwork for over 20
years, feeding the region’s art realm with its
local and international connections.
_

studio practice. During the course we will
look at the work of each participant and
discuss it in a group setting. The aim of the
course is to develop a deeper understanding
of intention and working methods, to find
ways of creating new projects, and to expand
our vocabulary when discussing our own and
other artists’ work.
The course will be based on an exercise,
which will be introduced on October 19th.
Showing and Talking Art is limited to 12 students.

Participating students: Emma-Christina
Landqvist, Maria Norrman, Helena Olsson,
Daniel Spies, Jesper Veileby

EXPANDED EXPANSION: A VERY
SELECTIVE SEMINAR ON SOME ART
OF THE 1960s
Guest Teacher: Linda Norden
Credits: 9

The photograph became part of a social game
where it was important to be able to pose and
to project an advantageous image of oneself;
both onto others and oneself, as confirmation
of one’s own identity.

Participating students: Marie Bonfils,
Markus Bråten, Angelica Falkeling, Ingrid
Furre, Kaare Golles, Hanni Kamaly, Ida Bakke
Kristiansen, Emma-Christina Landqvist,
Young Jae Lih, Helena Olsson, Daniel Spies,

We will use the photographic portrait as a
starting point for wanderings and detours in
the modernistic view of man and his relation
to the surrounding world, starting within the
anonymous crowds roaming through the city
streets. Through my lectures and our joint
discussions about the texts we will be reading,
we will approach different ideas and phenomena that characterized this era.

This seminar looks at the years between 1960
and 1974 and the segue from the optimism and
confident resistance of the Sixties – a decade
that, for all its upheavals and violence, can be
characterized as one in which “progressive
ideas merged with the irrational” – into the
more circumspect and recessive Seventies.
The seminar will be organized around a mix of
intensive study of a few representative artists,
both celebrated and un-sung, makers and
performers; a few ambitious exhibitions – e.g.
“Eccentric Abstraction” and MoMA’s troubling
“Information” shows – and the idea of “movements” through which the Alienated Artists of
the postwar years, in the U.S. as well as
throughout Europe, aligned themselves with
the social resistance of the day.
ECONOMY AND LAW
Guest Teacher: Géza Antal
Credits: 7.5
Participating students: Marie Bonfils,
Markus Bråten, Angelica Falkeling, Karima
Andrea Furuseth, Karin Hald, Lavinia Jannesson, Kathrina Skarðsá, Ingvild Kaldal
Hovland, Hanni Kamaly, Ida Bakke Kristiansen, Sandra Mujinga, Daniel Spies

BFA / THEORY COURSES:
SHOWING AND TALKING ART
Lead Teacher: Professor Joachim Koester
Credits: 4.5
Participating students: Marie Bonfils,
Markus Bråten, Helene Gjølme, Niilas Helander, Ingvild Kaldal Hovland, Hanni Kamaly,
Young Jae Lih, Rina Eide Løvaasen, Sandra
Mujinga, Helene Nymann, Marie Raffn,
Emelie Sandström
Showing and Talking Art is a chance for BFA
and MFA students to extend and strengthen

Lectures about basic accounting and Swedish
tax law for the cultural sector, with special emphasis on artists as entrepreneurs. Workshop
with practical training in basic accounting and
income tax declaration.
Lectures in basic Swedish and international intellectual property law, with special emphasis on artists and their working situation.
THE PHOTOGRAPHIC PORTRAIT: SIGHT,
IDENTITY AND MODERNITY
Guest Teacher: Beata Fransson
Credits: 6

Course description

The course is an art historical interpretation of the radical social changes deriving
from the industrial revolution during the 19th
century. Technical improvements in production made possible a new kind of image industry. More people could see and own images
and the image became an important tool for
communication.

