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foreword  by  mikael  nanfeldt

Historically, painting has assumed next to mythical proportions, and 
an image has been cultivated of the artist as a person who is in special 
contact with the spiritual aspects of existence. In his tract, De pictura 
(On the Art of Paiting), from the fifteenth century, Leon Battista Al-
berti writes: “Through paintings, the faces of the dead continue being 
alive to us for a long time.” The dramatics of the quotation are ob-
vious; through the painting we can overcome the remorseless power 
of death. The particular qualifications of the artist make it possible for 
me, as a viewer, to enter into contact with another dimension, some-
thing that my rational me cannot conjure up. Art, or in this specific 
case, painting, has through the sensitive power of the divine artist 
become a gateway for my spiritual persona to enter through and, to 
put it somewhat pretentiously, meet the eternal.

The idea of the divine artist has come to live on for a long time, and I 
do not think it has disappeared, either. This is in the nature of things, 
since artists create somthing that I, as a person, meet, experience and 
take part in. This very process of creation holds a strong attraction 
and seductive power. In the book Exercise de la peinture (To Paint), 
1973, by the artist Jean Bazain, one can read: “The painter, by look-
ing at it, holds the world fast, and one day he shall rule it, there is no 
doubt about that. He regards the things, which in their turn regard 
him, fixes this reality of a thousand eyes, which through all eternity 
reflects his image and reveals to him his own existence.” The artist 
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looks, but he definitely does not look aimlessly. He sees in depth and 
will in time also understand existence. Naturally, the implication of 
this is that it is not a gift everybody has been given.

Can the image of the artist, the painter, be larger than the one provided 
by Alberti and Bazain? No, I do not believe so. If that were the case, 
he would no longer be a part of creation, he would actually be its 
prerequisite. Painting is thus extremely background heavy, it has a 
history that is marked by big names and extremely well-known paint-
ings. It is a history that each new generation of artists finds itself in 
the middle of, whether they like it or not. It has to be conquered and 
renewed. To quote Bazain once again: “The life of a painter unrolls 
backwards: the painter is born old. A weighty heritage of the past 
burdens him, too many giants watch his first steps and keep him from 
walking, nature offers itself to him rich to the point of repugnance. 
Hampered by crutches, he has to rid himself of them, one by one.”

If one chooses to do a group exhibition focused on painting, one acti-
vates a lot of notions. If, on top of that, one decides to do two, with one 
year between them, the risk is manifest that one also asserts something 
very specific. Naturally, we assert something with the two exhibitions 
Painting, Space & Society (2007) and Tomorrow Always Belongs to Us 
(2008). Obviously, we assert that you will meet 17 very interesting art-
ists, all of whom go through one crutch after another. We assert that you 
get to see a part of everything that is going on in contemporary painting, 
without claiming to provide a comprehensive picture. And we emphati-
cally assert that we are not trying to revive the grandiose myths.
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I would like to thank all of you who have visited us and made the 
exhibitions alive. I would also like to thank all those who have lent us 
paintings, and our partners, for making the entire project possible. A 
great thank you goes, naturally, to the curator Mika Hannula, who 
came up with this absolutely brilliant idea, and just as big a thank you 
to the staff of Göteborgs Konsthall, who make anything possible.
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One idea and two exhibitions within two years from the initial proposal 
to the final shipment of works back to the artists. A multi-layered project 
bringing together 17 artists from two different generations, connecting 
all the five Nordic countries. A series of exhibitions arranged by three 
curators and one Kunsthalle, with all the professional expertise and 
experience of its technicians and workers, ultimately turning that one 
space into two distinct, unique versions of a place.
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what  happened, how  and  why?

The exhibitions are Painting, Space & Society, 20 June–5 August 2007, 
and Tomorrow Always Belongs to Us, 5 June–28 September 2008. The 
artists participating in the first stage were: Birgir S. Birgisson, Gardar 
Eide Einarsson, Jens Fänge, Jukka Korkeila, Elina Merenmies and Fie 
Norsker. The second stage brought together the following: Anastasia 
Ax, Hladgerdur Iris Björnsdóttir, Louise Dorph, Henrik Eriksson, 
Carl Hammoud, Hannaleena Heiska, Tuomas Laitinen, Josefine Ly-
che, Christina Malbek, Martin Skauen and Sigga Björg Sigurdardót-
tir. The first exhibition was initiated by Lene Crone Jensen and Mika 
Hannula, and carried out by the whole team at Göteborg Konsthall. 
The second was initiated and realized by Johan Sjöström and Mika 
Hannula. These exhibitions are bound together by the central, unify-
ing idea behind the whole process and project. A concept that was 
given a name: A Good Idea.

