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2 Editoridal

This is not a book.

When | first arrived to work at IASPIS at the end of January 2021, amidst the pandemic

that“d hit worldwide, the site was quiet but for the few grant holders in residency.

The atmosphere was much like when we return home from a trip: everything is hushed,
and somewhat still. The institutional body was working from home, and took turns being
on site. The grant holders had ownership of the space, and fostered their own rhythms,

mostly beyond the institutional.

Although the usual climate of publicness was completely contracted, an internal, almost

domestic space had advanced. It was a very singular moment.

Instead of trying to make up for this lack of publicness, | looked instead into the institution
as a space for and of knowledge-production by coming closer to the practices and grant
holders on site. | acknowledged the internal aspects of the residency, reflecting over the

knowledge that existed here.

Until March 2021, we worked on the online spring Open Studios together. At the end of
that project, an invitation was cast for me to stay on with the residency program for a few

months.

Pursuing a culture of gathering, from the stance of the grant holders” practices, | rhymed

the different questions they provoked, as a space for thinking together.

So, Request & Response: conviviality and reflexiveness was born from a need to fluster
things, seizing this energy of collectiveness, amidst that singular atmosphere that"d

formed.

The gatherings happened in the kitchen, on Tuesdays, usually between 11:00 and 12:00,
in an effort to lay a rhythm. They were informal, amongst us, at times with a guest invited

to come think with us.

The format meant a request was put on the table, and we responded to it, in a convivial
setting, and a reflexive manner. The requests were topics, questions, readings, exercises,
and valuable elements of a process. Request & Response became a liminal space
between internal questions, and a discursive digression with other practices, subjects,
thinkers.

Throughout Request & Response, 14 grant holders were in residency in different periods.
We did not make the gatherings public, in an effort to maintain a level of trust and
proximity — the convivial. When a guest was with us it was important, even from a Zoom

screen on their end, to offer an internal quality of our gathering in the kitchen.

A tentative program developed.

Our tentative program, the gatherings formed, the dialogues that we shaped, blemished

the different practices, and ourselves.

Leaving space for the expressions and expansions that each gathering gave us, we invited
the different guests that”d been with us to leave a trace of what had been. Some of the
grant holders themselves have also offered to leave a trace.

A trace is not the complete truth, but a sign, a symptom of the existence, or the passing of
something. This transient quality is how we chose to relate to a possible record of Request

& Response.

| want to thank IASPIS, for the generous year in this institution; my colleagues, for their
relentless support; all dear guests that openly came to think with us, and were so giving;
Behin Roozbeh, for the beautiful work designing the folder and putting the traces
together.

| want to thank you, incredible grant holders, whom | have had the privilege to work with.

December 2021




Happened also on the 8/6: Sandra Medina and filmmaker/artist Andreas Bagge

‘7/ Prog ram NO TRACE HERE S
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May

I: 4/5,11:00-12:00: Heritage, ldentity and Commodification
NO TRACE HERE
Conversation on heritage, identity and commodification. Reading of fragments of texts, such
as Michael Landzelius” “Commemorative Dis(re)membering: Erasing Heritage, Spatializing

Disinheritance”.

I1: 11/5, 11:00-12:00: Archive
NO TRACE HERE
Conversation on archive, with the reading of fragments of texts, such as Achille Mbembes “The

Power of the Archive and its Limits”.

ll1: 18/5, 11:00-12:00: Gézde llkin, expanding on own practice
NO TRACE HERE
From lockdown in Istanbul, online grant holder Gézde, told stories about the process of her last

works, and connected to our talk about the Archive.

IV: 25/5, 11:00-12:00: Resilient Stitch
TRACE FOUND ON PAGE 23
Guest Claire Wellesley-Smith, was invited to share thoughts on her latest book “Resilient Stitch”,
and think with us about reclaimed cloth, slow processes, methods of production and narratives
of use, archival research and community stories. We were interested in how Claire sees and uses

cloth, dye and stitch as carriers of the natural and social history of place.
June

V:1/6, 11:00-12:00: Migration and meanings of regeneration through a series of
journeys in search of salt practices
TRACE FOUND ON PAGE 27
Guest Katy Beinart, was invited to share thoughts on her research-practice “Detour and Retour:
Practices and poetics of salt as narratives of relation and re-generation in Brixton”, and think with
us about migration, ocean as connectivity, performance, ritual, participatory research, memory,

heritage and pasts.

VI: 8/6, 11:00-12:00: Affective past, Hauntology, Immersivity
TRACE FOUND ON PAGE 29
Guest Colin Sterling, was invited to think with us about affective past, hauntology and
immersivity; and how artists, designers, architects, writers and other creative practitioners

engage with the past and heritage as spaces of critical enquiry and reimagination.

Dance grant holder Sandra Medina and collaborator Andreas Bagge, invited us to come down
to the Dance studio for an interview about what home is /can be, what feelings of belonging and
exclusion it brings us. The interviews will be used in a pilot film where they explore how to build
the film Hemsjuka (Homesickness). A docufictional work; a fiction close to reality, where Sandra

is a researcher recruiting patients for the study of Homesickness.

VII: 15/6 Open sharing moment with fika or lunch
NO TRACE HERE

We sat together for fika and talked openly.

VIIl: 22/6, 14:30: Workshop Sandra

NO TRACE HERE
Dance grant holder Sandra Medina and collaborator Ellen Séderhult, shared a work-in-progress
presentation, documented as memory, followed by a discussion. The work explored sounds”

musical choreography, creating a new space.

IX: 29/6,13:00-14:00: Archival work, The Garden of (not) Forgetting, in Tutun
Deposu, Istanbul
TRACE FOUND ON PAGE 35
Guests Dilsad Aladag and Eda Aslan, by invitation of grant holder Gézde llkin, shared their
project and practice “The Garden of (not) Forgetting”, thinking with us about personal archive,
cultural heritage, social memory, migratory movements, sociopolitical investigation, practices of

remembering, archives, urban heritage and unofficial heritage narratives.

July
Summer break

August and September
Focus on autumn Open Studios

openstudiosautumn202l.iaspis.se/

September

X:7/9,13:00-14:00: Personal reference index, the rhetoric of the image,

the obtuse, psychology, collective consciousness, mythology and fantasy
TRACE FOUND ON PAGE 43
Guest Marcia Sa Cavalcante Schuback shared thoughts on the obtuse, the idea of a personal
reference index as things we carry around with us aesthetically, psychology, collective
consciousness, mythology, fantasy, and what Mark Frygell brought us as one of the theoretical
references that marked him, Roland Barthes, “The Rhetoric of the Image”, and the three classes

of messages within the image.

Xl: 14/9, Fiction and the character
TRACE FOUND ON PAGE 51
Guest Javier Montes, shared with us a listening piece/pod, telling us of the research over, and
writing of the mysterious and controversial character in Brazilian history, Luz del Fuego, which
gave rise to the book with the same name. With focus on the question of history, fiction and
the character, we asked how one accesses the past, and the meanings of doing so through the

reading and writing of a past character, in contemporaneity.



Xll: 21/9, 11:00-12:00: Post Workers Theatre -
Guests Dash MacDonald and Nicholas Mortimer, shared with us the work of Post Workers Theatre,
a design troupe investigating the future of politically engaged performance, reimagining historic

forms of creative resistance for a contemporary context.

Xlll: 28/9:16:00-17:30 Fiction, archive, art
TRACE FOUND ON PAGE 67
Guest Marisa Brown opened two discursive sessions focusing on the power of fiction and art;
and art in the institution. We listened, talked and thought together over the meanings of fiction,
archive, art, public art, black futurism, architecture, preservation, spatial justice, decolonization,
institutions and critical heritage.




Chiara Bugatti

Studio grant holder in Stockholm
I July - 15 November 2021

Born 1991 in Lecco, ltaly.

Lives and works in Stockholm

Chiara Bugattiis a visual artist. In her mainly sculptural practice, she studies objects and
tools when they become devoid of their primary function, analysing their physical properties
and historical associations, their possibilities of form and impact on their surroundings.
Desires, ambitions and future visions become concrete within the built environment, as do
failures, refusals, flaws and obsolescence. When monuments, buildings or infrastructures
lose their original purpose, they return to a state of being simply material, reminding us of the
fragile landscape where they once belonged and the politics of power and control underlying
their existence. Bugatti addresses these topics through sculptural interventions, installation
and video. Between construction and decay, and within these processes of transformation,
materials become mediums for exploring the space they inhabit, revealing the complexity of

its syntax and the vulnerability of its structure.

During her residency at IASPIS, Bugatti plans to experiment further within the framework of
her performance series “Rehearsing brutality, until it is totally destroyed”, initiated in 2020
in collaboration with the Stuttgart Ballet.

Chiara Bugatti holds a BFA from the Accademia di Belle Arti di Venezia, Italy (2014); an
MFA from the Ume& Academy of Fine Arts, Sweden (2016); and a Postmaster from the Royall
Institute of Art in Stockholm, Sweden (2021). She was a fellow at Akademie Schloss Solitude
in Stuttgart, Germany (2020). Her work has been recently exhibited at Kunstmuseum

Stuttgart, Germany (2021); Boré&s Konstmuseum, Sweden (International Sculpture Biennial,

2018); and Uppsala Konstmuseum, Sweden (Anna-Lisa Thomson Scholarship, 2016).

chiarabugatti.com

Katarina Burin

Studio grant holder in Stockholm
8 November 2020 - 30 June 2021

Born in Bratislava, Slovakia. Grew up in Toronto,

Canada. Lives and works in Cambridge, USA

For the past ten years | have been based in Cambridge, Massachusetts teaching as a Visiting
Lecturer and then Lecturer in the Department of Art, Film, and Visual Studies at Harvard
University as well as being a recurring guest lecturer at MIT’s graduate art program in Art
Culture and Technology. Prior to that, | lived for almost a decade in Berlin, Germany. Throughout
all this time | have been continuously active as an artist, exhibiting my work in public institutions

and in galleries, both in Europe and the United States.

In my artistic practice | work with a wide variety of materials and techniques including different
types of drawing; sculpture in concrete, metal, wood and board; ceramics; textiles; printing;
text; and forms of curation and exhibition design. Working in museum, gallery, public space
and the space of both existing and imagined architecture, | often intervene and reconsider
narratives both historical and personal. | use archival material and invented forms, true stories
and imperfect memories—blending fact and fiction sometimes in equal measure—to produce
installations, images and objects that are at times functional, at times fantastical, occasionally
commemorative and often mysterious, playing with levels of subtlety and immersiveness.

My work posits the human and the overlooked against the broad stories of history, using the
individual—even an imagined individual—as a lens onto past times and how our understanding
of them continues to ripple today. | put pressure on the belief systems of the archive and | draw

out feminist counter-histories.

