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Let’s Get Physical is a painting exhibition organized and 
conducted in an old kraftwerk in the city of Leipzig. Its 
sub-title Spatial Confrontations and Narrative Collisions 
gives us the conceptual and discursive frame, whereas the 
main title provides its spiritual home.

It is physical, it is playful and it is experimental – in connec-
tion, in-between and in question of the whole and each 
individual work of art presented.

The painting exhibition itself is an analogue experience. It 
has to be met, seen and confronted in flesh, at the site – 
with perceptive and bodily led means of inter-action and 
reciprocal repercussions. 

The documentation at hand, the catalogue for the exhibi-
tion is everything but analogue. It is digital, conceived and 
distributed with the technology that denies spatial limita-
tions.

Right now, and right here, this combination of the analogue 
experience, to be had and enjoyed at the very site, for that 
strict temporal time scale of a month of May in 2016, and 
the invitation to relate to, to reflect and also to recall with 
the chances and challenges of contemporary reflexive 
and expressive painting practices via digitally transmitted 
ways is something that has a name of its own. It is called 
proximity.

This is proximity as in bringing seemingly opposite sides 
together, this is proximity as in connecting the dots 
between far and near, high and low and detached and 
attached. Proximity is what connects the analogue and the 
digital by respecting and accepting the inherent qualities 
of each type of being-in-the-world and the characterically 
different ways of producing knowledge that each system 
of relation embodies.

And yes, the truly and duly wished for effect of this cata-
logue is to show that this combination is potential, and it 
is possible – to shape and make those connections acutely 
important between here and there, and even more essen-
tially between what was, what is and what will be. The 
point is to open up, and to aim higher, always higher.

In the analogue experience, seen from the perspective of a 
group exhibition, we generate and create a site and a situ-
ation in which a common space becomes a singular place. 
It moves, it aches for time and site bound articulations and 
actualizations.

– Introducing a concept and a process
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In the digital experience, with which you at present are 
engaged at, you see and hopefully feel with the traces 
and faces of an analogue experience that can enlarge 
and extend the scope and reach. This is not the difference 
between knowledge or information, nor is it the distinc-
tions, let say, between deep-seated inquiries and the acts 
of mapping the terrain. 

This is both-and. This is analogue and this is digital, with 
the very act and wish to be able to intervene so that their 
dichotomies and even hostilities are set aside and that 
these two ways of dealing with the world are combined. 
Not unified, but brought together for never-ending clashing 
and caressing. It is a combination that, like with every group 
exhibition enterprise, as a result has to be and become 
more, much more than just a sum of its components.

The very specific, not unique, but the specific element, 
the particular particle in this process of Let’s Get Physical 
is located in the promise that I saw in the title, and its 
multiple and widely varied connotations that are carefully 
referred to in the main text. This is a process that is not 
stale or static, but a process that allows us to take risks, to 
experiment – with the processes of both making the works 
and conducting an exhibition with them. It cherishes the 
open door that asks us to follow in, to reflect with, and to 
laugh, to laugh at ourselves.

The connector, the reflector and the very practical glue in 
all parts of the process, not merely when linking analogue 
with digital and back again, has been this notion, this belief 

and this attitude: lets us put funk and fun back to these 
processes of painting – in individual and collective sense. 
It is the very pleasure principle, the desire and passion to 
move and to be moved.

As a process, it only makes sense when it is done in inter-
action and collaboration with participants who are able and 
willing to join in, to throw themselves into the seven seas 
of stormy weathers and dangerous feathers, and whom, I 
would claim, during the process were seen to have been 
producing and spreading around the give-and-take joy of 
being part of Let’s Get Physical.

It has a been a long process, and here I wish to press my 
warmest regards and thanks to all participating artist, each 
introduced with visual material in the catalogue, and then, 
especially to the following colleges, first from the analogue 
side: Candace Goodrich, Arnar Matthiasson, and everyone 
at Kunstkraftwerk Leipzig, and from the digital side: Sigrun 
Sigvaldadottir, and Arnar Bergmann Sigur björnsson.

Mika Hannula



Here’s a thesis, a proper claim. It is a proposal for how to 
relate to, how to deal with and how to be with the multiple 
acts of painterly gestures within a group exhibition. This 
will not be an attempt at a definition of what is and what 
is not a good, bad or sad painting, individual or in a group 
connection. This will be an argument for recognizing the 
content of painterly acts as gestures in a give-and-take 
situation that is both physical and it is narrative – and at 
the best of times, a coming together as experiences in and 
through that physical narrative with the works of art in a 
particular site and situation.