Why is it a good idea to organize, carry out, and make two inter-
twined exhibitions focusing on contemporary painting from a Nordic 
perspective? This is a complex question with which this essay tries to 
converse, and argue. There will be no straightforward answers. Per-
haps only some hints at arguments for reasons to be cheerful about 
works of art, i.e. paintings. This is a text that argues for something, 
not against anything. It sees contemporary paintings as a productive 
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dilemma. That is as works of art that are painterly acts that are self-
critical, self-reflective, contextual and procedural.

The claim here – regardless of what we do and in what medium or 
forum – is that it is a good idea to find the time and energy needed 
to focus on the content, on the substance, rather than paying atten-
tion to the supposed fame, hype or market value of objects treated as 
instrumentalized consumer goods. Consequently – again regardless 
of the theme or scope – it is a good idea to be inclusive, not exclusive, 
to broaden the spectrum and to bring together views on and visual 
articulations of who we are, where we are, and how we are what we 
are that are contested, conflictual, compassionate, and, yes, in a word, 
pluralistic. Finally, it is a good idea to force the focus onto the pro-
cesses within particular sites and situations, rather than getting lost in 
universal illusions or static generalizations.

Here the presumed good idea was to create a set-up that allows con-
tinuity, comparison and contrast. The claim is that the basic idea of 
working towards two exhibitions focusing on Nordic contemporary 
painting that are closely connected from the beginning has generated 
the required energy and the necessary thinking space for slowing the 
process down. At the same, there was the relatively long-term per-
spective, enticing out and displaying choices and connotations that 
would make us aware of the process, and especially allow us to learn 
through the process. Learning by doing, learning by making exhibi-
tions together with the artists and everyone working at the institution. 
This is knowledge reflected and produced in and through practice; 
knowledge that is then passed on and pushed forward, to be shared, 
argued for and with – and also against. This is knowledge that is not 
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hidden, but made transparent, and passed on. Thus, it is practice-
based knowledge that hopefully becomes relevant to anyone (from 
professionals to the wider, engaged public) interested in how exhibi-
tions are theoretically framed, and especially how they are made.

What follows is not a documentation of the exhibitions – neither ver-
bally nor visually. Instead, the aim is to look back and to leap with 
dedication and determination ahead, using this luxurious experience 
as a case study for addressing the chances and challenges of con-
temporary painting, the question of representation, and how to put 
together a book on the exhibitions that does more than document 
them. The essay speaks in the first person plural, it say ‘we’, which 
refers to the fact that the whole process was a collaborative effort 
and exercise. This strategy emphasizes the importance and priority 
of the quality of the collaborative process as regards the desired out-
comes. The articulation and interpretation of the events is, however, 
undersigned by one hand, placing all responsibility for the failures 
and misunderstandings regarding what went on, where and how on 
the author of this text. 

The discursive argument is divided into five inter-connected parts: i) 
Thinking-With, ii) Slowing Down, Returning, iii) Being-At, Looking-
From, iv) From Space Towards a Place, v) The Pleasure Principle.
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i)  thinking-with

Thinking-with. Two words that in themselves fascinatingly embody 
many of the core attitudes of the two exhibitions, and hence of this 
essay. They are about the process of thinking. A process that happens 
in relation to others and in relation to itself – neither independent of 
the thinker, nor only about something or someone else. It is a ques-
tion of relationships, and instead of focusing on how to define or 
understand each participant, at the centre of attention is the way the 
different parts, agents and elements affect each other. Here, the idea 
of a relational process means that we shift our interest to the interac-
tions between a work, a site, a situation, the viewer and other works, 
in a way that seeks to create and generate a site for a give-and-take 
relationship. A relationship that is taking place and becoming some-
thing that it can only become through this exhilarating, yet annoy-
ing constant push-and-pull interaction that occurs in many different 
ways, and reaches its outcome in a variety of material forms. It hap-
pens in the processes of trying to figure out who you are, using the 
stimuli and motivation from what you see and feel so as to be able to 
think-with. It happens in terms of our understanding of time (we will 
return to this in part ii), as it also happens in terms of the way that we 
physically locate ourselves (the focus of part iii).
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‘Thinking-with’ implies an involvement. We are not outsiders, not 
neutral perceivers. We are part of the life-world, part of the processes, 
part of the mess in which we find ourselves. In short, the fact of un-
doubtedly being a part of and a participant in something strips us 
of the sad illusion of not being responsible. We are embedded in the 
structure and fabric of our daily lives – but the question is obviously 
how are we embedded, on what level do intensity and anxiety happen, 
and ultimately how can we shape these processes in accordance with 
our values, wishes, desires and fears. 