Katarina has recently received a Now+There Public Art grant, a Graham Foundation grant,
and was a fellow at the Radcliffe Institute for Advanced Study. Recent solo exhibitions include
Providence College Galleries; Anthony Greaney; Usdan Gallery at Bennington College;
Neubauer Collegium of the University of Chicago, ViPer in Prague; Significant Other,

in Vienna, 2020.
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Lisa Trogen Devgun

Studio grant holder in Stockholm
I April - 30 September 2021

Born 1984, Norrképing, Sweden.
Lives and works in Stockholm

Lisa Trogen Devgun’s practice is based on the function and aesthetics of global logistics,

the influence of which she believes permeates our entire society. In recent years, Lisa has worked
with materials from the logistics sector, including pallets and plastic containers, and her practice
has expanded from pure installations of readymades to other more or less invisible systems that
underpin our way of life. Her large sculptural installations incorporate photography and video,

to reveal automated systems and production chains where human beings are absent.

During her residency at IASPIS, Lisa will focus on materialising the presence of the

human hand in logistics.

Lisa Trogen Devgun has an MFA from the Royal Institute of Art (2020); and a BFA from
Konstfack University College of Arts, Crafts and Design (2015), Stockholm. Recently, she
participated in Leaking Container, Index Festival 2020, Stockholm; Royal Institute of Art
Graduation Show, Royal Academy of Fine Arts, Stockholm 2020; objects of horror, Vera Baxer,
Stockholm 2019; DELAY STRUCTURE, Gislaveds konsthall, 2019-2020.

lisatrogendevgun.com

Mark Frygell

Studio grant holder in Stockholm
I April - 30 September 2021
Born 1985 in Umed, Sweden.

Lives and work in Stockholm

Mark Frygell’s work challenges our notion of what is commonly referred to as high and low
culture. Recently, his practice explores the relationship between mythology and fantasy in

art history, individual reference and the broader collective context. Mark uses the process of
collecting, sorting and sketching as research to intuitively produce work. He remixes signs and
signifiers from the peculiarities of mainstream culture, art history and folk art. What presents
itself as an odd figurative expressionism is, in its core, an exploration of material, composition
and references where the visual world unfolding is a consequence of digging through the bin

of our collective unconsciousness, presenting it from his individual perspective.

Mark Frygell studied at The Academy of Fine Art Umed, Sweden; and Akademie der bildende
Kinste in Vienna, Austria. His work has been shown at Moderna Museet in Stockholm; ZKU in
Berlin; VasterboWens Konstmuseum in Umed; Galleri Andrehn Schiptjenko in Stockholm; Galleri
Thomassen in Gothenburg; Chart Art Fair in Copenhagen; among others. Since 2018 he is
represented by Galleri Andrehn Schiptjenko in Stockholm and Paris.

markfrygell.com
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Frida Hallander and Asa Norman

Studio grant holders in Stockholm

| October 2020 - 30 June 2021
Frceta. Born 1981 in Dalstorp, Sweden.
Lives and works in Stockholm

KV;&/. Born 1984 in Stockholm, Sweden.

Lives and works in Stockholm

Frida Hallander and Asa Norman have collaborated closely since 2014. Their most recent
collaboration is an on-going artistic work, The factory girls — The wilful textile worker, that wants
to highlight and discuss the conditions, knowledge and resistance of women in the textile and
home industry; their willingness and self-will, which is expressed in organization, professional

pride and strategies.

During their residency at IASPIS, Frida and Asa will work on a book, and artistically in various
materials, around the play Fabriksflickorna — makten och harligheten (The Factory Girls — The
Power and Glory) by the directors Suzanne Osten and Margareta Garpe (1980). The play and
its comprehensive archive and documentation material address a complex historical process of
the Swedish textile and clothing industry in the 1960s and 1980s, during which several industries
underwent a restructuring process. The project examines how the textile industry has left traces
in bodies and how the experiences of these bodies have erected the industry. Through crafts
methods, Frida and Asa listen to testimonies and knowledge from the Swedish textile industry;

a restructured industry that today faces global, social and ecological challenges.

Frida Héllander is a craft-artist and holds a PhD from Konstfack and HDK-Valand The Faculty
of Fine, Applied and Performing Arts, University of Gothenburg, Sweden. Her doctoral thesis
Whose Hand is Making? A Sister-Text about Craft, Class, Feminism and the Will to Contest
(2019), includes a case study which addresses the thematics of textile and the collective story of
women that have worked in sewing factories and homebased industry.

fridahallander.se

Asa Norman is a textile artist educated at HDK Steneby, Dals Langed, Sweden, and Konstfack,
Stockholm, Sweden. Her work deals mainly with how different female organizations and
formations have been formed socially and politically throughout history, but also in the present.
She is often researching how ways of working within the field of textile can organize acts of
resistance.

asanorman.com

Juan-Pedro Fabra Guemberena

Studio grant holder in Stockholm

I October 2020 - 13 May 2021
Born 1971 in Montevideo, Uruguay.

Lives and works between Stockholm, Berlin

and Montevideo

Moheda (1966-2016) is the working title of what | want to develop as an interdisciplinary art
project. The subjects are: memory, myths and identity creation of a particular culture/site/
geography. The starting point of my research is the actual ruin that is now the abandoned
(and obliterated) refugee camp of Moheda, located in southern Sweden. During the 70’s it
accommodated mainly political refugees from South America. | myself arrived to this very

camp in the late 70’s as a child fleeing with my parents from the dictatorship in Uruguay.

Juan-Pedro Fabra Guemberena graduated from The Royal College of Art (MFA)
in Stockholm, 2002.

His work has been exhibited extensively internationally, among other in the exhibition Delays and
Revolutions, at the 50th Venice Biennale, 2003; My Private Heroes, Marta Herford Museum,
2006; The Moderna Exhibition, The Modern Museum of Art, Stockholm, 2006; Favored
Nations, 5th Momentum Biennial, Moss, 2009; Ist Biennale of The Americas, Denver, 2013;

The School of Kyiv, Kyev Biennial, 2015; University Of Disaster, at the 57th Venice Biennale, 2017.

He is represented in collections such as The Modern Museum of Art, Stockholm; Sammlung

Goetz, Miinchen; and The Wanas Foundation, Knislingen, Sweden.

Latest exhibition includes an online (confined) production of the monologue Kassandra by the
dramaturg Sergio Blanco. Fabra Guemberena has collaborated with performer/dramaturge

Oxi in Helsinki staging a non-binary Kassandra who, from inside quarantine, narrates present
developments. The play is remotely directed and filmed with a mobile phone. The masks of the

ancient Greek drama are now replaced with facial filters.

juan-pedro-fabra-guemberena.com
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Gozde llkin

Online residency 9 April - 30 June 2021
Born 1981 in Kutahya, Turkey.

Lives and works in Instanbul, Turkey

| work on domestic fabrics such as table cloths and curtains, which are characterized as spaces
of identity and culture. The material gives some details about the social process as a kind of
memory-object. | use these fabrics as stages or space, that allow me to install my motifs and
images onto them. Stitching process and working with fabrics help me to depict today’s cultural

information, political and social relationships, and gender issues.

While in residency, | will focus on stories about symbols of power in family issues. | will search
images, objects and stories that are representing movements of social change including power
issues. | am planning to realize an installation as a stage, with an arrangement of drawing,

fabric-poetry and sound.

Gozde Ikin studied painting at the Fine Arts Faculty of Mimar Sinan University, and Master’s
degree at Marmara University, in Istanbul. Selected solo exhibitions include Organized
Habitation, Galerie Paris- Beijing, Paris (2019); Cruise of Endless Confession, Francoise Heitsch
Gallery, Munich (2019); Absent Demonstration Gézde lkin, artSumer Gallery, Istanbul (2017).

Selected group shows include The Event of a Thread: Global Narratives in Textiles, Istanbul
Modern (2019); Dancing with Witches, A Digital Exhibition, British Council (2019): 15th Istanbul
Biennale “A Good Neighbour” (2017): Spaceliner, Arter, Istanbul (2015).

gozdeilkin.blogspot.com

Lap-See Lam

Studio grant holder in Stockholm
I April - 30 September 2021
Born 1990 in Stockholm, Sweden.

Lives and works in Stockholm

Using fiction as a tool, and particular interior aesthetics of Chinese restaurants as a formal
language, Lap-See Lam draws attention to the cultural history of these spaces and how the
idea of a place constructs notions of cultural identity and belonging. Through sculpture and VR
technology, her work constitutes an expanded anthropological enquiry that explores the fluidity

of language, identity and cultural histories.

During her residency at IASPIS, Lap-See plans to produce works for an upcoming solo exhibition

at Bonniers Konsthall that opens in spring 2022.

Lap-See Lam’s work has been presented at venues including Magasin Ill, Stockholm (2020-
2021); the collection exhibition at Moderna Museet, Stockholm (2019-2020): Galerie
Nordenhake, Stockholm (2020); Performa 19 Biennial, NY (2019); Fondation Cartier, Paris

(2019); Moderna Museet, Malms (2019-2018): and Lule& Biennial (2018). In 2021 she was
awarded the Dagens Nyheter Culture Prize.

lapseelam.com

)



Sandra Medina

Studio grant holder at The International

Dance Program in Stockholm

15 April - 30 June 2021
Born 1979 in Stockholm, Sweden.

Lives and works in Stockholm

Sandra Medina is a dancer, actress and choreographer with a long experience of working within
interdisciplinary practices. She is a freelancer based in Stockholm and works in the dance and

theatre field. Since 2004 she is part of a collective platform called Bastardproduktion.

Important and recurring in my work are collaborations and co-creation; exploration of
the contract and contact with the audience; humor, openness, intersectional perspectives,
improvisation, the unexpected; the body as my guide; adaptations, resistance, power

shifts, restoration.

During my residency at IASPIS | will focus on two projects. Hemsjuka - performance presented
in 2018, which | am revisiting and adapting into a film exploring homesickness, our time of
geographical, ideological and social homelessness; our bodies as homes and places; and
choreography and empathy as means to grasp cases of homesickness. Going where the sun
keeps shining, together with the choreographer, dancer and vocalist Ellen Séderhult. We will
explore sounds” musical choreography, making this interdisciplinary work create a new space,

somewhere we have never been before.

My projects within different collaborations include: Newfoundland, 2003; Nobody is completely
evil, 2005; Ingelngelnger, 2007; Svensk Norm- Skulle du vilja se den har férestéliningen, 2009-

2011; Measured Moment, 2013 -2017; Skippin through the graveyard, 2014; Allt du énskar, 2016;

Bothering the othering, 2017; Bodywood 2017; Hemsjuka, 2018; Dom outtryckta, 2019-2021;
The dark heart and the sweet part, 2019-2021.

bastardproduktion.se

Sebastian Moske

Studio grant holder in Malmé

20 June — 20 September 2021
Born 1984 in Stade, Germany.

Lives and works in Berlin, Germany

In my artistic practice | work with the Western literary canon as an archive of emotions
and a possible psychological template. Text-collages of cut-up lines become the base for
performative interpretations. Video-images are shot at locations in the city | visit relating to

the texts; used as stages for narrative investigations.