An important part of the course is that the
lectures and readings generate a discussion.
The structure of the course resembles a
mind map with recurring topics and themes
that relate to one another. Our aim is that
more such points of intersection shall appear
through our discussions.
The course is based on on-going research that
is part of my artistic practice and has served as
inspiration for artistic works and projects. So on
one level the course is also about how art history and theory can be used to create a state,
or space, for one’s own individual process.
Literature: Charles Baudelaire, Geoffrey
Batchen, Walter Benjamin, Nina Björk, Karin
Johanisson, Peter Galassi, Karl Marx and
Edgar Allan Poe, among others.
_
MFA / THEORY COURSES:
OCCULT TEXTS
Lead Teacher: Professor Gertrud Sandqvist
Credits: 15
Participating students: Andreas Albrectsen,
Una Margrét Árnadóttir, Daniel Peder Askeland, Jóhan Martin Christiansen, Ingrid Furre,
Helene Gjølme, Erlend Grytbakk Wold,
Ingvild Kaldal Hovland, Lavinia Jannesson,
Loui Kuhlau Fjellander, Marika Markström,
Helene Nymann, Bjarni Tor Petursson, Ihra
Lill Scharning, Emelie Sandström, Kathrina
Skarðsá, Julia Stepp, Jesper Veileby
Throughout modernism with its demand for
transparency and technical positivism runs a
different thread, an esoteric, magic and o
 ccult
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one. Throughout the course we will read
several of the central texts for the occultists
– Helena Blavatsky, Annie Besant and Charles
Ledbeater but also Aleister Crowley, jewish
cabbalism, gnostic texts discovered within the
Dead Sea script rolls, Giordano Bruno, Ficinos
image magic and many others. We will read
parts of Hilma af Klints occult diary, which has
not been published but that I have access to.
The aim is to comprehend and get a deepened
knowledge in an alternative comprehension of
the world. A comprehension of the world that
attracted (and attracts) several artists, authors
and musicians. The course will be visited by
guests as Michael Portnoy, Joachim Koester
and Christine Ödlund.
_
MFA / CRITICAL & PEDAGOGICAL
STUDIES COURSES:
PEDAGOGICAL WORKSHOP
Guest Teacher: Ann-Mari Edström
Credits: 6
Participating students: Stephen Dupont,
José Tomás Giraldo, Ana-Maria Hadji-Culea,
Karin Hasselberg, Tina Helen, Nikolaj Kilsmark
As I see it, the foremost “tool” you have as a
teacher is the relation between yourself and
the student. There are a variety of aspects
of this relation that will affect the learning,
and each aspect may be turned into an asset
as well as a handicap in a teaching situation.
This workshop aims to problematize some of
these aspects, and thus facilitate the students’
reflection on and analysis of their own coming
period of teaching practice. The three main
aspects that will serve as starting points for
the seminars are a relational view on learning
and teaching, the double identity of an artist/
teacher, and the impact of previous experiences of learning on a present learning situation
(teachers’ as well as students’ previous experiences). The examination of the workshop will
be integrated in the paper that the students
write after their period of teaching practice.
OH! WHAT A BLOW THAT PHANTOM GAVE
ME! – CONTEMPORARY ART WRITING
Guest Teacher: Maria Fusco
Credits: 3
Participating students: Andreas Albrectsen,
Una Margrét Árnadóttir, Claudia del Fierro,
Stephen Dupont, Kim Engelen, José Tomás
Giraldo, Helene Gjølme, Ana-Maria HadjiCulea, Karin Hasselberg, Niilas Helander,
Tobias Karlsson, Nikolaj Kilsmark

first day, which will outline specific methodological approaches to art writing as practice
and its relationship to visually-based studio
practice, and chair a discussion. She will lead a
sequential series of writing workshops which
will equip the students with practical art
writing skills. Students are required to read all
essential materials in advance of the two-day
seminar and will be asked to make group presentations around these readings throughout
the two-days. Students must bring paper and
writing materials, no laptops please.
INTERNSHIP
Credits: 15
Participating students: Claudia del Fierro,
Stephen Dupont, Kim Engelen, José Tomás
Giraldo, Ana-Maria Hadji-Culea, Karin
Hasselberg, Tina Helen, Tobias Karlsson,
Nikolaj Kilsmark
The purpose of the six-week internship is to
give 2nd year CPS students the practical knowledge and skills required for the application of
pedagogical tools learned during the program.
Students are given the opportunity to apply
theories learned during the first year of the
program to practical skills in a work environment. A plan is produced prior to each individual
internship in collaboration between the place of
internship and the student where the objectives
will be stated for further evaluation.
The internship should be a site for learning
and contain an educational activity under
supervision of the contact person(s) within
each individual organisation. Students will
prepare and deliver a project tailored for their
place of internship that will incorporate the
skills and knowledge learned thus far in the
program. The intern shall also be able to explore the notion of pedagogy as practice and
the position of artist as teacher through the
process of delivering their individual project.
The intern should have hands-on experience in
the educational situations – to be able to test
out experimental pedagogical strategies and
education both on a theoretical and on a practical level under supervision. This can be in the
format of a workshop, a seminar, organising an
event or gallery education conducted by the
intern – all depending on where the internship
takes place.
In addition to the work experience and
project, students will deliver two written
assignments and a final presentation for an
additional 3 hp credits.