The idea of thinking-with not only connects us to the processes of 
which we are part and parcel, this credo purposely links what is done 
now, today, with the various traditions from which we come. This 
choice of focus is made in order to be able to open up future oppor-
tunities and experiments, since, in order to be able to know where we 
stand and to have some kind of minimal ability to think about what 
we might move towards, we have to have enough understanding of 
where we come from (MacIntyre 1985, 216). 

This idea of thinking-with can be linked to the past, as in the future’s 
past that is not the truth about the past, but an ongoing interpretation 
of it and a reshaping of the narratives told about it. This is a credo that 
is as classical as it is beautiful. In this particular version, it goes back 
to the 19th-century writer John Ruskin. For Ruskin, what we see and 
what we do, the meanings of our actions, are always contextual, and 
he articulated this, just to emphasize it, in the 1870’s. What’s more, in 
these being-with relationships, Ruskin saw a special role for the arts, 
in this case, for painting. For him, it all came down to seeing a paint-
ing as a vehicle for thought. (Bell 1999, 144) 
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But let us quote the original. “Painting, or art generally, as such, with 
all its technicalities, difficulties, and particular ends, is nothing but a 
noble and expressive language, invaluable as the vehicle of thought, 
but by itself nothing.” (Ruskin 1872, 242)

What does this mean, this idea of a painting as the vehicle for thought? 
Is there more to it than seeing paintings as potential elements that 
provide food for thought, creating chances and challenges for the eye 
and the body? And what can be understood by “by itself nothing” 
here?

Our argument is that thinking-with is a strategy that allows us to find 
ways to face and deal with paintings as ends, not as means. The aim 
is therefore to take painting seriously, not as it is, but as it wants and 
wishes to be. Not as an authentic self with a true essence, but as a 
proposition made within a clearly articulated and demonstrated pro-
cess. The implication is that we do not want to force the paintings into 
a corner or a box of any kind, but to seek ways to actualize the indi-
vidual works of art in this specific space, as invitations to be-with and 
to think-with. The aim is to pay attention to the potential content of 
the works, as singularities, and to find ways in which these individual 
works will then come together in a group show that seeks to become 
more than just the sum of its parts. Thus, it is again not a question of 
what is done, but how whatever is done is actually done at that very 
particular moment, at that specific time and on that very site.

Here, we address the question of what kind of painting we are inte-
rested in. This is then painting that knows and is aware of where it 
comes from, i.e. in a certain version of tradition, having acquired the 
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necessary skills within the medium, but an act of painting that does 
not remain in the past or let itself be weighed down by the burden 
of the past or the temptations of pure technical mastery. Thus, as a 
productive and painfully demanding dilemma, it is a reflective and 
contemporary practice of painting that no longer needs to claim to be 
the only way to express ideas and passions within art. A practice that 
has learned to laugh both with and at itself; and a practice that has 
enough self-esteem to be able to allow itself to experiment and also 
to fail in a productive way. It is able and willing to relate and reflect, 
experiment and fail, and not just angrily to react and deconstruct.

This again leads to the next issue: the framing of our focus. Arguably, 
the focus on contemporary painting is partly practical, yet simultane-
ously strongly content-based. In our case, the chosen perspective of 
the Nordic domain has various aspects inherent in it. Granted, the 
Nordic system makes it possible to get partial funding for events like 
this, since it supports projects that create and activate connections 
across borders. Recently, this Nordic perspective has been criticized 
and even laughed at, nostalgically seen as something of a relic of times 
long gone.

Nevertheless, the aim of this project is to re-capitalize on these po-
tentialities, which are still there, but so often very much unused. We 
are not using the Nordic focus as some kind of all-encompassing 
framework that will provide answers. Instead, the aim is to use it as a 
productive trampoline to leap off. Thus, the reason for this particular 
focus can be stated very well using a laconic “Why not?” This is itself 
as good or as bad a start as any other. The utterly pragmatic point is: 
It depends on what we make with it. Translated to our case, the pro-
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cess is about activating the presumed closeness of these nation states, 
as far as their macro-level political, sociological, psychological and 
historical backgrounds will allow and invite, making and using room 
for doubt about how deep or meaningful these shared views are, and 
what it means for us to be near, rather than to be obviously far away 
from each other in terms of artistic activities. The Nordic perspec-
tive generates an organic interaction of being within sight – becoming 
present to a give-and-take gaze that is directed both at ourselves and 
at each other. A potentiality for being close that is activated through 
the process of making these exhibitions, through individual acts with-
in a collective framework that, at the same time, both describes and 
shapes the content at issue. 