During my residency, | will focus on the Swedish literary canon while discovering the city of
Malmé - whereby I'm very interested in the history of the 20th century, the construction of the
Welfare State, and the literary traditions concerning crime.

The video »| myth you« will be shown at Gallery Night Malmé in C-Sal, at Malmé Konsthall.
The video is in collaboration with Mary-Anne Buyondo, Hans Carlsson, Saga Garde and

Yasmine El-Baramawy, and will be the first of two videos dealing with my time in the city,

with questions around community and society, and the pleasure of narrative thrills.

sebastianmoske.com

(7



/8

Tatiana Pinto

Studio grant holder in Stockholm

| October 2020 - 15 October 2021
Born 1978 in Rio de Janeiro, Brazil.
Lives and works in Stockholm

My work combines activism with artistic research, particularly in relation to architecture.
Perceiving buildings as engines for social change, | unveil and expose neglected narratives of
the built environment in order to advocate anti-capitalist, anti-fascist, anti-racist and decolonial

spaces in our cities and society.

My artistic practice also reflects upon my own responsibilities as an architect, and my position
as an artist engaging in social and political struggles. Experimenting with different media,

my interdisciplinary approach uses art spaces as a platform for public engagement.

While at IASPIS, | will research and prepare Act 3 of Trialogue, a tripartite play/performance
about architecture, politics, sexism, fascism, colonialism, modernism and personal responsibility.
Acts I and 2 centered on the meeting of three existing characters and voices, confronting
different narratives in order to write a counter-history. Act 3 is a conversation between Oscar
Niemeyer, the most prominent Brazilian architect and an icon of Brazilian modernism; trained
architect Aida Boal; and anarcho-feminist writer Maria Lacerda de Moura. Their dialogue will
contest the persistent myth of Brasilia as an acclaimed progressive modern realisation. Bringing
to light the fact that Niemeyer’s 1960 Senate House didn’t include female toilets until 2015, Act
3 evidences the homogenisation, segregation and exclusion inherent to the modernist project.
The absence of the toilets — not to mention the normalisation of this architectural deficiency

for 55 years — demonstrates the various degrees of violence architecture can perpetrate.
Trialogue holds architects accountable for the conservative political agenda present within their
designs. Further, Trialogue envisions how different Brazil’s politics would be today if Brasilia had

been designed by and for women.

| am trained as an architect at the Federal University of Rio de Janeiro. | worked in the field for
more than 10 years, both in my own practice and collaborating with others. | hold a master’s
degree in Sustainable Architecture from Bologna University, and a master’s degree from Bartlett
Development Planning Unit at University College London. Currently, | collaborate with the
post-master course ‘Decolonizing Architecture Advanced Studies’ at the Royal Institute of Art

in Stockholm. Trialogue Actl was presented at Manifesta 12, in 2018 in Palermo, and here in
Stockholm, at the Italian Institute of Culture, in 2019.

Raha Rastifard /7

Studio grant holder in Stockholm
I April - 30 September 2021

Born in Iran. Lives and works in Stockholm

In Raha Rastifard s work, we find traces of transcultural, poetic and historical elements.
Affirming interculturalism, she works with messages that she considers universal, navigating
between disciplines and applying different mediums to her art-works - from painting and
printing, to photography and sculpture. In recent years, Geometry has had a strong influence

in her work.

During her residency at IASPIS, Raha will further study Persian geometries’ footprints in
particular, and geometries in general in the art world and the architectural design. She aims
to further develop techniques mastered during the years of working with geometries, to come

to new techniques.

Raha Rastifard is an Iranian-German artist with a BA in fine arts from the National University

of the Arts in Tehran; two MAs in European and Middle Eastern art history and Iranian studies,
from the Freie Universitat Berlin; and Project Studies in Free Art for Professional Artists, Royal
Academy of Fine Arts, Stockholm. She has exhibited at the Victoria & Albert Museum in London
in connection with her nomination for the Freedom to Create prize; the Pergamon Museum in
Berlin; and several other cities including New York, Pori, Avesta, Tokyo, Delhi and Shanghai.
Latest public art projects include: The Fifth Element, Ostergstland Museum in Linksping,
Sweden, 2020; and Himmels Passagen, tunnel under Tycho Hedéns vég, in Uppsala,

Sweden, 2021.

raharastifard.com



Ayedin Ronaghi

Studio grant holder in Stockholm
I January - 30 June 2021
Born 1986 in Tehran, Iran.

Lives and works in Stockholm

The Gathering is an ongoing project that began as a reaction to what | have perceived as the
splintering and silence within my family and circle of friends in Iran. A splintering engendered by
a chaotic and violent history with decades of political instability and conflict. The project is part
of a series comprising three textile installations with sculptures and text, where | explore how
individuals interact with their violent surrounding over time, the traces left behind, and what they

relate when words are no longer sufficient.

At IASPIS, | will focus on developing the next part of the series, titled THE VIRTUAL TRENCH.

Education: 2017 — 2019 Master of Arts programme, Konstfack University College of Arts,
Crafts and Design.

Latest exhibitions: Eskilstuna Konstmuseum — Solo show March — August 2021; “THREADS”,

Norrtéljes Konsthall, Ayedin Ronaghi — Britta Marakatt — Labba - Linnéa Sjéberg — Leyun Wang,

February — March 2020; “ANTLIGEN HEMMA” (Home at Last), Rian design museum, May —
August 2020.

ayedinronaghi.com

Stefan Tcherepnin

Studio grant holder in Stockholm
4 November 2020 - 30 |une 2021
Born 1977 Boston, USA.

Lives and works in Stockholm

Stefan Tcherepnin is a mixed media artist, composer and musician. His work often takes the
form of immersive, meta-narrative installations that integrate painting, sculpture, video and
found objects. Tcherepnin’s approach is inherently collaborative and he frequently unites with
other artists, musicians and writers to create environments in which spontaneous actions and

performances may unfold.

Alongside his visual art practice, Tcherepnin is a composer and performer of avant-garde
music. His critically acclaimed recording of visionary composer Maryanne Amacher’s Petra
for Two Pianos (alongside pianist Marianne Schroeder), was released by Blank Forms Editions
in 2019, as was his band Afuma’s debut album, Songs From the Shore. His duo PSST (with

drummer Paul Sigerhall) also released a cassette, Real Gospel, on Stockholm imprint STYX/
PTROLEUM in 2019.

During his residency at IASPIS, Stefan intends to produce a mutating immersive installation,
connecting with other creative individuals interested in unlocking, activating and channeling
transformative energies through found and produced objects. He plans to document the creative
process and present the resultant emergent narrative structure as a video, and in performances

(musical and otherwise) with and by participating individuals.

Upcoming exhibitions: Aspen Art Museum, USA; Le Consortiom, Dijon;
Fitzpatrick Gallery, Paris.

Recent solo exhibitions: Kunstalle, Zirich; Stedelijk Museum, Amsterdam; Freedman Fitzpatrick,

Los Angeles; Real Fine Arts, NYC; Francesca Pia, Zurich.

Recent group exhibitions: Dependence, Brussels; Blank Forms, NYC; Greene Naftali, NYC; Halle
fur Kunst, Lineberg; Thbisili 16, Georgia; Kiinstlerhaus Bremen; and Kunsthaus Glarus.

freedmanfitzpatrick.com/artists/stefan-tcherepnin
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Not Here Anymore

For PRl sod Donvky

Some years ago now oy grasdmother Dosochy, by then in her mad 805 and wufforieg from
dementin, wis placed i 2 home for the elderly. Shontly shierwands, | helped my father chear
out & fow boloagrag from the small terraced howe she hnd Sved in almost ber entire bife - 2
Victarian “twoup, two-down’ = Thoerton Heath, Seuth Loaden,

I haed mirt vstted e bowne for some e, bt Mitle had unged smce my own chiddbood
Back then Litthe Nan, s she was sffectionaicly bnoes, would tale grest pleasure in foeding
me jelly and ice crvam a1 sat wasching cartocans after scheal. The tedevision was still there,
slang with che faded wallpaper, the ashray ssand | used 10 prevend wan 2 sword, aad the
sagging ercol-suyle safa (with flonal upholuery) | woudd st in for whae seemed be houn
without end

For veasons | can no bonger remenber, | had an ol canera with me tha day, sad | decided 1o
ke o few plorures of dhe space before we removed the furmiture. | can think of so other sen of
photegraphs that evole the mveltisemoey feefol & spiace in qute the way these paciures do, for
me 3t Jleast. The suefaces and texteres are not past fanibar, they sre charged wah memery,
sccumelated over years of mtimuse dweling, Eack phosograph erupts with the swoonds, smeclls
sod gestures of my own chidbood, bet it is also clear that this personal ayer masks
sonerhing decper the innumeradle strata lasd down by domestic Me, suddealy revesled
throegh Latde Nas's sbscace. Fiiching throegh the images now | am remioded of Brian
[Dillon"s swertion that ‘so hewse could be swoee congrebenvively stocked widh the detrits of

3/

the past than the eongty house” (2005 20). Absonce expones tane and memory i ways that
the heyynew of habitation never could

For my grandmothber, the unchanging condition of her hoene was 2 soerce of both comfon
axd agnation. Like many people nuffering from dementia, ber sene of the peescne 3ad dhe
recent past was Doeting, whsle her abilty 1o recall more Sstam lives snd cxperunces
remsned strang, One mnage reveals this o stard Lerems, Mo ahows & hand-wrtien sign sitached
00 the oven with two dear messages: TURN GAS OFF / PHIL NOT HERE ANY MORE
While the farmer i the kiad of peactical reminder many people may besefit from, the bter
speaks to 2 mace profound dislecation, PNl in this case being miy grandacher, wha died of »
heart smtack more than thirty years carker,

Eecounteriag sggrm o labels that seck to communicate the mcaning or hastocy of certam
spaces s » farndliar pant of the comernporary werkd; one mpoct of the widesperead
‘heriraghanon’ of covironments ghobally. In many ways the sign szached se my
grndmeiher’s oven could be read in o siomdar fmbion. s sfoer all an Maempi 10 reverse
fergetfulacas and reveal e “trath’ of & particulsr place ot & pacticslar teme. What it she
highlghes however is 2 fendasental gap between cxperience and remembrance io this
setving. » gap brought o by the memary loss asuociated with dementia but acceotumned by
he space Hsel, w0 loaded wuh meaniog and memary as 90 be & sowrce of comstant
disonentation. | anll sernember the immense sadness 1 fell seeseg this pragmatic yet pognan
sugn, imagineng Litthe Nan jolted by the acws of her husband’s absence cach e she estered
the bitchen

Whar dees i mean for space and words s betray ane sother” Foe ek memory 10 be
condronted by the sharp realities of noa exiteace? The siteple relrm ‘act here smymeee’
underpens so many of the peactices we have come 10 undersiand s hertage and memory. As
Harmah Arvadt famosnly scgued, bumas doods are ‘the mont fatide and perishable things oa
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carth; they hardly outiast the activity #tuell and certainly by thermaelves can sever aspire 1o
that permanence which even ardinary se-abyocts peasess whes they oular their maker's
e’ (1954 [2004); 34), Coumbess steategres have heen devised 10 bridge 1he gap betwees that
which lasts and that which perishes: songs, statees, plagues, photegrapha, sechives, mescuna
And yet for mry grandmother it was - paadanically - the lons of memory that beought Phel
closer again, 3 seraw of szachmese no dosbt bosghtened by the peesorvation of her damentic

The guestion of sbacnce i alve central 10 2 text | huwe ertumed to on rumerous occaaiens
over the paos fow yrars, samely Howaed Jacobnon's semackable novel [ a dysopian work in
which vaned forms of bistery and memory are actively suppeessed s the service of »
oollecuive smoess. Fanily hetrlooms, geacalopcal research sad moooments and memoruh
arc all probibied in this werkd, with every member of society given 2 new nane and told to
Sorget their cetgire. As 2 resuk of this crasure, it is 8 poculisrly depthicn sealory: hollow
fargivenes i encounaged ever “recallection and pemance,” while saciemt charches have beoe
‘meraly botomed” through the smoothing over of gargoyies and other “enil” protresicns (2014
119). Perhagn maint 1ellingly, Prowst is oo losger read in this wedd (altheugh the adjoctive
Prowtian lingers on 10 descride an erndalming of the past i ‘marlsd memaery’).