This course will present, discuss and put into
action contemporary art writing as practice.
The main objective is to embody and debate
the practical and theoretical aspects of this
new academic discipline, with specific reference to ongoing student work. The course
leader will present an overview lecture on the

BFA / TECHNICAL COURSES:
1BIT SOUND
Guest Teacher: David Cuartielles
Credits: 3
Participating students: Markus Bråten, Meise
Fabricius, Oscar Hagbard, Golnosh Hosseini,
Lavinia Jannesson, Loui Kuhlau Fjellander,
Sandra Mujinga, Jonas Petter Wallner
The aim of this course is to learn about building
interactive installations and performances using
1bit sound techniques in microcontrollers. As
a result the students will be making small and
inexpensive sound machines that could be used
in installations and performances of any kind.
Arduino is a tool for creating interactive devices and installations. Arduino allows controlling the physical world by adding sensors and
actuators (like lights or motors) to computers.
Arduino is broadly used in the art world and
have been awarded at different levels by e.g.
the worldknown Ars Electronica Festival.

Participating students: Julie Falk Christensen,
Andreas Franzén, Kaare Golles, Joakim Dick
Hedlund, Hanni Kamaly, Kalle Enok Lindmark,
Johan Lundqwist, Line Åxman
The course will provide basic knowledge in
silicone and cire-perdue casting. With the help
of mould and silicone the students will produce
objects/moulds in wax that they will cast
bronze/aluminium in.
The course will be divided into two blocks.
Block 1 (duration 2 weeks): Silicone casting,
producing objects suited for casting in bronze/
aluminium. Location: Annexe
Block 2 (duration 2 weeks): Casting (cireperdue), sand form casting, grind work and
patination. Location: KKv-gjuteri (located in
the same building as KHM Gallery)
_
BFA / THEORY COURSES:

The course has a strong practical component.
Students will learn how to develop technology sketches with rapid prototyping tools that
include Arduino hardware, and open source
audio editing tools like Audacity or PureData.
Students will be invited to think with their eyes
closed, present ideas for compelling auditory
experiences or performances together with
functional prototypes for those.
AFTER EFFECTS COURSE – INCLUDING
1 DAY INTRODUCTION TO BASIC
MODELING IN 3D (AUTODESK MAYA)
Lead Teacher: Junior Lecturer Margot
Edström
Credits: 6
Participating students: Angelica Falkeling,
Helene Gjølme, Marianne Glimsdal, Oscar
Hagbard, Golnosh Hosseini, Lavinia Jannesson, Hanni Kamaly, Helene Nymann, Sunniva
Weissbach Wejlemark, Line Åxman
The course will teach you to create motion
graphics and visual effects with Adobe After
Effects. Enhance your video content with color
correction/grading, animations and compositing
images with sound and text.
Week 1: hands on exercise, demonstrations
of techniques. Intense work with online and
printed tutorial.
Week 2: students will practise some of the
techniques in individual projects and also learn
how to model a simple 3D object in Maya.