A similar strategy is at play when we consider whether what is said 
and claimed here is predominantly circumstantial and only relevant 
to the medium of experimental painting. The answer is very much 
the same kind of shrugging of shoulders with a mile-wide smile on 
our faces. A strategy that takes numerous detours to move towards its 
goals, not assuming a straightforward answer or destination. It is not 
about being coy or evasive, but letting the argument gain in momen-
tum and, slowly but surely, in substance. We are not trying to generate 
some new hype, and we are not longing to get back to any particular 
state of affairs. Instead, we are focusing on an alive-and-kicking or-
ganic field of painting that says something to us about our lives. An 
interaction that takes place physically when we confront these works 
and their situated selves, and discursively when we take part in these 
plural conversations and quarrels with them. We deal with the me-
dium of painting, because we want to seek out interactions with works 
that challenge and experiment, leaning out of the window without 
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too much fear of falling. If and when we claim something about the 
various ways that a version of a painting can function and become a 
place, at the same time as those ways also intrinsically make their own 
claims, this in itself does not mean the same argument could not serve 
well within another framework and setting. 

The beautifully pragmatic point is that whether what is said here is 
relevant to anything outside of painting depends wholeheartedly on 
with what the given argument is linked, and obviously on how the 
argument is conducted. If that is so, then it is something that will 
be left out here, in suspension, because it is not our chosen focus. 
Thus, what this idea of thinking-with again simultaneously allows and 
forces us to do is to take a distance from the too-narrow-minded and 
too-short-sighted way of thinking found in either/or propositions and 
positions – and to move towards situated arguments reflecting both/
and attitudes. 

But we have to move extra carefully here. If and when we are think-
ing-with, as we would in an anti-essentialist manner, and stressing 
the procedurality of our activities, the content that we are so inte-
rested in, and sometimes even worried about, is not made and shaped 
somewhere out there. Content needs a context, but neither is that 
something that we can take for granted or simply order without hassle 
on-line, sitting oh-so-comfortably on the living-room sofa. Neither 
the content nor the context are things, they “come about”, they are 
in a constant process of becoming – becoming visual and/or textual. 
A process that is discursive, but also physical, needing both sides of 
the interaction to collide and shape the process. This involves paying 
attention to the internal need for conflicts of styles, views and inter-
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pretations; an awareness of maintaining and supporting differences 
and dissonances. Acts and utterances that gain their value and mean-
ing by being part of a continuity that comes from somewhere, but is 
certainly also already going somewhere else. In the words of Alasdair 
MacIntyre: “Although, therefore, any feature of any tradition, any 
theory, any practice, any belief can always under certain conditions 
be put in question, the practice of putting in question, whether within 
a tradition or between traditions, itself always requires the context of 
a tradition.” (2006, 12)
 
Funnily enough, we would have had no need to adopt a Nordic perspec-
tive in order to get a plural view of contemporary painting. As in most 
fields of cultural production, there are no longer any clear-cut centres 
or powerful concentrations of style. Things are in a mess, and that’s the 
beauty of it. Claiming to have an overall view and to know what’s going 
on is an impossibility, for example, in the field of painting in Sweden. 
It is in itself already too diverse and too segmented to be grasped by 
some all-encompassing overview. Instead of an overreaching aim, we 
have chosen the opposite route. We know the roots of the field in ques-
tion, but we allow ourselves the chance and challenge to follow routes 
that are individual and specific. Rather than first aiming at “wholeness”, 
we trust the particularities of each painting, each act, each decision that, 
when brought together, become more than the sum of their parts.

The main question is how do we deal with this enormous, chaotic 
plurality? In our case, and I believe in every possible case, you define 
it by choosing your specific starting points. For us, on the level of 
content, this has involved three main issues: 1) experiments with the 
medium; 2) comprehensive knowledge of the tradition of the medium 
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that does not become a burden, but instead allows situated, commit-
ted practice; and 3) active awareness of the spatial aspects of, and 
the potentialities of painting for, becoming a place. For us, this is 
not the same as the idea of painting as an expanded field (whatever 
that means), but is again about focus. It is about the idea of a paint-
ing that is not just an object on some wall, or a painting made with-
out any relationship to its own internal spatial aspects. Thus, to turn 
this around, what we were after, and what we think we have found, 
is works of art that deal with the physicality of being in the space, 
and also with the spatiality of the painting itself. And yes, for this, we 
wanted and needed the broader Nordic perspective. The perspective 
that allowed us not to do the best-of-the-best survey, but a focus that 
allowed us to embed productive and challenging points of compari-
son into the exhibition. A framework that productively helped us to 
find an effective and joyous focus.