The reascn for this actve ammesia s sever addresaed divectly, Inmtead, the reader o fovced 10
plece 1wogether @ vast collective trauma, violent and erifynng, theough slgs of the tengue sad
thinly voled references. "WHAT HAPPENED, [F IT HAPPENED' (2 this scismic everdt in
described throsghout the book) woemns to have taken place “off screen” - indood, wome
characsens Bogin 10 sunpect thas it may never have happened a¢ all Rememhosnce bocomes »
hankless tash in this contest. Histary snd memory see 10 be svonded ot all conts, even wiile

Tohe vintage’ anefacts peoliferate in the faded murkets of the capetal, s city seen through &
sheet of scratched Perspex” (134).

ZZ

The pavage seproduced here, which | shared 2z part of the IASPES Boguonr £ Regpoase
seron, takes place in the same city, At thas poiat in the saeranive the book’s pratagonm
Kevern Cahen stands before a deselact house in Cobemtown, o Sstrce onie ocoupued by
wealthy famibes but sow largely sbusdoned or tahes over By srall indasery, Here, the

suppressed puot erapts indo the present, taking oo » rawnens and physical clasenes it lacks
civewhere.
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Standing befoor 3 diaased houre wieh booken windows and ‘old newnpapen sufied imo the
better boa,” Cohen wonders o he might fmally reconnect with a past thar has always seemed
yast own of roach. “If you could hosr e sea i 2 washed-up shell,” ashs the narrsoe, ‘why
shoubdn't he hear the past i this derelction” Kevern knows the connection be feels in thin
place is tenwows - his name is & recest trvention aod cffectively meaningles, after all - but i
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Refesences

Dilsad Aladag and Eda Aslan
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Request and Response:
conviviality and reflexiveness

The Garden of
(not) Forgetting

29.06.2021
Eda Aslan - Dilsad Aladag

With the kind invitation and organization of
Swedish Arts Grams Committee / the IASPIS programme,

this booklet aims to introduce our work and share a reflection on our
practice that was inspired by our conversation as part of the
Request and Respond: conviviality and reflexiveness program

i ".;.l? !
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The Garden of (not) Forgetting Project asks agamst the possible
destruction of place to be forgotten: “Is it possible to record a place, to
keep its memory alive, to make space for the garden in urban memory?”.
The project, which was initially centered around the Istanbul University
Institute of Botanics, Alfred Heilbronn Botanical Garden and the plant-life
established here; gained new layers as it extended its focus to the archives,
and the stories of the garden’s founders, Institute of Botanics was founded
in Stleymaniye in 1935, by the Jewish German scientists Alfred
Heilbronn and Leo Brauner who were forced to leave their homeland
during World War II. Alfred Heilbronn Botanical Garden, which was
established within the institute with seeds from gardens in vanous parts of
the World and plant samples collected in Anatolia, still hosts hundreds of
plants today.

The ruling to hand over the garden estate to the Presidency of Religious
Affairs and to demolish the Institute of Botanics, which was officially
announced in 2017, called attention to the building's relationship with the
city, collective memory and heritage. In 2018, the Institute of Botanics
was moved to another building affiliated to Istanbul University. Currently
owned by the Istanbul Mufti, the future of the garden and the institute
buildings, whose ties with the university have been severed and its
premises left in ruins, is still uncertain today. The Garden of (not)
Forgetting, which was initiated in 2017 and developed in cooperation with
various institutions and archive owners, has tumed into a collective
struggle for remembering and reminding within the landscape of Istanbul
which has ceaselessly been a host to exiles. With a transdisciplinary
approach, the project has been evolving through different mediums. The
exhibition is designed as an intermediate point where the project’s outputs
and production process are shared.




Reflection on the practice of The Garden of (not) Forgetting

Forgetting Lowenthal highlights that “what is potentially visible is omnipresenmt”
in his pioncering study on the concept of the past and its position in the present.’
What is hidden from everyday life and excluded from narratives of the present, is
about to be forgotten? Aware of that question, our curiosity on the long-standing
neglect of the garden morphed into extensive research on the arca that the botany
institwte and garden is bocated. Findings of our rescarch, “Memory of a Place and
the Topography of Destruction”, showed us that layers of this land arc strongly
bonded to each other through different displacements and exiles. While showing
this, our research aimed to intiate a dialogue by telling and listening to the stories
of disconnected inhabitants of the land to prevent an appearing risk of a current
displacement,

Remembering One can feel the urgency for remembering when one is just about 10
lose something. While the political and social sphere strengthens the advocacy of
the built architecture, the conditions, political and social, led us 10 the preservation
of the endangered in other dimensions like memory. We started a journey to record
and preserve an endangered space by discovering the potentials of “remembering”.
Our hybrid remembering practice assembled scientific, artistic and architectural
methods 1o transcribe the senses of space and memories of place. The gathering
was the core of our practice.

Gathering It consists of the arts of wandering, noticing, collecting, and preserving.
While the modern origins of the act are related to power, the gathering can become
a way of resilience in a moment of crisis. Going back 1o even ancient origins,
gathering as a practice 1o stay alive, it can create resilience and repair through
persistence and repetition. We were wandering in the garden, every week, until it
was closed. Walks for noticing the cycles of plants, collecting what is about to be
forgotten, preserving them in dia casseties, in text, between pages and in drives...
We were wandering in various cities, in institutional or personal archives; we were
noticing repeating names, faces, muances of dissonances and commons. Also, we
were gathering with people who connected to the institute and the garden by heart:

Relatives of professors, brave academicians, curious historians, attentive gardeners....
Every visit strengthened the bonds, we became alliances in this resilience against
forced forgetting. This part of our journcy became a book titled “Many places on
the trail of a place™, Our remembering and gathering journcy became a collective

Assemblage Ashihan Demirtag, defined our practice as “a camicr bag story™, “a
collection of open-ended assemblages of entangled lifestyles™ by referring to
Ursula K. Le Guin and Elizabeth Fisher's writings.? In ber words, the Garden
of (not) Forgetting reproduces a disturbed space by gathering together multiple
geographics, histories, stories, species and hopes in the singular universe of the
garden. It is a performative repair that offers an accessible transcription of the
inaccessible.! Between the 16th of April and 6th of June 2021, more than two
years afier the moving of the Institute of Botany and while the Botanical Garden
still existed but was not accessible, we opened an exhibition and called it a station
in a long continuing journey. We invite others to wander around the open-ended
assemblage of The Garden of (not) Forgetting. A botanical garden, a herbarium,
an institute or an archive, are places of open-ended assemblages, transcriptions
of inaccessible places created with differemt ideologies but with the same focus,
to remember, A garden conserves plasts from the world in an existential crisis,
a herbarium preserves seeds gathered from Anatolia and beyond, an institution
reproduces knowledge and lastly, archives keep representations of nonexistent and
and inaccessible... The assemblage we presented was a reference to what we saw,
however, with a language that will challenge the inherent didacticity and hicrarchy
of the previous assemblages while inviting us to remember what they preserved.

1 Lowenthal, P E D, Lowenthal, D, Duvid, L (1965). The past & 2 fosnign country. Kirlbatl: Cambeidge University
Prem

2 “The Carricr Bag Theory of Fiction™ [ 1985, in Women of Vision: Essays by Woemen Writing Sciesce

Pction, od. Diembse D Poat, New York: St Martin's Press, 1988

3 Askhas Demirtay. (2021) OF Carrier Bags, Gardens and Bowes [Catalogue for The Garden of (nat) Forgetting
Exhibition]. latanbed: Authoc
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Marcia Sa Cavalcante Schuback
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Tmages on words

The distinction between images and words is quite old For many, this disputs is 3t the cere of
Wewters radiion and arses from the invention of the phoectic alphabet. The phonctic alphabet
e be soen as the introduction of a separation between figures and traits, and as such which
has ntroduced & kisd of icosic differeace: the cne between 4 figure and a trak, the figurative
and Bhe abatract, the figurative and the limguistic or discursive. This is the main view conceming
$ic difference between Meroghyphs, idcograns and phonctic slphabet. Hence the adeas that
images how the poverty of lasguage and language the poverty of images. In any cass, what is
at stake is the culteral and civilaanonal comviction that cnc and the other differ in nadure, and
where the ene “talks™ the ofher becomes “silent™. These views consider that image and meaning
stroggle, that the “image & in & certain manner the bmit of measing™. Reland Barthes, this groat
roader of sigas, challenged these traditional views mnsofar ax for him image is always meanng
and meaning an image. Images are linguistic in an intricate way a5 miach as discourse s
imagetic. If saditionally sgra belong 10 the discursive and nguntic realm, Bal &, w language
s opposod 10 image, Shen what is 10 be challonged is the relation between image and words -
how woeds arc images? How maginative and imagetic are words? Or with Barthes words: are
there images without woeds and words without images”?