But, hold on. Why not a definition? Well, because it would 
not serve the purpose of the aim and the act that is here 
in focus. The point with definitions, no matter how well 
done, read or appreciated, but per se, is to categorize, to 
make static and to stop the processes of being. It is to gain 
distance, not to win nearness, a proximity that talks back 
and demands a reaction.

With definitions, as a current selection what is doing the 
usual suspects rounds and getting recognized, we get a 
version of the universal approach claiming, for example, 
that painting has dimensions or characters that are only 
or most powerfully possible for that very medium. This 
is painting as a pure presence, an ultimate abstraction, 
with none whatsoever reference to anything but its own 
essence and internal logic of flat minimal surfaces (See 
Mooney 2015). 

– Painting as a Physical Narrative and Discourses on Pleasure



Or we get a sort of a wishful thinking of a conceptualization 
that against all odds seeks to gain a definition that would 
contain and cover all interesting types of painterly strate-
gies. This is then an understanding of the actualization of 
a work of art as a network that glorifies its manifestations 
as being fragmented and dislocated. This is, perhaps most 
interestingly, painting that does not wish to stay in one 
place and is almost not at all looking as if it were just 
a painting – instead of being presented as an archive, a 
diagram or a performative installation (See Joselit 2009). 

Or we would get a fantastically creative version of dealing 
with and facing with the promises of paintings that exceeds 
all expectations and lifts up the status of a painting from 
a thing or an object into a quasi-person. This would then, 
according to the writer, both explain why we still admire 

and celebrate paintings so highly, and why we are ready to 
pay so much for them. What’s more, it would also explain 
how to deal with them. (See Graw 2012).

We can compromise and admit that sure, want the aura 
and we want the wealth of a higher entity, and sure, why 
not but it does beg this: quasi how and with what? Is it 
really a good idea to introduce the notion of a work of art 
as a kind of a person, because all of a sudden, the compli-
cations seem to exceed all possible profits? Does it have 
tantrums – or just a hungry heart? Is it suffering from a 
burn out or is it having a bad hair day? 

But no, we do not want that. We do not want any of them. 
Not here, not now. Why? Because we indeed have some-
thing else going on. Something that is not just satisfied at 
staying in the box that it is appointed for it to be waiting 

in. We have a site and a situation that is on the move, is 
on the make – and god dammit, wants to keep on keeping 
remaining so. Thus, no way stopping us now. It is a physical 
narrative, a push and a pull of making an affect and being 
affected.

We have a group show, international group show (all 
lovely details will be revealed in just a short while). With 
this painterly and collective manoeuvre and enterprise, 
we have a chance and a challenge to ask what’s it about, 
what’s the point of it as in what do we do when we do 
painting exhibitions?

The answer is not to be kept waiting. We are busy, no time 
to waste. We do have an invitation for a physical exchange 
and interactions with the works of art as in paintings in a 
special and hopefully specific setting of a space, time and 

context. And yes, the way to dig deeper and to generate 
the necessary integrity and intensity, to reach to each of 
the elements and especially to their inter-woven clashes 
and caressing’s, we connect the dots and bring about the 
whole together with the notion of a narrative.

But, this does beg the follow-up: what space, time, and 
context? And how? What kind of a version of physicality, 
narrative and what about them together as in a deep and 
dirty tango?

Franziska Holstein – untitled (blau) / Birgir Birgisson – Olivia / Adam Saks – untitled



Space: This is a rough site, a former power plant, a kraft-
werk. A kind of a cathedral for industrial production of 
energy that is no longer there. This is not a white cube, 
no. That is at least one thing everyone can agree on. It is 
a space that limits but simultaneously makes something 
potentially possible. It is high, it is chaotic, but it has an air 
of who gives a fook-attitude and plenty of promises.

Time: From the rather endless variety of time, the focus is 
here set on the assumed time to be spent with the works, 
individually and collectively. This is a time accessed and 
acquired in a singly huge room that invites you as a viewer 
to walk through, come and return back to the beginning, 
get closer and then gaze from a distance and then move 
into details that pull and push you. 