This is a productive awareness of the desire to have a beingness and 
a closeness between all the participants, building up exchanges about 
where people are coming from, what they are doing, and how they do 
what they are doing. This is not to say that closeness means sameness. 
Instead, the idea is to make use of the fact of being able to stay close 
and willing to come closer as a way of getting nearer to the important 
differences. And these are then differences contained in every pos-
sible aspect and category of the issues being addressed: within each 
person, each position and claim, since they are differences between 
persons, positions and claims. A set-up that profits enormously from 
allowing contrasts, comparisons, and also collaborations, not to for-
get content-driven competition, to occur and to thrive. The impor-
tant notion being that this is not necessarily happening by actively 
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interfering with and advocating it, but through shaping and framing a 
pleasant and pleasurable context within which people ease off, stay on 
site, and stay put, to discuss and relate with each other.

A set-up that only survives when all these important aspects of con-
trasting, comparing, coming together, collaborating and competing 
are not happening in a superficial or forced way. These are things that 
never materialize from the top down, but can only be shaped through 
organic needs and interests that clash and collide. An attitude that 
generates the scene and the scenery, and then has the courage and 
elegance to get out, to leave the frame and let things go, flow and 
evolve. 
 
A set-up that needs a long-term perspective and commitment, and a 
set-up that here is enriched by the playful and provocative juxtaposi-
tion of first staging an exhibition with the more-established genera-
tion of artists, who came into the profession during the 90’s, and then 
following up with the generation that came after them. A comparison 
in which we are painfully aware of the difficulties and shortcomings 
of a juxtaposition like the one in question. But the whole point is 
not to claim that there is a fixed, solid juxtaposition and generation 
of one thing and another, but to use these definitions as something 
to work with, to follow where they take us, and to enjoy the trip. The 
categories and concepts used are tools for weighing up the site and 
situation, and for doing something with them, and not a means for 
slowing down the processes.

Because, yes, this is Ruskin’s whole idea – right here, right now. The 
idea of paintings as vehicles of thought that are nothing purely by 
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themselves. They can become what they have the potential to become 
only in interaction, only in being part of the everyday situatedness 
of ourselves, the works, the time, the site and the connections, the 
meetings and negotiations about how to walk-with, talk-with, think-
with and be-with. These are paintings that are vehicles of thought 
about our lives, about messed-up individuals who are always more 
lost than we care to admit. The process of seeing and being with the 
works of art is about the connections and contradictions in the ways 
we love and hate, scream and jump, swimming, metaphorically speak-
ing, both with and against the emotional and intellectual currents and 
curtains. 
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ii)  slowing  down , returning

Let us now move on to the second idea that holds together the whole 
argument of this essay. It is an idea about how to slow down our proc-
esses of working-with; about recognizing the need to use and to get 
used to different rhythms of reflection and action, understanding the 
necessity to constantly return to the issues and discourses that you 
burn and heal with. 

The point is to stay, and to return. To stay with a picture, an image 
or a painting, and to return constantly to the work. To stay and tarry 
with the paintings. To get into the discussion, get into the groove. Not 
looking for instant gratification, immediate release or pleasure, but 
seeking a long-term relationship. Not once or twice, but for as long 
as it takes, as long as the initial interest and curiosity carries both 
sides along, developing both in the vertical and horizontal sense, go-
ing deeper into details, but also connecting to other connotations and 
variations on a broader level.

This process is a meeting, a meeting between you and a work of art. 
But what kind of meeting are we trying to achieve and to generate 
room for? In the words of Hans-Georg Gadamer, the point of the 
meeting – of seeing and experiencing the work – is occupying a site 
and situation of openness and readiness to be affected, to be moved 
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and touched. “This is truly free seeing, where art shows itself to us, 
compelling us to tarry and offering an opportunity for participation. 
The work of art comes forth – for a moment. Thus alternate dis-
tancing and coming forth, tarrying and moving on, but also moving 
along.” (1994, 135) 

It is a process that requires time. It requires a commitment to and 
understanding of slowness. A rhythm that neither force-feeds nor runs 
amok. A rhythm that does not make slowness into a virtue in itself, but 
a rhythm that comprehends how, in a relationship that is based upon 
the delicate back-and-forth movement that gradually brings us closer, 
staying close, the whole process is put in jeopardy if it is done too 
quickly and too recklessly. A rhythm that definitely goes against the 
habits and customs of most areas of contemporary life, especially when 
we consider the practices of contemporary art and its institutions that 
are so terribly busy keeping busy doing what they have always done 
and what they have already done so much and so extensively.