There are many kinds of images and of woeds. Words differ morcover in nutare whes wrisien
o sabd. There is also somcthing very intriguing in how images and writicn weoeds relate 10 cach
other, since written words arc abio images. 1t |s quite strange that the writien weed, althousgh
also being an image and bavieg wach a palpable materiality ~ thus it is writien upoa some
roaterial SEppont: 3 stone, 3 papryTus, & sheet of paper, & soreen ~ Sond 1o draw the whols alienton
10 its “unmatenal™ force, which is the ene of significations and mecanmge. N avorsskeng tha
the imagetic Gmension of the written word withdraws rendering msigmificant for sigrification
the Eact that writien words aee traits om 3 maleral support.

ks an inspirisg nfluestial werk sbout the Rhetoric of the Inage, Roland Rarthes Sscunsed the
Enguistic, dscursive or rhetoric structere of images. He pays atiention 8o the images of
advertsements, always accompaniod bry words and messages. His obscrvations bod bim 1o stale
Bat our contemporary cultere is ot a caltuse of Images as commonly statod but rather 2
“civilization of writieg - writing and specch contaneing 0 be the full torms of the infoematiosal
wrecture”™. This is because the costemporary mmage reveals basic feateros of the discunive and
thetoric structure of an image. Departing froem images of advertsemaont, [arthes extracts a triple

kddﬁwﬂkmﬂuhniwwﬁaaliﬂkwﬂe“dm
that commanly sccompanics the image of an advertisersent), & cedified ok mesage (=
additional signification that is desotned only by o image revealing moral and celtunl valees)
and a non-codified mesage (Bat i conmotated by the image x image, 8 culteral message, with
implication of acvietic values, related very much to how the image is plastically amanged).
Analyzing the first level, Barthes™ question i which is e function of (hese words and maanings
in relanion 10 the image s such? Do they duphcase the information that is commenicated by the
image oc'and do they 2im %o add iformation? Barthes' answer 1o Bhese questicns Is Sat the
words and sayings addod 10 images has (he double fanction of “anchorage™ and “relay™ they
fix the "foating chain of signifieds™, help chossing the “comect level of perception™ (for the
sailte of comsumpron) and meduating therelry adeclogy through sebile “dnpasching”™. As “relay”,
seats, words and saying play 3 complementary sole 10 images, as in cartoons and comic sinps,
and what he calls "relay-sext” is cxamphifiad by texts in films that advance actiom, co-exising
with (he Fam-images.

When salyzing the two other levels of mewsage incrusted in the image, the mousages (hat the
image a8 such produces, the one of desctated or codified messages and e ather of cometated
or nen-codified messages, Narthes comparcs photography and drawings. Thas compariscn is
mww~mmwuumm~wuummmw
since it is sbout traces in & matorial support — arc imtertwingd, & question that Darthes docs nat
addeoss caplicitly is thes text

Barthcs imists Dhat here Is no image which would be parely denotaned, that is, an image withoet
2 code, “a literal image in a pure stase”™, Shas s Barthes says, “the charactoristic of e literal
mossage cansot be substastial but only relational”. Photegraphy rendered possible the myth of
2 message without a code™, the myh of “photographic naturalsess™. 1f any mimetic or imitative
act, which defines indoad for ham what an image is, is tramsormative - even the most Sihful
copy of things =% in & tromype ‘ool painting sraraforms the living nature in satre marke -
mam-ummwulnumlsmu.emw
mimesis. Mhotography can claim this extrems literality — & message without code — bocasse
rather thas tramformation, it is & recording, 3 mechanic captuse of the scene there. It is aboet 2
mechamical capture iwicad of & human, and it is this mechasisn that confers the cartitads of &
obpoctivity, However, literad image is ot image void of meaning bet “an absence of meaning
full of ol the measings™. Bat the point in which this belicf cn phatography's full objectivity
and aorality becomes critical is above all associated with the photographie “Bere”. According
10 Barthes, “the type of consciousness the photograph involves is indeed truly unprocedented,
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since it ostablishes not 3 consciowness of Bie being-there of the thing (which say copy couM
provoke) bt an awarcness of s havieg-boes-dhere™ . Darthes brings the question of mimetic
a1 and representation, the problem of licrality, objectivity and evidentiality 1o its coee - the
bere and sow, 10 the beizg-there, its here-oow drawn against a theve-thes.

This explains why he discusscs photography n cootrast 10 drawing aad ot 10 paisting o
asoher represersational ant. In relation 2 the mesnieg of Iacraliny, Barthes departs Bom
Mumumormummwﬂu.um
its missetic or immasve character, Differertly from photography, the drawing is 2 coded
message ot Bhree levels, Dardes argues. A drawing reproduces something at the basis of “rule-
goversed transpositions”, from historical codes of wassposition. There is an ant of deawing. Ia
the second level, drawings imply & scparstion betwoes what &s significant and what =
imdgeificant, since drawing never drawy cverything, # reprodeces a part of the whole. Contrary
to photography, it cansct frame. In the third level, drawing demands learming. Morcover, a4
Rarthes claires, the moral of drawing and the moral of photographry are not the same, issofar
drawing has 1o do with a transposition operated by mcans of the human cloment while
photography with regoler through 3 mecharee clomert. Bat the main pom related to
photography ard this distisction with drawing is the temporal aspect of these spaces of literaley
~ which the photography and the drawing of somcthing comtitete. Whereas e drawing
exposcs the being-there of what is drawn, photography cxhibits a here has been. Drawing draws
the reality of fhc here; phetography, its wneeality. Drawing is always selated 10 a presest at hand,
indood with the peesence of the hand, while photegraply with the sos-hand, the mecharical
recording which prescnts now the nonaow of the have been. There is Bowever an important
aspect in this contrastive relation between photography and deawing thal Roland Barfhes doos
nat develop bere bt in ofher 1exts, as in his text on the drrwings of Cy Twombly. It has w0 do
with how both photography asd drawings are writings photography mcans ctymologically
Rghtwriong and what i wrising if not lines and trasts drawn on 3 paper, on & scroen, on an
existing matcrial sspport? Heredde Flacence (1879 1904), a Fronch imvenice and scicatist, who
moved and setthed in Rexed in the late 19 centary, the e proncer of photograply sad suthor
of the first photographic segister of the Americas, still mknown also in France, made very
isteresting photographs and deawisgs relating photography %o dawing and dawing
phetography’. e ssthored abio & whole snady of moophomy, of birds sieging in Be air looking

' Rofand Barthes. “The Rhetaric of the hrage™ i fmape-Maic- Text, Sicphas Heath transl. London:
Fostana Press, 1977, 84,
T pertde Horerste Nt [/ fen wiipodia org/wi Mérodes Farenie
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o bind’s Mights as traits in W air, 35 3 kind of bird-wnting, emibography. Relsad Barthes did
mot know of Plorcnce’s work bt it is interesting to see how Barthes i his Shoughts Srought
agether phatography and drawing deyend the probler of the rhctonc of the smages

In bis ety oo Cy Twembly, Roland Narthes describes Twomibly's doswings as wniting,
gostarc “that peoduces it by permiting & fo Amger: & blur, alment & blaich, & segligence, “scraps
of indolence™ . And he calls aticomon 40 fhe most decisive, namcly 10 how everything is writing
- drwwing or Bight- or binds-writing - is about the movenont of the hand drawing lines®. What
matiers is the trajectory of the movemneet sot the visual perception of the work, not the rele but
the play’ Indood, it i the play of life sad death, of eros and destriction, in & single pesture,
dowing Be naivety of all disloctics. In & siagle gesture, Twombly's drawing usites by “m
issrmitable stroke, bodh mscripoon and craure, childhood aad culare, drift and invention™.
Rarthes i cxtracednanly porspicacions when commidermg (hat drawing shows the witing =
what comes froms the surface and not from sy iteriarity, cither of the subject or of the obyect
-t shows the background, # s somehow the very hackground, the very material soppon that
Wity — in this scane wrising is erag¥in, has graffinl as its ousence. As we can read in Unis same
essay. “we know that what conuinunes galfia is i fact scither the inncriplion not the meisage
bet e wall, (o background, the suface (the desktop)™. Writing = e cxccm of the
backgroend, what happers when the drawing msirunent 100ches appecachcs the paper’s or say
suppont”s surface and texture.

Mark Frygael’s works, which | have osly potien scquamied with virtually, scom 1o extablish o
Salogue with some of $he menticood potiors above. The paintags reminded me of el
poimsings, Gemacives puited &5 tathoos on surfacos of maginary cities. 1 say “remnded™
bocause tot havisg seen them live, not having boen ahlle 1o cxpericace Bem in Be studio or
exhibetion, not haveag boen capable of focling their axe and pliysical proportons, their pouible
testare, | have soom them onlly partially, | sepeeded them In & ro-mindodly way, thal i,
conoacting them 1o some extent spoatancously 10 what cane into ary mind. And what came

inso my mind were taticos and evral paistings in Los Angclos, masierly documensed by Agnds

* Mokt Barthes, Oy Twombly: Wortn oo Poper, S0 /(g sdreord et ComVBast/ASBNG400 0 want.
Rerihes 1y depediy worty 00 Pager 2373 158

* iidorn, 144

R

* dudore. 166

 idemm, 357
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Vands i by Mar Murx froem 1981, This free association rendered clear the Tak between So
paintings ~ which | haven't soon bo realicy — and Fryggel's shetchboads Kaires Ar. /. Kossten
och Konrbeprepynt and Pavnvag heyond iteell’

Kalros Nr. 1, Koasten och Keasthegreppet (found in markfrygellcom)

Paisting Beyond ltself (found s markfrygell com)

These shotchbooks sve drawings oo writings, indood, wrilings on writngs, on & cern kind of
writings which arc prmted icats on art and sesthetios, 00 texis aiming $o define s, 10 Scterming
i, 10 fix # in the disquiet of thoory. This, what is theery if mec the disquict of nol kasowisg what
MnTﬂmh-wmmwpnmmmMMcmw
mmvmmmwmuumwwuymnmam-um
ah:tm&oawhﬂm«admtmﬁc&mmwfmm“
Those drawings arc a performative actvism, thus they are 3 gesture, & gesture of imesTection
mmuwlaupmdunlndmhhm&hnhdumml.m
expenienced — as 3 soctrs 1o e s & city wall, as walls of exclasion, upon which voces are
written, aro drwam aod mnaged, epoa which mages namate soces With these comections,
with the images deawn upos the peimted book, m & revolted scraich, hurting the swfsoe,
renderieg e violonos of the srface bocomes visible, it is possiblc to vision the priied book,




SO

the theorics of st and scshetics as murals upon which thoory reveals itself as what knows loss
what thoory is thas what art is. The viokwing hand upon $e institaticnalized space - the book,
the wall, the mural - opesing this space for unpeadicted figares, forms asd Waits, afwost lot
sound $he mermers of (he scratching pen wpon He paper, Putting these shetches m relation 1o
the paintings and both in relation w0 the munl pantings in Los Angelcs, and in so many city
walls now, where fhe tattoocd skins aad the cement serfaces of walls cosfiase coe with the other,
the trembling body of life emcrges sometumes, suddonly, in its singule wgencics. A hand s
there - showing that what is fhere is the is-there. Scraschos are scrcams of the hand. The word
writiag i French ~ dorire — incledes crier, scocam, in itself, There might be a mere profound
Lk betwoen writing and screaming, and even with arying: and maybe writing is above all a
sulfocated scream of an omerping sisgular body on the surface of 3 workd, which has Become
3 huge cement wall against the fragile force of the muliple ways exisence cxmts 24 drawing
lines upon the surface of B, Maybe there is atill 100 moch scream in this writing of the city
walls of theory - %00 much narrative, but the wesblng movement of the hands drawing lines
is 80 istense that it calls the images 1o the writing, 10 the lines of drawing, demasding 2
comtirasous sewriting of all hese differences

Marcia S8 Cavalcaste Schuback

Javier Montes

Faoin: Frelion and e characten
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-Luzz del Fusgo lived on that island.