This is not linear time. You bring with you other senses and 
sensibilities of time. You have expectations, but these are 
contradicted. There is a clear physical beginning, of a sort. 
You enter a site, but there is no a priori determined ending. 
You are asked to join the dots and make the connections. 
In practice: go around and around and crisscross and then 
back again. Not seeking to include all and everything, but 
parts and pieces that caught your imagination, your gaze, 
wants and wishes. You are asked to invest time and energy. 
You are asked to join in, to be a part, and yes, and to play 
the part, passionately.

Context: This is about painting, not about fixing cars or 
horse races. Painting as a gesture that relies on qualities 
that come about in and through the acts of doing the very 
thing. What we are searching for, what we want to stay 
and get closer with is the inherent logic of a painterly act 
that is open-ended, self-critical and reflective. A context 
that is not so overwhelmingly worried about its status, an 
act that is taking a bruised pleasure at experimenting, and 
an act that is not shy of making the most of its seemingly 
ridiculous and futile start-up position but then using and 
generating this particular and specific site for doing some-
thing else, something unexpected, something different. 

This is not painting just as a reference to its own self-ab-
sorbed entity. There are no zombies playing magical 
maracas. This is painting as a physical being in the world, 
part of its mess, and part of its beauty. This is not painting 
as a mystical matter. This is an everyday matter that 
certainly, absolutely and positively matters: talks back and 
watches back, demands attention and provides appetite.

And, then, well, what about the physical and the narra-
tive? For that, lets get down to it – lets get into details of 
the details. Let’s get physical, let’s get particular, lets get 
moving. 

Can you hear it, too? Get down on it, get down on it.
Birgir Birgisson – Get Physical



*   *   *   *   *
It all comes together, or, alternatively falls apart, with 
an example as in a painting show called Let’s Get Phys-
ical – Spatial Confrontations and Narrative Collisions. It a 
11 strong group exhibition at an old Kraftwerk in Leipzig, 
taking its cue and purpose from the space – and how to be 
with that particular and quite determining site. 

Let’s get the undeniable facts out first. Here, we have the list of participating artists:
Berlin based: Birgir Birgisson (ISL), Tatjana Doll (DE), Marcus 
Eek (SWE), Olli Piippo (FIN), Anna Retulainen (FIN), Janne 
Räisänen (FIN), Adam Saks (DEN). Leipzig based: Kristina 
Schuldt, Franziska Holstein, Robert Seidel, Katrin Heichel

The time-line is, from start to finish, about year and a half, 
giving each artist and the curator about a year of an incu-
bation time – time to think with, and to reflect with the 
site. Besides the physical context, there was a discursive 
contextualization that was framed with the help of four 
mottos. 

These are then trains of thought (with variable speeds and 
many stops –hidden or conscious) that serve as emerging 
lighthouses, recognizable only at each site and stop of a 
recollection. They serve a purpose, a higher purpose: some-
thing to move towards, and something that also serves 
as a guide and a road map along the way. Remarkable 
enough, they are not leading us to one clear direction, but 
proving us with a couple of options that we need to take 
the responsibility to choose from and to follow on. These 
are mottos as in effective openings; there is no hiding 
behind them.

Marcus Eek – Salto / Marcus Eek – Treehouse Katrin Heichel – Die Nacht



Four Mottos:

1) Aesthetics is born as a discourse of the body – human 
sensation and perception brought together into an interac-
tion and interplay.
Alexander Baumgartner, circa 1750

2) Let’s Get Physical, the song – not the well-known one by 
Olivia Newton-John, but a white label bossa nova version, 
the one that is slow, sensual and obscurely beautiful.

3) Pleasure: the great adventure of DESIRE
Roland Barthes // Susan Sontag (2001, 76)

4) “… Take my breath away …” – again, not the original 
version, but a Chinese, Canton-pop version, from the late 
1980’s, as used in the Wong Kar Wai film As Tears Go 
By – while the original was featured in the film Top Gun, 
performed by LA-based new wave, synthpop band called 
Berlin. The song was partly written by Giorgio Moroder. 

These four mottos will be shortly returned to and addressed. 
Meanwhile, lets return to the background and the set-up.