Course description

CASTING COURSE:
BRONZE/ALUMINIUM/SILICONE
Lead Teacher: Senior Lecturer P O Persson
Also teaching: Robert Cassland
Credits: 9

SPRING SEMESTER 2013:

PRACTICING WITHOUT A LICENSE
– STRATEGIES AND MEANS IN
CONTEMPORARY FILM AND VIDEO ART
Lead Teacher: Professor Joachim Koester
Credits: 3
Participating students: Christian Bang
Jensen, Christina Bruland, Markus Bråten,
Johan Martin Christiansen, Marten
Damgaard, Meise Fabricius, Helene Gjølme,
Marianne Glimsdal, Kaare Golles, Golnosh
Hosseini, Mads Juel, Hanni Kamaly, Loui
Kuhlau Fjellander, Maria Norrman, Helene
Nymann, Jessica Sanderheim, Mina Vattøy,
Jesper Veileby, Line Åxman
In this course we will examine some of the
different practices and strategies employed
by artists working with film and video. We will
try to define what distinguishes the artistic
approach to subject matter and genre, when
artists practice without a license and appropriate already existing formats, like documentary
and drama, to different means. Also we will look
at the use of the exhibition space itself: the
transformation of spaces into artists’ cinemas,
the exhibition space as a place of experimentation, production and distribution and the ongoing search for an audience not yet defined.
Monday the 4th Maeve Connolly will introduce
Tom Gunning’s concept of the cinema of
attractions, which focuses on the figure of
the early cinema spectator, and the relationship between film exhibition and other forms
of spectacular display. Later that day Maeve
will discuss recent developments in film
storytelling, particularly the emergence of
the mind-game film, which plays perceptual
games with spectators.

Course description

Tuesday the 5th the third area to be explored involves film philosophy, particularly the analysis of
filmic objects or things on film. Each of the three
sessions Monday and Tuesday will make reference to recent art practice and the final session
is organized around discussion and feedback.
Wednesday, Thursday, Friday and Monday we
will engage in a series of extensive viewings
of films and videos by contemporary artists
ex. Manon de Boer, Eric Baudelaire, Sven
Augustijnen, Moyra Davey, Emily Wardill, Dorit
Margreiter, Jesper Just, Constanze Ruhm,
Eija-Liisa Ahtila, Deimantas Narkevicius, Harun
Farocki, Mario Garcia Torres as well as some
feature films related to the topics outlined.
À LA RECHERCHE DU TEMPS PERDU/
REMEMBERANCE OF THINGS PAST
Guest Teacher: Jürgen Bock
Credits: 5
Participating students: Andreas Albrectsen,
Marie Bonfils, Claudia del Fierro, Karima
Andrea Furuseth, Erlend Grytbakk Wold,
Golnosh Hosseini, Rina Eide Løvaasen, Marcus Matt, Nicklas Randau, Ihra Lill Scharning
À la recherche du temps perdu is a seminar on
memory which combines fields as diverse as
art, documentary, history, economics and ethnography. A range of art practices and texts,
with their ambiguities often too uncertain to
be clearly classified into hierarchies and types,
will be studied and discussed (Maria Thereza
Alves, Roland Barthes, Walter Benjamin,
Manthia Diawara, Jimmie Durham, Harun Farocki, Édouard Glissant, Renée Green, Ângela
Ferreira, Hubert Fichte/Leonore Mau, George
Kubler, Christopher Williams, Heimo Zobernig…,
or Shandyism as a form of a curatorial practice
[Helmut Draxler]).
The problems of classification are intended
to stimulate experiences and create a mental
space between the art practices and texts
discussed; the seminar will be designed to
encourage participants to create their own
meanings in a field of serial movement of
dislocations, overlappings, variations; in a field
of “metonymic [logic]; (...) of associations, of
contiguities and cross-references”.
HERLAND, THEIRLAND
Guest Teacher: Andrea Ray
Credits: 5
Participating students: Siri Borge, Golnosh
Hosseini, Joana Pereira
A place on the map is also a place in history.
– Adrienne Rich
The title of this course is taken from the 1915
utopian novel by Charlotte Perkins Gilman titled
Herland. It takes as its premise a 2000 year-old
all-female civilization that is discovered by three
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male explorers. The novel addresses feminism,
community, subjectivity, travel, ethnography,
landscape, and the problems with written histories. This course will begin with the novel and will
expand via ideas taken from “Postmodern Geographies; Feminist Politics of Location” found in
Questions of Travel by Caren Kaplan furthering
discussions of displacement and placement.
from the opening of Herland:
This is written from memory, unfortunately.
If I could have brought with me the material
I so carefully prepared, this would be a very
different story. Whole books full of notes,
carefully copied records, firsthand descriptions, and the pictures – that’s the worst
loss. We had some bird’s-eyes of the cities
and parks; a lot of lovely views of streets, of
buildings, outside and in, and some of those
gorgeous gardens, and, most important of all,
of the women themselves.
We can read this opening sequence as pointing
to the problems of journalism, ethnography and
translation – all of which have been subjects
long explored in artists’ works. There are other
questions posed in this passage that are pertinent to thinking through artworks. For example;
how is our understanding of a work affected
when the entire construct is framed in hearsay
or rumor? What if the reveal was found later
rather than earlier? What happens when we
dream of another life, another circumstance?
How might your work reflect such utopian
drives? From what subject positions are they
portrayed and communicated? How can descriptions of landscape operate as a metaphor
for community, subjectivity or history? This
course will expand discussions across a broad
range of concepts and disciplines.
The material to be read and seen during this
course is meant to provide a research base
from which to propel ideas and material for
new studio work. While this course is primarily
a seminar, participants will be challenged to
think through these ideas with visual means to develop proposals, sketches and/or models
of new work by the end of the session to be
discussed individually with the instructor and
as a group. Because this course will be taken
up primarily with the two texts, a folder of
additional readings and artists’ works will be
provided for participants’ future reference.
BENJAMIN – ADORNO, THE THINKERS
THAT CREATED CRITICAL THEORY
Lead Teacher: Professor Gertrud Sandqvist
Credits: 15
Participating students: John Alberts,
Christian Bang Jensen, Marie Bonfils,
Christina Bruland, Markus Bråten, Julie
Falk Christensen, Jóhan Martin Christiansen, Marten Damgaard, Meise Fabricius,
Angelica Falkeling, Andreas Franzén, Karima
Andrea Furuseth, Marianne Glimsdal, Erlend
Grytbakk Wold, Mads Juel, Sindri Leifsson,
Marika Markström, Marcus Matt, Helene