Thus, we have a maxim: go slow, and return. Going slow due to the 
necessity of paying attention to the numerous important details in-
volved in the way everything potentially affects everything. The point 
is that how you see what you see affects what you are gazing at and 
challenges your capacity to pay attention. And vice versa, a work of 
art has an effect on your understanding of who you are, where you 
are and how you are what you are. It is a process, an ongoing process 
that has to avoid being only affirmative or only in denial. It has to be 
radically open-ended and productive, to have consequences that are 
surprising. It is accompanied by the wish to constantly return to the 
picture, to the image and to the painting. Returning not to the same 



slowing  down , returning  25

  a  good  idea  by  mika  hannula

condition as you were in when you left, but returning to continue 
from what you achieved before you went away, acknowledging what 
went on before, but also cherishing the ability to take further that no-
tion and understanding of a meeting, its potential and its demands. 
You are on a ride. A rollercoaster. And as ever, the task and the aim is 
to keep that process going – and to enjoy it.

Go slow and always return. What kind of guiding principle is that? 
Could a principle possibly be more conservative and backwards look-
ing? We would claim that No, it is not an sich a conservative claim. 
Why? Well, this is, now or never, a perfect place for an argument. An 
argument that starts off with a bit of a helping hand from another 
maxim, already much better known within contemporary-art circles. 
A slogan known as less is more. A slogan that has enjoyed a certain 
degree of respectability among conceptualist practices. But when is 
less is more just a bore? The answer is not that difficult to articulate. 
The less is more and go slow and always return strategies became vic-
tims of their own reputations, so to speak, they have become what 
they initially tried to avoid and even despised, because as sayings they 
lose their contextual connotations and are taken for granted. They 
become static and worried about their status, rather than being ener-
gizing and hopeful – happy and carefree in their serious way of caring 
about the continuity of a process. Instead of having content-driven 
reasons for doing or not doing something, the danger is always the 
same: becoming a dead-end of a formalistic argument. A situation 
that is as common as muck, but also tiring and troublesome. A case 
when form does not turn into function, but into dysfunction. 
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A good example of this silliness is the fact that, until our two group 
shows focusing on painting, due to the assumed un-sexiness and un-
trendiness of painting during recent decades, nobody could even re-
member the last time there was a painting show at the Kunsthalle 
in Gothenburg. An example that could have been somewhat under-
standable directly after the medium of painting was fortunately de-
prived of its king-of-the-hill status and other means of expression and 
ways of working were deservedly given more space and time, but how 
is it possible that this formalistic non-sense was kept alive for more 
than two decades?

“Go slow and always return”, or, for example, “less is more”, are no 
more or less than pragmatic sayings. Without a specific context and 
a specifically defined time and site-based content, they are out there, 
floating and flying like any other pretty balloon. They are and become 
a kite that challenges our hard-fought-for balance and stimulate our 
gaze in wondrous ways, so to speak, only if they are connected and 
contextualized. On their own, they are just empty signs. The point is 
the necessity in each given case of arguing what version of slowness 
is required, and how we are supposed to return – not to the original 
site, which has already changed, but to being part of a meaningful and 
important process. We must stress that, even if we might feel the need 
to go slow, that in it itself does not help an awful lot. The tempo is not 
given, it must be chosen in relationship with the facts and fictions of 
the case. And yes, the same goes for how we return to the site that is 
shaped and made in discourses both with and about the discourse, 
and in physical acts that take place within it, forming it and com-
menting on it.
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Thus, the argument for going slow and always returning would be a 
conservative one if it stood for a one-size-fits-all answer. But no, that 
is not the case. It could also be a conservative view, if it wanted to 
freeze the current tempo and the current state of affairs into a univer-
sal pattern. But that is not the case, either. Finally, go slow and always 
return has to be seen as a conservative argument if it means that it is 
our only chance to stay alive and survive in the games of visual com-
munication and knowledge production. But no again, that is not the 
case, either.

Our argument is that the idea of going slow, staying with the image, 
taking it with you, and always returning is a self-reflective, self-critical 
process. It seeks out confrontation that questions its own assumptions 
and strategies. It looks for interaction, and feedback. Rather than be-
ing a conservative claim, it tries to generate situations in which the 
practice of doing art and being-with art is seen and taken seriously in 
a practical, but also a structural sense. Because, when we talk about 
meetings and encounters, it is very difficult to deny the fact that speed 
kills the aim of our getting closer to views and opinions that are not 
yet familiar or even accessible to us. It kills nuances between both 
friends and adversaries, and it kills the chance for anything to develop 
other than what is already there. It kills the chances for the creation 
of a common ground, in the sense of a third space (a notion to which 
we will return in section iii).