As an exhibition, the aim is to organize and conduct a 
painting group show that focuses on spatial and narrative 
modes and elements of the works. It is a group show that 
brings together contemporary painters who are combined 
into a whole that proudly behaves like a sweet and tender 
hooligan. Not all works are site-specific, but all works do 
carry with them the potentiality to wake up the neighbor-
hood – to affect and to lure out notions of each work and 
their inter-connections in a unique way. 

It will be clever, nasty and surprising works of painting that 
break while mending, scream while caressing and which 
lead you somewhere where you have not been before. An 
appetite for surprises, that is. Not for destruction, nor for 

Anna Retulainen – Völkerschlachtdenkmal
Anna Retulainen – Monkey/Schlesischestor
Anna Retulainen – Koala Tree



deconstruction, but for only for this: desires, desires in all 
its potential shades and shakes, volumes and volatilities. 
This is a song for surprises, both as in what is shown and 
especially how they are shown and put together for the 
road movie for viewers of paintings and for viewers with 
paintings.

This will be painting for the real deal, something that stares 
back – not just objects left alone and getting all lost on the 
neutralized walls, not just rigid, stale and static, so very 
sterile conceptual frigidity. This is not corporate reality, 
not pseudo-academia. You will hear a crash, an imaginary 
crash that will break you loose of the false expectations. 
With this show, we get back to the basics, back to the roots 
and we find the right moves, the right routes and roulettes 
to here and now.

This is painting as a pleasure principle. Not as a mess, 
not as a circus, but as a personal and close encounter, a 
give and take, shout and shine kind of an enterprise. There 
will be push, but there will be also the counter-part, the 
pull. This takes seriously the potentiality, the promise of 
a painterly gesture in all of its sensuality and sensibility 
– produced and presented in plural ways and polyphonic 
rhythms.

This painting group exhibition has three main characters 
as in elements that both structure the event, giving it a 
wanted for frame, and then also must surprise. It will be 
1) physical, asking and inviting for a direct lived-experi-
ence with the works and within the exhibition, 2) it will be 
narrative – telling stories of what, where, how and when 
to be in and through of a dislocated space that becomes a 
singularity of a place, and 3) it will be physically situated – 

orchestrated and conducted to the specific space of KKW, 
its hick-ups and mental pick-ups.

As a principle, or an idea, an Ahnung of an idea, the exhi-
bition tries to create and generate a site of both being and 
becoming with the works of art, with the paintings. This is 
an invitation to engage with the situation and the offered, 
but not underlined narrative proposition. 

It searches for the courage to give and take, and to be 
with these demands. To be able, and to allow oneself to 
take the risks, and to use, and to be with the works so that 
they are, in fact, for the acts of intensification with and of 
life, rather that using works of art or exhibition as a hiding 
place, a sort of a safe haven, insulation against life and its 
rat races.

It has its symbolic force embedded into an anecdote, and 
linking the whole enterprise to the very title of the exhibi-
tion. As expected, Let’s Get Physical is perhaps best known 
as a song by Olivia Newton-John; a somewhat dated 
but still highly remembered, ironic figure of the days of 
not perhaps innocence but of an illusion of a common 
culture and a main stream that is actually holding things 
together. This means, in very practical comparison: a time 
long before the age of the smart phones and all-inclusive 
app-landscapes. 

Adam Saks – We are the Night Robert Seidel – Prophylaxe / Robert Seidel – Magische Tafel



Kristina Schuldt – Wellenlänge / Kristina Schuldt – Facing Marcus Eek – Green / Marcus Eek – Red



Tatjana Doll – „Kärcher“ Adam Saks – Wonder of dawn



Olli Piippo – Huhu



Birgir Birgisson – Olivia Adam Saks – untitled



Katrin Heichel – Die Nacht Janne Räisänen – Katamuna



The wished for reference with this song title is not 
connected and connoted to the actual famous song, but 
to a practically unknown version of it. It is a bossa nova 
white label take on the song (something that circulated in 
the club scenes in the early 00-years), and an appropri-
ation that is taking us on a tour, a sensual and sensitive 
confrontation with a narrated space and its chances and 
challenges. It is thrown in as a teaser, for sure, but all the 
same, it aches for more, much more. 

This much more is the process of tarrying, the patient pres-
ence of being-with and staying with the works in the site 
and the situation. It is a caressing carousel that keeps on 
keeping on. Not running wild or screaming ahead, it moves 
with dignity and caring for levity, achieving its promise by 
shaping and making a interaction that gains and collects, 
pushes and pulls but connects the dots instead of breaking 
things apart.