We are leaning against the miling of the forryboat that comnocts Rio %0 the
island of Paguetd, in the conter of Guanabara Bay, It is the first time that | have head
that name, and in my place & dog would have raised its caes, bocasse when my fellow
traveler, an clderly and sman-locking lady who owss a house on the islasd, peonounced
it, she switched from Portuguese to Spanish, It is seldom wsed in Rio, aad not many
words spoken in it are hesed. She pronounces “Luz el Facgo®, not “Luz do Fogo,™
making an cffoct 10 conform w the diphthong difficult for & Beazilian. Aad she has
lowered her voloe and chasged ber 1o0e 10 promounce it with a kind of old-fashioned
mischief, betwoen complicty and modesty, as if e foecign kmguage made (he name
cven more indecent.

The usksown same, more exotic precisely and curiously for being Spanish,
has glowed for a second like a wisp, Or rather as 00 of those ctermal flarcs that emenge
from $he endcrworld in some parts of the planct snd that | have sees in Turkey. They
arc fed by selfurous usdergrousd gases, and Bhe ancients bebieved them 1o bo vents of

Hades or beeaths of demons buriod in antodilovian battics,

Perhaps # is the sonority of the same i Spasish, enlivenad by the nostalgia
for mry own lasguage, o perhaps the offer of complicity, mmplicit in the woman's tone,
Dat puts me on the side of the other woman, who was clearly an ostcast: | Ble outcats,

those who skip the tacit laws that demarcase what s admisiblc and iradmisble withis
the enchossre that was their lot af birth. Perhaps il is the leaniag towasds the showy and
& certain Lle for cxaggeraton that & woman who renames hersell widh a name of $at
caliber allows to guoss. it may have 0 do with my sympathy for thoss who sin and
condomn themsehves rather by excem than by defadlt, by those who rik and lose
everything by poing 1o fiar and not by falling short i Seir bets. | am intngoed and
sometines impeessed by the restraint, the circumspoction, the seriousacss of some
people, bet alhough | can come ©0 cavy Sicir mettic and their phlcgn, neither one nor
the other ave cxactly vistecs for me. Suscly, stoering the wheel with dexterity helps one
get %0 & good port, but | peefer those who grab it with full hands and esjoy every tem
and pet bored of staring wnflinchingly ot » goal,

And maybe P'm just sdorming the messory now. The fact is that for some or all
of the above reasons, ot that mament and before knowing anyding else, | am convinoed
that if somecne who callod horself that way had a life %o match ber name, # will

undoubtodly be interesting 10 know everything possible sbout il

This is what | wrole that same day:

“A scighbor of Bhe ishand, she always lived nakod and dasced in theatens in

Rio with tralsed snakes. Veory famoss in the fortics, thea &sappearad. Nobody could
wicp on her iand deossed (Isla del Sol). Very loag haie. She wore clothes only when she

wentt oul i her boat %0 shop (Luz del Fuego). She made the boatman pet drossed 400,
INVENTED STORYT SEARCH*
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The boat appeoaches the Paguetd dock and we move awary from fie doscried
island. From a distance # looks like 2 heap of roend soncs with &ry bushes and a couple
of sparso troes.

My mother covered our eyes when her boat appeoached, so $hat we would act
soe her naked.

A year Later it camnot be said that 1 have advanced much in my search,
intcrmitiens, not methodical, less assiduous than fickle. Moee than a full-blowa
irvestigation, ustil now it has resemblod what the Eaghah, with their gifl for embodding
» whole wealh of nsances and mcanisgs into a monosyllable, call a guesr. | cannct
think of a satisfactory translatos is Spenish for that mixture of wanderng and rescarch,
which is almest more dnfting han sailing bet docs mot junt rewalt in pure wandering as
long as the almost orasod tracks of the ose who marked the path before, however
tortuowm, arc dstizgaished.

Bocesse after much searching. it sarns ost $at the complete bebliography oa
Lux del Puogo, inside and cutede Bracd, is reduced 1o a couple of books; making it
wrmecessary 1o check in luggage Before boarding the shoet fight from Rio that takes me
0 spend Christeas in the Gends of the family of 2 friend, south of Misas Gerais. s
B hotest hour, | have a fever and | have fallos aslocp s an armchair in the Fving
room. In the kitchen they prepase Christmas Eve dnscr and In the gardon $he children
of the house play by Be pool. 1 feel 50 bad that | can’t even read, and | have kefl my
book oa the chair, The cover is a closc-ep of Luz del Puego, with ber eyes samvowed and
hor mouth ajar, in 2 gestere that abio reveals the sepanstion betwoen her two incisors,
that dasstemna that foe the Geeeks was a sign of dvine choice. Her mane covers half ber

face, and she wears a kind of headband made of dricd lcaves and berries. The moment
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of rapoure Is so crodiblo, her abandonment socmma w0 complete, that it takes coe ©
undorvtand that more thas ber, it is her photo that is so beastiful.

The father of my frend, who speaks very htle, who enjoys having the house
fell of guests and relatives but prefors to rescrve himaclf a tutclery role asd imervenes
litthe in the conversations, passes by the soom. Secing the book, he changes Ms face. He
makes 3 gestare that suddenly makes him look much yosnger, almost 3 lecrager,
-Luz del Fuego!

| sit up, groggy from the hest and fover, He has used a tone sinsdlar 10 that of
e woman in the boat, who must have boen about his age. It also invites complicity,
alhough st at all medest: | realize that those wosld surcly be the respective lones used
by posh boys and girls from e Rio of forty or fifty years ago o talk sbout Ber.

Wighout sitting down, he begins 10 1ell e (or rather 10 remember out loud)
that ofics, i his adolescence, be looked for photos of her in magazings, that kis friends
and be were never allowed %0 enter the theaters where she daaced with ber famous
snakes, and that once be saw her walk saked along Copacebana beach, 0n an ke oream
cart, smiling fally and foBowed by a cdeering crowd.

1 & struck by the sedden loguacky, his private and retouchod versios of
things that are told differently in the Book | am reading. And above all by e way in
which those memorics transform him. But my reflexes are show because of the flu, and
before | can drrw him into a chat, he stops short, secovers e severe i of 2 patriarch,

crases the exoned boy who he onoe was from hin voice aad feom his face, and goes out
o $e garden, almost cmbarrassed all of & sedden, without actually flipping through the
book 10 which be reached out ot first.




A moorh later, back in Madnd and aftor much scarching on the islernet, |
receive an email from a Branlian collecter of old magarines who sells a copry of 4 Nadre

Istroda, dated Augunt 15, 1950, ks the cover photo Lux 8 Fecgo appears feigning
scrror before someone weariag a skull mask and under a fell-page headline:

*LUZ DEL FUBGO, DRESSED 11?
Sensationad roport om pages [0and 11, *

The owner, very comeet, details the inatructions for paymsent and shippieg of the
isswe, and then makes a full stop. [n the next paragraph, he swilches from vood © A4,

*“1 thisk one of e things that imterested you in the maganing was the peeseace
of Luz d¢l Fuego. For your knowlodge, # comes to my memory fhat in the carly sixties |
bagan © go froquently to the iland of Pagueth, and on the way we passed very closs to
the small iskesd where she lived. On some of those occasions, | have the certainty of
having sees her, and naked. To give you an idea, at that time fhe journcy lasted
appeoximately two hours, and somsctimes (he commander of the boat would purposely
pass very close 1o the island, slowing dows. *

| sonse for the thind time = isflcction is the tose similar 8 that of my frend's
fathor and that of ssy ncighbor froms the boat 1 Paquesd. While reading it, there is
alssost an soditery mérage (1 think there is no procise woed, in Spasish of least, for that
seasation): 1 seem 1o hear mry snknown correspondent and scee, 1 seem 10 hear,
saddenly, the cxact tones of Be voices of my two previous interfocstors,

And | perfectly recognine that tose full of mtention and sonorous italics. |
would albmost say, that Mile Sone, that foniso. | heard i (38d then hated &) often as
child and adolescent froms sdults: it inclades amusensent and scom, appeechenson and a
hiet of comempt. It seems good-bmmored but hides an uncomcioss hoatility that would
be denled in vehemont good faith by those who me it, if they were reproached. And
Sere in i # 3 vagee commineration for its Gstast chject hat would perhaps become
aggressivencas and cvens hared If that object got 100 close, s if Bhe sufficioncy and
soourity of thoso who wse #t were neither so safe nor 5o sufficient when swilching to
shorser &istances.

s 2 %00 of class, of course. That transcends borders and jumps occans,
shared Broegh some kind of soclal osmosis by the well-appointed homes, the right kind
of people from distant countrics and cven distant times, by all those who siscerely
peociaim thesuschves aad really consider themucives normal, de fods o vids, Wving thew
lives as God istended. [t is a wone loaded with unspoken but indestructible comventions
and coavictions (the more ironclad, in fact, e moee urspoken). It is the keystone of the
vaslt Shat rises and is imtantly foeged over the heads of these who use it and hose who
lisses 10 il it peovides a roof aad & force field and a refuge, it demarcates an inside and
an owtside, an wr and a thew,

A tone of chass a3ad something more: the tone of 2 bygone time. Like the fossil
verichra fhat allowed the first palecanclogists 10 peadict and describe the entiro skclcton
of an amodilevien ansmal, | think agaie that pordaps by rescarching about Lex &
Fuego | will leam a lot about the social edifice and the dome of ideas, desires and

prejudices that were raised 1o leave her out, about the plan and design of a constrection
of dudTuse forms and vague internons, Half defonsive and half offesaive, &dlicult 1o
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describe, bul in sy case, very recognizable at first sight by $he vast majority of us who,
Brazilian or not, were bom and rased withim very smilar, of not identical, walls.

Without having met that Lex del Fucgo, knowing alesost nothing sbost her,
despite the fact that & wornsn who dasced saked with saakes in the fabulous Rio of the
1950% has bde 10 60 with us and our clroumstances, ot that moment | convineed myself
that it might be possible to guoss her, recognins her, enderstand ber perhaps. Bocame of
cosnse what | do guess, enderatand aad recogeize perfoctly is the tone used by these
who tell mse aboet her.