But what can we do? There are two concepts that come from Hans-
Georg Gadamer (1990) that turn out to be very productive in this con-
frontation between dead-end formalism and the wish to keep the process 
rolling and moving. These are the idea of the relationship being a kind of 
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game, and the presupposition that whatever we do, we always carry along 
with us into any situation a whole bag of ideas, expectations, in short, 
prejudices, that colour and affect our views and decisions. Gadamer’s 
strategy was to turn prejudices from something that must be avoided at 
all costs into something that we must, as embedded individuals, learn to 
come to terms with. This is not to say we should rejoice in our prejudices. 
Instead, we have to take them into account, and not deny them.

But how? For this, we need slowness. We need an awareness that in 
any question and on any site we always take for granted much more 
than is actually the brutal fact. Quite often, we are faced with multi-
faceted pressures. We need to get things done, we need to get moving. 
Thus, please do not get stuck on minor differences between how, 
for example, various participants in a discussion understand the con-
cepts, such as identity, rationality, painting, progress, or catch-and-
release fishing. In fact, we can throw into the ring any type of concept, 
since concepts are characteristically plural and on the move, they are 
not solid-as-rock entities.

Thus, we have to stop the train, and halt for a moment. We need to 
step aside and work through that whole “bag” of concepts and preju-
dices that we carry along with us. We have to be able to take the nec-
essary time to analyze what exactly we mean by each concept, where 
its comes from, and how it is shaped – and then start to compare it 
with the versions that the other participants in the discussion carry 
with them. This means we will work through the genealogy of our 
conceptual apparatus, reflecting on the tools of the conceptual trade 
that we use and often mis-use, becoming aware of their complications 
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and implications. And yes, through this extensively time-consuming 
process we start not only to realize, but also to cherish the idea that, 
even if we utter very common and often-used terms in a conversation, 
even among so-called professionals active in the same field, when we 
say them (certain key terms such as “identity politics” or the names 
of any given artists), we have the same overall framework in mind, but 
very different particular versions of them in practice.

The best example I can recall and have witnessed of this game of con-
notations that are so often forgotten, or so often so effectively denied, 
took place almost exactly a decade ago at an open conference in Rot-
terdam where I was sitting in the audience. The people at the front 
taking part in the panel kept discussing the contemporary practices in 
exhibition making, and at one point, they started discussing the im-
portance of the Jackson Pollock retrospective that was touring some 
major museums at the time. And here we had an amazingly hallucina-
tory moment. When this name was dropped, most of the people in the 
panel and in the audience started nodding vehemently. Yes, Pollock, 
we know what you mean and what you are referring to. This illusory 
sense of understanding a common ground that had not been built 
up, but which they pretended was there, got me furious. Thus, when 
the audience had its chance to let off steam, I made the point that it 
is very well known that the way Pollock is understood and received 
depends strongly on where we place him and how that context shapes 
our reading of his paintings, stating the obvious, that in New York 
they represent one thing, but that this is not the same as they would 
in Helsinki or Moscow.
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Well, and now we are getting at the process of the Spiel (The Game) 
– as understood by Gadamer, as fate would have it, the organizers pro-
duced a publication for the event. They transcribed all the panel dis-
cussions, and – very social democratically – they included comments 
from the audience, among them my angry rant. Funnily enough, the 
person who got the job of doing the transcription was not there lis-
tening to the panels and presentations. This person did not have the 
situated and immediate experience of the context in which the words 
he heard on the tape were said. In the case of my comment, to my 
delighted surprise and enjoyment, there was a slight hiccup, a discrep-
ancy between what was said and what went to press. For some reason 
or another, even if the aforementioned main panel was clearly and 
extensively talking about Pollock, and even if my comment referred 
directly to that exchange, it was transcribed and published as follows: 
“When I say the word Bollocks, it means a different thing from one 
place to another, from New York to Helsinki.” 

And very true, whether we wish to deny it or not, both Pollock and 
bollocks do really mean different things in different places, since they 
mean and represent different things to different audiences and users 
of language. This is a wonderfully simple and naïve example, which 
nevertheless has fantastic, far-reaching consequences. It is both an in-
vitation to and a realization of the game-like situation in any language 
usage. A game that is about the interpretations of both physical and 
discursive sites and situations. Or to put it differently, it is the aware-
ness and acceptance of the fact that the meaning of what is said can-
not be separated from how it is said, where it is said and, of course, 
when and how it is uttered. 
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We have landed on the notion of the performative use of language, as 
articulated and analyzed by Judith Butler (See, for example, Butler 
1999 and 2005). She proposes an extremely fruitful notion of embed-
ded participatory activism that acknowledges the structural limita-
tions of each site, but uses the means and tools available in these 
structures to have an effect on the realities within which we exist. A 
strategy that translates and travels directly from the example of doing 
things with words to the idea of shaping and making the space of an 
exhibition so that it truly has a chance of becoming a place. 