It is the sound of a song that you most likely never have 
and never will hear. But, yes, you can do it. You can imagine 
it. You can create that bossa nova song, an acoustic version 
that moves and grooves so very smoothly, against all odds, 
against all hindrances, gaining and accumulating a force 
of its own. You sense it, you picture it – you anticipate 
it moving in and through your body, smoothing its way 
through all its reluctant opening and affordable fears. It is 
not just your imagination; it is the actualization of your life 
as a lover for stories, for the acts of connecting the dots 
and reaching towards the unexpected.

It is, oh yes it is, an imaginary and yet physical presence 
of becoming, bodily led exchange of pleasures of watching 
with the whole of you, not just with the eyes. It is body, 
soul and mind – all along, all aboard. Should I repeat it, or 
is it present as an idea strong enough, as that Ahnung that 
was above referred to?

Birgir Birgisson – Get Physical



You move, you sway, you tarry along and with the work. 
You become a partner, a stakeholder. A disco dancer, not in 
sad solitude but in a collective rush and groove. A partici-
pant. You move out of the cold and into the heat, into the 
movement and motions, emotions in motion.

Instinctively and intensively. Not hiding, not being afraid, 
but connecting the dots and making those moves – and 
following them up. It is a catch and a release, for sure, and 
a call and a response. No, not fishing for compliments, nor 
crying me a river or a help of a higher power. This is it; this 
is painting as a tango for 2 or 22.

Thus, it is certainly about the core issues of phenome-
nology, but it is a joint operation. We get the stare, the gaze 
and the eyes, we get Merleau-Ponty (1993). We get the 
pleasures and promises of being-with and staying-with, 
allowing the relationship to grown and to expand. It is the 
eyes that strive and starve for contact that then bounces 
back and provides even more attention and innuendo to be 
cared for and spread around – but only in order so that it 
constantly returns back and then goes about again.

But we need the balance. We need the other side of the 
same notion of actualization and articulation. We need the 
body. We need, for example, Kool and the Gang, the whole 
bag and the funk that rules – not out but in. We need the 
advice and the direction that tells us to join in, and take 
part. I asked once before, but will do so now again: Can 
you hear it, too? Get down on it, get down on it, like you 

really want it. Should I repeat that again? Do not, please 
do not take the role of a wallflower. Please please please 
get down on it – not like the others do, but just exactly how 
you do and feel for it. Please do, please do shine just like 
the star that you are.

And then, then, well, celebrate it and take it with you. Make 
something out and with it, make the moves. And yes, share 
and take care of and with the notion of let’s get physical. 
Because there is nothing else. No theory, no bureaucratic 
gatekeeper. Just that site, that very thisness of a time and 
a place that is actualized. There is nothing more, nothing 
less, no metaphysical or magical entity, nothing there to 
save us and to free us from our responsibility to take part. 
There is no other side, nothing beyond. And no, there is no 
pure immanence that leaves us off the hook and satisfies 
us with a contemplative mood.

This is it. You see, you watch and you gaze. Then both what 
and how you see, watch and gaze informs the next round, 
it effects how you relate to what you have experienced, 
and how that then goes on and about and takes another 
turn, or it stops. 

It is, if anything, a meeting, a collateral exchange, a 
confrontation and a task of staying put, being with and 
getting closer. A thisness that might survive and might 
grow into something unexpected and unforeseen, but well, 
it can also just amount to nothing much. Or even less, 
nothing, not even a shadow of a doubt. It is a thisness that 
cannot be pure, or aiming for purity but a thisness that is 
born in and through a relation of being-there and being-
with.

Anna Retulainen – A HouseFranziska Holstein – untitled (blau)



But that is the risk, the pleasurable risk of mixing the bag 
of premises and promises, and shaking that foundation, 
feeding the tree with expectation and anticipation of an 
experience that never breaks even or becomes a calm 
unity, or if so, it would lose its integrity and stand beside 
itself, but an experience-with-the-paintings that aches and 
achieves an emotional ride in a carrousel, a carrousel. A 
move within a moment, a momentum, not a monument. 
A pleasure of participation, a pleasure of being there and 
being with – with the works, the site, and yes, our physical 
narrative, our situation that we feel for and feel with.

Mika Hannula
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