Nymann, Helena Olsson, Nicklas Randau,
Emelie Sandström, Daniel Spies, Julia Stepp,
Mina Vattøy, Joana Pereira, Jonas-Petter
Wallner, Jesper Veileby, Sunniva Weissbach
Wejlemark, Line Åxman
One of the most well-known and used forms
to analyze society and culture is Critical
Theory. It means a kind of conversed reading
of the surrounding society, often in the form
of an essay, and often negotiating breathtaking new insights. Those who invented Critical
Theory, through Institut für sozial forschung,
still are the giants within the field, despite successors such as Jürgen Habermas and Susan
Sontag amongst others.
Walter Benjamin, Theodor Wiesengrund-Adorno,
Max Horkheimer, Herbert Marcuse, Erich
Fromm with others shaped the new tools of
analyzing in the totalitarian Europe during the
1930’s. Their thorough and bold thinking still is
the foundation to critical thinking. In this course
we will specially focus on the cultural analysis
of one of the perhaps boldest of all the bold
within this group, Walter Benjamin and Theodor
Adorno. We will read their texts, of course, but
also their correspondence and other texts that
will help us understand these giants of thought.
_
MFA / THEORY COURSES:
ANALYZING YOUR OWN ARTISTIC WORK
Lead Teacher: Professor Gertrud Sandqvist
Credits: 7.5
Participating students: Andreas Albrectsen,
Martin Berring, Ingrid Furre, Sindri Leifsson,
Jessica Sanderheim, Ihra Lill Scharning
Objectives: The course offers a model for
analysing 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.
Content: 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.
_
MFA / CRITICAL & PEDAGOGICAL
STUDIES COURSES:
WORK STORIES
Guest Teacher: Magnus Bärtås
Credits: 3
Participating students: Kim Engelen, José
Tomás Giraldo, Ana-Maria Hadji-Culea, Karin
Hasselberg, Nikolaj Kilsmark
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A work story is a written or oral narrative
about the forming of materials, immaterial
units, situations, relations and social practices
that is, or leads to, an artwork. In conceptual
art the work story is not only crucial for the
understanding of the art work – the very order
of the sequence of the making and the action
often have symbolic, metaphorical, metonymical or political meanings. Work stories often
have concluding and encapsulating forms
that strive to embrace complicated and large
courses of events in condensed form. As in
all narratives they are works of exclusion, and
what is left out is sometimes as important as
what is included. They may be narratives in the
form of media descriptions, background stories
or foreground stories, they may be instructions, scores, protocols or sometimes even
just titles. But they can also have an extensive
structure, be long, complex, essayistic, journalistic, or have the character of commentary
tracks to films. Work stories speak primarily
about processes, and processes are ongoing, which means that work stories both are
taking place in a zone of transition/transaction
where they have an influence back and forth
between the artist and the public.
I think it’s very important that we as artists
work and act from our own set of premises
when it comes to writing, talking and sharing
our work stories, that we take a standpoint
of the strategies of inclusion and exclusion,
but also how this is related to the act of
self-narration.
In my lecture I will give examples of different work stories and self-narration in art. Day
2 the students are asked to present one of
their works (an existing work, ongoing work
or planned work) as a condensed work story
– either as a score, or instruction for a work,
as short story, or in any other suitable form.
These stories will be presented and discussed
within the group.
THESIS & EXAM PROJECT
Credits: 30
Participating students: Claudia del Fierro,
Stephen Dupont, Kim Engelen, Ana-Maria
Hadji-Culea, Karin Hasselberg, Tina Helen,
Tobias Karlsson, Nikolaj Kilsmark
Each student submits a twenty page written
thesis in English, which is assessed by an external examiner. The thesis is written in essay
format, exemplifying a critical and analytical
understanding of pedagogical perspectives
in artistic practice. In addition to the thesis,
students deliver an exam project; either
preparing a discursive seminar, conducting
a workshop or developing a specific project
with a pedagogical aim; an oral presentation
of the student’s exam project, and a public
presentation of the exam project.