Inference and analogy are often tricky and do nat meet the quality chockups of

the best logic. But preciscly thanks %o both, guerts (gropiaga? ventisgs? snocpiaga?)
have an advastage over more thorough isvestigations and rescarches: they may nat
provide evidence of amry crime of sellably idenndly the culpait, bet hopefelly sometimes
they manage % owuline the corpus delicw and the back ground landscape against which it
stands ot

Post Workers Theatre

Faom: Feat- é(/méa/w/ Theatie
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this prodective work a much 'grgar
rambar of those taking part n'the
groups, by means of collective ‘
writing. As a reguiar actiwty,
independantly undertaken by each
group, ftcan have great results, not
only in the material produced, but
by way of poMtical g technical
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Post Workers Theatre is 2 desgn
troupe investigating the future of
politically engaged performance,
reimagining historic forms
of creative revstance for a
contemporary contest,

This publication is 2 short towr
through Jprojectiincluding historic
referemnces, and documentation of
PWT productions, with extracts
from scripts and song BOoks
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THE SAMECOCOURTROOM DECAIMS AFTER TN
YOTE  PREJUDICE IS BACK,
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200 50 reproaenl A MNe COMONPOTATY Courinos
bt s oone is extremely nabalanced. Biased
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THE MARCHING SONG

We mix from many lands
We march from very far
In bags, on backs, on bikes
Your tood., our Wages are
|

1 : | " :
.|IL' Ill--' WE ICAU 1IN GATKICSS

\:nth'Lf'.‘ 2ig|‘|h Or us!

WHAT IS THE USE IN DREAMING?

ALEXIE 'ha soarnar

What is the use in money?
What is the use in work?

If we never have time to enjoy it
We're working the whole day long
| dream of a permanent contracl
No more zero hour pain
| mayv be a tull time workel
But watch my wages drain
But what if k\L‘hx;'rl;c«f!tvggl|lgl
[0 shorten the wor KINZ week

We sing for a basic income

Protesteroo

1o l;-x.-.nix ||IC L l'x‘(ll". L :l.le




Autohoodening

Marisa Brown

Frem: Fuelzen, archere, ants
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Traces
Scbrritied by Martws Angell Beown
Date: Oovober 27, 2024

Can art be boeratory?
Can artwork or worken (10 Sollow Saldiva Martman | be 2 form of reparatom?
Can a0t take us past the Bmits of hatary and the aschive, into the real?

Can a1 tell 3 cownter Bistary 1o the versions of Natory that we ance accepned 3 fact [again, Saidya
Hartman|? Ace artials actually the best ot showing us ol of e potestisl of cur post-hitory siate?

These are some of the guettions of the Say—and they certainly purt 2 lot on the thoskdern of arthity,
GOt Bhey? I3 Whe we arrived ol this procipice through bundeeds # nat thowusands of yeurs of horsan
Lbaov, in@enity and vichende (ways violeace | each geseration creating ever more powerdd ways of
ewieacting. fonul fuels from the curth, voluntary and involurtary foroed labor from each other._and now
suddenly, we are being called 10 actounl. Our generdion and The nest and The neat [and The neat 7) s
grtting the B and & looks N there Is 0o way that & can be paid, or mayte the read lusues is not That it
o't Be patd, but that we don't want o pay I Rather Than change our Bves, our o0ONOMmYy, oF Our
Oture, It's 50 much easher, BT K 10 000 3 COmanission that pays an artist less than 2 Iving wage %
create work that absoives ea of changing anything? On the other hand [becaute | Bebewe dooply In the
1), wil the works of at created 1oday and DOmaTOw Siwe s ?

In wchool, we learned about power and how It wan datributed this way: the “Tirst eslate” win the
Catholic chergy, the “sevond estate™ was the aristocracy, The “Thind estate” was the peogle, and the
ourth estate” wat the prets. About bwenty years ago, the “Ith estate” got added 10 The chain:
blogpers and other dlernative weilers/Journalnts. Here b iy Question: are a1t he “swih estine™?
Have artists come 10 Aawe such 3 significant role in critiguing The workd onder—and nat aaly crisguing,
bt sugpesting sevesling Mberatory alernatives fawith the rise of socks practice art)—Mat we might et
thinking abowt artists in This way 7 Dot that make T seem less nteresting, mone dull, st ancther
bbyirg prowp In the balance of power? Or doe it feel upiifting, doen It give hope, and does It clevate
the pawer of 217 Naybe 3l of ths saving 501 exattly what artists bargained for. But when | read the
rewnpaper every day 'm not welng aryone olwe up %o It

Y A AT T ST T 5
W1 A T A DT T A DT A AT BT

Bankay, Froe Rebrs Dagen, Wall Moral in the Bowery, New York (Apell 29, 2008 Mhato Wictose
Pickering v Fiicks/ Creative Commona.
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Claire Wellesley-Smith 7/

Claire Wellesley-Smith is an artist, writer and researcher based in Bradford, West Yorkshire.
She studied politics as an undergraduate at Newcastle University and has a Masters degree

in Visual Arts from Bradford School of Art. She is currently a doctoral candidate at the Open
University researching slow craft practices and engagement with personal and community
heritage. She specialises in projects that use local, natural colour, created from home-grown
and locally foraged plants. Dyes and stitches on reclaimed cloth are used in slow processes
that allow time for consideration of methods of production and narratives of use. Claire uses
archival research as the starting point for her work, looking at locations and community stories.
Cloth, dye and stitch are then used as carriers of the natural and social history of place. Socially-
engaged arts projects are a key part of Claire’s practice. Her projects are often long-term
community-based engagements and explore the ways that place, heritage and memory can

connect people to their surrounding environment.

clairewellesleysmith.co.uk

Katy Beinart

Katy Beinart is an interdisciplinary artist, whose art works include installation, public art, film

and performance; and Senior Lecturer in Architecture, University of Brighton. After studying
architecture, Katy has practiced as an artist since 2004, combining art and architecture to make
artworks in the public realm as well as exhibiting in galleries, festivals and biennales in the UK

and internationally.

She uses processes of participatory research and social practice to respond to the context and
history of places and people, and her work examines relationships between heritage, history and
memory, culture and environment, performance and ritual, migration and home. She draws on
past and present material cultures in her projects, often adapting old technologies, found objects
and everyday activities and rituals. Her work aims to reveal and question pasts, and ask how
these belong in the present circumstances of places, and might shape their futures. In this sense

she is interested in memory as a practice that is active and alive.

katybeinart.co.uk

Colin Sterling

Colin is Assistant Professor in Memory and Museums at the University of Amsterdam; and

a Curator. Colin’s research focuses on critical-creative approaches to heritage, memory and
museums. He is interested in how artists, designers, architects, writers and other creative
practitioners engage with museums and heritage as spaces of critical enquiry. He is currently
project co-lead on Reimagining Museums for Climate Action, a design competition, exhibition
and research project that aims to inspire radical change in museums to address the climate
crisis. He teaches across museum studies, heritage and memory, art history and artistic research,
and is a member of the Amsterdam School for Heritage, Memory and Material Culture. Colin

was previously an AHRC Research Fellow at UCL Institute of Archaeology. He was Principal
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Investigator on the New Trajectories in Curatorial Experience Design project (Feb 2019 - Jan
2021), which asked how emerging approaches to immersive and experiential design might
contribute to critical heritage thinking and practice. He was also a Post-Doctoral Research
Associate on the AHRC Heritage Priority Area project (Oct 2017 — Dec 2019), and a Project
Curator at the Royal Institute of British Architects (Jan 2016 — June 2017). He has worked as a
heritage consultant internationally, specialising in curatorial planning and interpretation.

Colin is the author of Heritage, Photography, and the Affective Past (Routledge, 2020) and
the co-editor of Deterritorializing the Future: Heritage in, of and after the Anthropocene (Open
Humanities Press, 2020). He is co-editor of the journal Museums & Social Issues (Oct 2020 - ).

colinsterling.com

Dilsad Aladag and Eda Aslan

Dilsad Aladag is an architect, artist and researcher from Turkey, currently pursuing her graduate
studies in Weimar. She has worked in several architecture offices, been part of exhibition and film
projects and co-founded “Plankton Project” urban collective. She conducts “The Garden of (not)
Forgetting” research and exhibition project with Eda Aslan since 2017. While her artistic research
practice is focused on collective memory, remembering practices and archives, in her academic

works, her main focus areas are the emerging urban heritage conflicts in Europe and specifically

in Turkey, and the role of unofficial heritage narratives.

Artist Eda Aslan focuses on the concepts of history, space, personal and collective memory.
She draws a sharp line between the past and the present, seeking to resist what is erased
through the ephemerality of the now. Through exploratory techniques, Eda traces the archaic,
the documentary in found materials. She runs the research collective The Garden of (not)
Forgetting, which she founded with the architect and artist Dilsad Aladag in 2017.

The Garden of (not) Forgetting received several research and production funds.

Eda graduated from the sculpture department of Marmara University, Fine Arts Faculty, in 2017,
where she also completed her Master’s degree in painting. She is currently pursuing her graduate

studies in Time Based Media, at the HFBK as a DAAD - German Academic Exchange Service
scholar. Eda Aslan is born 1993 in Istanbul. She lives and works in Hamburg and Istanbul.

Marcia Sa Cavalcante Schuback

Marcia Sa Cavalcante Schuback is a specialist in Phenomenology, German Idealism,
contemporary philosophy, and aesthetics. Professor of philosophy at Sédertérn University in
Sweden, she is the translator of Martin Heidegger’s Being and Time into Portuguese. She is also
the author of several books and numerous articles touching upon themes of phenomenology,
existentialism, hermeneutics, and political thought. Among her latest publications are: Time in

Exile: in conversation with Heidegger, Blanchot and Lispector; and Fascism of Ambiguity.

Javier Montes

Javier Montes (Madrid, 1976) is a novelist and essayist. His work has received, among

other recognitions, the Anagrama Essay Award, the Pereda International Novel Prize, the
Leonardo Grant from the Fundacién BBVA, the Santa Maddalena Foundation Fellowship,
and the Civitella Ranieri Fellowship for his inclusion in the anthology The Best Young Spanish
Language Novelists by the literary magazine Granta. He has recently been shortlisted as
one of the six candidates for the 2022 Eccles Centre/British Library and Hay Festival Writers
Award, to be announced at the British Library in London this November 30. Among his
recent books are Luz del Fuego (Anagrama, 2020), The Mysterious Case of the Murder of
Modern Art (Wunderkammer, 2020), Stranded in Rio <Anagromo, 2016) and The Hotel
Life (Anagrama, 2012).

He collaborates with El Pais, Granta, The Lit Hub, Brick and The Brooklyn Rail, and his work
has been translated into English and six other languages. He writes about contemporary art

in Artforum, Art Agenda, Artnews, El Pais, Texte zur Kunst and Revista de Occidente, and has
curated exhibitions, directed seminars and given lectures at the Museo Reina Sofia, Museo del
Prado, IVAM and the Institute of Fine Arts at NYU. He has been a professor of History of Art
at the Colegio Espafiol of Malabo (Equatorial Guinea) and in the Master of Contemporary
Culture of the Fundacién Ortega y Gasset. He has a degree in History of Art from the
Universidad Complutense (Madrid) and achieved the Cours de License at the Institut de | Art
et d"Archeologie of La Sorbonne-Paris [V. Although he has lived, loved and worked in Brazil,
Lisbon, Equatorial Guinea, Buenos Aires and Florence, he always ends up back in Madrid, where
he has family and friends and fond memories and feels as much at home as one can ever feel in

this vast planet.