Course description

Course description
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External visiting lecturer of fine art
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Programme administrator for Critical &
Pedagogical Studies (MFA)
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MFA 2
Andreas Albrectsen
Una Margrét Árnadóttir
Daniel Peder Askeland
Martin Berring
Johan Eldrot
Ingrid Furre
Tiril Hasselknippe
Martine Sepstrup Jensen
Sindri Leifsson
David Nilson
Maria Norrman
Jessica Sanderheim
Maiken Stene
Linda Spjut
Julia Stepp
Bjarni Tor Petursson
Sebastian Wahlforss
Critical & Pedagogical
Studies MFA 2
Claudia del Fierro
Stephen Dupont
Kim Engelen
José Tomás Giraldo
Ana-Maria Hadji-Culea
Karin Hasselberg
Tina Helen
Tobias Karlsson
Nikolaj Kilsmark
MFA 1
Jóhan Martin Christiansen
Marten Damgaard
Helene Gjølme
Kaare Golles
Erlend Grytbakk Wold
Niilas Helander
Ingvild Kaldal Hovland
Loui Kuhlau Fjellander
Marika Markström
Helene Nymann aka Ima
Helena Olsson

Joana Pereira (exchange student)
Ihra Lill Scharning
Marianne Skaarup Jakobsen
Jesper Veileby

Marcus Matt
Nicklas Randau
Jonas-Petter Wallner
Line Åxman

BFA 3
Sofia Berti Rojas
Marie Bonfils
Simen Godtfredsen
Karin Hald
Young Jae Lih (exchange student)
Nora Kapfer (exchange student)
Ida Bakke Kristiansen
Emma-Christina Landqvist
Ronni Lykke Lauridsen
Kalle Enok Lindmark
Rina Eide Løvaasen
Sandra Mujinga
Emelie Sandström
Kathrina Skarðsá

Ph.D students
Rosa Barba
Matthew Buckingham
Mats Eriksson
Marion Von Osten
Andrea Ray
Frans Jacobi
Apolonija Šušteršič

BFA 2
Markus Bråten
Angelica Falkeling
Karima Andrea Furuseth
Dick Hedlund
Lavinia Jannesson
Hanni Kamaly
Johan Lundqwist
Ingrid Sofie Ofstad
Marie Raffn
Daniel Spies
Mina Vattøy
BFA 1
John Alberts
Meise Fabricius
Julie Falk Christensen
Andreas Franzén
Marianne Glimsdal
Oscar Hagbard
Golnosh Hosseini
Mads Juel

For more information please visit: www.khm.lu.se

		