Post Workers Theatre — Dash
MacDonald and Nicholas

Mortimer

Post Workers Theatre is a design troupe investigating the future of politically engaged
performance, reimagining historic forms of creative resistance for a contemporary context.
They work across a rich profusion of forms, using co-production to confront social issues and
create a shared learning experience. Their aim is to work with diverse groups to explore and
express complex topics in accessible ways. Through performance and play they look to share

narratives of hope and resistance.

PWT is a collaborative practice that brings together Dash N’ Dem, [Dash Macdonald and
Demitrios Kargotis] and Nicholas Mortimer. PWT have over 10 years experience producing
participatory and performative projects and exhibiting internationally with a variety of partners
including: Arts Council England / Tate Liverpool / V&A London / Helsinki Art Museum /
Barbican / Dundee Contemporary Arts / Critical Media Lab Basel / Cabaret Voltaire / Subtext
Berlin / Create London / Athens Biennale / Kunsthal Viborg.

postworkerstheatre.com/about
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74 Marisa Brown Traces from the grant holders 75

Marisa Angell Brown is a cultural historian and critic with interests in public art, architecture,
cities, preservation and spatial justice. Her new project, a book tentatively titled Inheritance:
Dispatches from the Heritage Wars, explores recent conflicts over representations of Black and

Indigenous people in historic buildings and spaces.

She is the author of “Can This Place Be Decolonized?” (Places Journal, forthcoming),
“Preservation’s Expanded Field” in Doing Public Humanities, ed., Susan Smulyan (Routledge
Press, 2020) and “Preservation’s Existential Crisis” (June 19, 2020), National Trust for Historic
Preservation Leadership Forum. Her writing has appeared in The Providence Journal, Art New
England, Perspecta, Buildings and Landscapes, and the Journal of the Society of Architectural
Historians, and her exhibitions and installations have been covered by Metropolis, Architectural
Record, the National Trust for Historic Preservation, and Rhode Island Public Radio. She
delivered the keynote address, Inheritance: What We Preserve and Why, at the January 2020

annual meeting of the Providence Preservation Society.

Brown is the Assistant Director for Programs of the John Nicholas Brown Center for Public

Humanities and Cultural Heritage at Brown University, where she teaches graduate seminars ‘ ‘
titled Introduction to Public Humanities and Critical Approaches to Preservation and Cultural

Heritage. She is Korean-American, and grew up in Dubai and New York City. She has a PhD

in the History of Art from Yale University, an MA in History from the University of Chicago,

and a BA in Religion from Princeton University. She serves on the Executive Committee of the

Association of Critical Heritage Studies, the State Review Board for the Rhode Island State

Historic Preservation Office, and on the board of the Rhode Island State House Restoration

Society, where she co-chairs the Interpretation Working Group. Her research has received grant

funding or awards from the Graham Foundation, the Luce Foundation, the Terra Foundation

for American Art, the Society of Architectural Historians, the Rhode Island Foundation, Rhode

Island Council for the Humanities, and the City of Providence’s Department of Art, Culture and ‘ ‘
Tourism. Brown regularly serves on design juries at the Rhode Island School of Design for the

Department of Interior Architecture, and has served on review committees for the National Park

Service and the National Trust for Historic Preservation.

brown.edu/academics/public-humanities/people/marisa-brown



76  Tatiana Pinto

77

A toble for conversotion, for sharing Wdeas, 3 kitchen table for food, food for thouphes

Tobée

The long rectangelar table in pale wood defines the space. We a1 around it in Black chairs.
Moving closer, you notice that the long table Is actualy three smaler square tables and »
rectanguiie cne assembled together to form the total. As we are, unique individuals making
up the 10tal, the Grant Holders of the Swedish Arts Geants Committee, The black chairy are
all dfforent, just as we are differest. We st and talk differently, carrying our accents in owr
VOICES, OUr Storkes, past and futures in owr bodles. The table unifies us at that moment, In
that hour of sitting together. The long haed object in the room, the table, dissolves into an
amalgamating dlemenrt, a Miwid that magicaly amalgamates ol owr differences for one
perpose: a corvenation,

Convenation

The conversation arose from diferent sparks: reading 2 1eat, 2 concept 1o be developed or 2
guest/iriend sharing thelr story. These are some of the diferent warys we've tried to start &
comversation. It didnt abwirys work wel But most of the time it dd. A good conversation
needs ergagement, fluidity, 3 pinch of complicity, presence, respect and concentration, It i
Nt eawy and when it happerd it s 2 delcious meal/moment with a lot of ingrediens/\deas.

[

What 2 usury 10 take an howr 20 launch into words, sounds, movements. Then, to make
yourse ¥ avalable %0 laten, be penerous 1o speak and be free 1o reflect without a divection
or structure but just ventilating thoughts. The conversation becomes 3 fertie groend for
ideas and can aho Bring unexpected commections and generate spaces beyond the physical.

achen

There & 20 window in the kitchen, which means no ratural light and 2o conmection %o the
workd cutside. The place that doean™® allow us 10 look outside and protects us from being
seen and exposed. We ook at each other, we listen to each other, we create intimacy.

food
Swodish fica reminds us we are placed in Sweden. That table is net floating in space, but we
e located in an institgtion and this one is in Swoden

Thowphes

This Is real, & happened and | was present. Saying that my version of tha reality is my
fiction. The line between fction and realty can be very subtie, and rather than trying %o
categorize what Is one or the other, | preder to acknowiedpe that reality is not an abriokite
truth, there i no usiversal values that define reality. As we sit diferently and in different
chairs, we create derent realities from our seats, our place, cur gaze. Lirwtie, |
adkrowiedge that fictions are not an absolute fictional world,

The beauty of playing with fiction i the freedom to imagine realty diderently. Fiction allows
us to create futures, imagine ends, change charatiers” positions and expand ow
understanding of realty. We already live 2 real-iife, our storles, owr Action can transcend &,
Corviviabty wis about this, all miced and warmed in the bitchen agplances and with 2 smell
of bumt t1oast,




78  Katarina Burin

release yoursel
prandma’s rug
the weight of things

Jenn 1ofd me 10 get rid of things, some peopie keep things just in cane you need them agan snd
austs, she told me, with deep comviction, that they In particelar belbeve That everything
botomes potential material and you never now when you will need Rt agan, however it really
needs 10 g0, Whe said, looking a3t me very Intemaely and speaking slowly, the continued, you will
free yourse¥, Katarina, release yourself from your past by gettingredotfasmuchas
you can Somethng new cper up when you do, there is space for new thisgs. She locked
over a1 the variow rolly wicking out of the cardbaard box that i now falling apart, after which
he asked what P dong with the bav, we both looked at it together and | Gt oy amything
'3 fine Bhaore | thought, 't 117 The peper collection i real 10 me Jenn. There are many
@tlerent slaes of it, types, teatures, ages, stained and half used, totally used, printed, Solded,
prstine and orip, shiny, matte, 1t subdthy smels sometiones and | love 1o toudh it | take a folder
of & with mo whon | travel snd | end up moving £ around with me, back and farth acroms the
Asatic several times, mostly i remaing empty But ewery once 0 3 whvlle 3 dow change ocowrs
on s surlace, Corners bending and substle pleces of graphite hifting across the surface create
dunty residum and fuzry wmnudgm. It & hewvy. Many things ace baavy and if they are not ot first
they will become heawier with time, 35 you carry something from place 50 place it becomes
Aerder . | foel unfit 10 carry It often for longer Than 3 few minutes, | become weak and
remamber that | haven't done the plasks in & while snd maybe rmry core i weaskening,

AR that Lrge tabble ot ArkDens in a boight room, sithis the stacks of Leond Genendaf that the
sechivints pulled for me, | found many folders of only ompty pleces of peper. Tramsparent
drawing papers. | et the desire within me, 10 covet those pleces of pager. | wamed them,

F thought that | could make drawings on them el and maybe Do more e her. Or some
other archifect, What willl they do with them I they find them, will they theow them sway ke
Jorn said | Shoudd do with mene 7 | felt 5o at the posentiaity of that thought | should ask them
W they will let toe Lafoe thom maybe. No that's stupid, it's an athive and & belorgs 10 them. |
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would never dare to ask. But something thould hagpen with them, They are taking up valsable
space. There is a Sbwary for dead Books in Boston, Books that no one took o, | just heard, bt
the baoks are not there anymerne ind the bulding Is empty, | seed 10 find out what happesed
10 the books, &d they get thrown out or given sway? Acchives have 1o do with death, | don't
Want 10 throw things away. | lowe things and | hate things.

1 'wrote thene two paragraphs after reading through mry notes from 3 diferent requent and
response sessions at WSPIS that Roberta organized. On the %0p of one of the pages of notes |
Rave mritlen in Dlue pen and cirdiod esctedly, had o revelotion withis ths foM, it was about the
shifting mutabiity of identity and the past. | folt a feeling of reflef when | thought about this
possibie truth, The redease of feeling that something needs to be authentic, that anything
makes sense, that our destinies are held by some inevitable grasp.

release yourse¥
prandma’s reg

the weight of things

Out of the notes that | taok, those are the three combination of words that stayed with me at
the moment, next time | look #t them it will be something olse.

Sebastian Moske

g8/
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1 wonder what it foeks She
10 have & crime Oom one's ConNsConce,

There's nathing worse than sitting ia silence.

Locking at the neyghbor’s howse, squinting, ..

The only defnnon of hagpeness known to me s

what everyone n thew own siuation fnds desirable.

Looking a1 the window agais,
and Boirg sere that it's cpen.

There lsn't anything odd about it
bt it gves me a crinninal sense of ownership.

Bt 1 sirange Bhat everything
Ioses it value a5 5000 as 1t coanes 10 be 2 g7

N

I have no oyes of my own,
There's a sort of writing

which ondy becomes visbie

under e irfuonce of great warmth
To will 5 %0 be able %0 choose.

Choxce s sel!-dendal

'm ashking you 10 play the fool for my salke.

1 actualy usderstand
Wity peopie sometimes
1ake Mamiers int0 thew own hands.

I Soel light, ompty, bhe & Dlown e

Woeds and actions are born out of thoughts and feelings.
Then how should theughts and foskngs
bo the private concern of the indracual?

w

They take out & kaife.

One of us hands it %0 ancther
and les down on 2 bed

and protends 10 be asleep.

Nothing happens to them,
N

Faith - when | Shink of #t now,
1 seoms merely Queer.

fext-covlage Ao the widec:

ol mpth yous, 2021
wideo, colty, sound. 7 min

mith

Mavy-Avee Ripponas

Haas Corkisen

Sago Gande

A

Yosmine E-Soramawy (mesi)

asd knes froen

Netmor SSderbenys sDocter Glase (1905),
Kanin Boye's s¥alocons (1940)

& Hesning Mankells »Foceless Nillers« (1991)
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Chiara Bugatti
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