But is this just a childish game of playing around with words and their 
silly connotations? Yes and no. As with the slogan “go slow, always 
return”, the kind of game that we are able to perform and open up, 
or close down, cannot be declared beforehand. It depends, and it de-
pends on how that particular language game is played. But the point 
is: as with the prejudices, we either face them and do something with 
and about them, or we have already lost, and lost for good. Because 
play we must. Again and again, but not blindly, and not taking part 
in every game, and not chasing after every chance. We have to make 
choices, learn to say no, and take responsibility for holding on to that 
no. We must be able to shape and make our own versions of games 
that are inclusive, not exclusive, and which are to be shared, not pos-
sessed.
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ii i)  being-at, looking-from

So far, the argument for A Good Idea has been expressed through 
and based on the idea of thinking-with and the notion and necessity 
of constantly slowing down and always returning. Now it is time to 
introduce the third element in the overall strategy for A Good Idea. 
This third element in the internal logic of the argument is the notions 
of being-at and looking-from. It carries on directly from the previous 
propositions, situating ourselves and our ways of saying, seeing and 
feeling in the physicality of our beingness. An argument that follows 
the idea of aiming towards site-specific, time-bounded and contextu-
alized acts and activities that speak-from, feel-for and act-with.

The road from universal truth-claims to particular interpretations 
takes its form and finds its place at the point where it “becomes” 
through the articulation of a specific content and context, made and 
shaped within a given site and situation. However, there is more 
to this road trip and road map. What is required is the recognition 
that we are no longer able to attain, nor should we go hunting for, a 
controlled and all-encompassing view basically of anything at all in 
our immediate realities. We should be brave enough, equipped with 
strong-enough self-esteem to let go of the aim of or interest in know-
ing it all, to see it all and be where it supposedly happens all the time. 
And yes, this is another way to shape and make the context in which 
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we are and want to be active, and to decide in which discourses we 
want to participate.

Because, as physical beings in the world, we cannot be in many places 
at the same time. We are bound to a time and a space, or more pre-
cisely, to a certain version and interpretation of a time and a space, 
one that we wish to set out and promote. In the words of Maurice 
Merleau-Ponty, addressing the spatial and temporal embeddedness 
of our perceptions and thoughts: “Things we perceive make sense 
only when perceived from a certain point of view.” (2002, 499)

Admittedly, especially during the spring of 2008, as someone who is 
truly interested in painting, it would have been fantastic to be able to 
be everywhere at once. This has indeed been a good year for paint-
ing, with extensive shows of the work of fabulous painters, both older 
and younger, copiously on display, including that of Gerhard Richter, 
Peter Doig, Marianne Uutinen, Mark Rothko, Luc Tuymans and Ce-
cilia Edefalk, just to name a few. 

These are shows that were there, and they were available to any one 
of us with enough time, interest and money. But who is able to travel 
freely, for example, from London to Munich, from Baden-Baden to 
Hamburg? What I am trying to do is not to argue about whether one 
type of travel plan or other would be practicable, but to address the 
issue of whether it is at all desirable.

Did I visit these shows? No, I did not. Should I have? Yes, if I had 
had a chance to combine it with my professional life and family real-
ity. But no, they did not go together. But I am starting to think that, 
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rather than feel bad and sorry about missing something extraordi-
nary, there ought to be another route, another solution. This solution 
is not to turn yourself against the outer world, this is not an argument 
for becoming a self-centred hermit. Instead, it is an argument for tak-
ing seriously what it means for us to be bound to a time and a space. 
Especially a time and space, a site and situation, that we can activate 
and generate.

A boundedness that is not in itself a hindrance. It is the beginning 
of a beginning. A boundedness that provides us with the basic back-
ground that allows us to make and shape both content and context. 
That is to say that our responsibility is to act upon and access that 
site and situation that is possible for and open to us. Thus, the desire 
to be in all different places all the time, running wildly from one great 
experience to the next, is not only an impossibility, it is a nightmare 
version of reality, a misunderstanding of our prerogatives and presup-
positions as part of our realities. 

This is a misunderstanding that shows its truly cruel face once we 
unravel this notion of a free-floating agent who is from everywhere, 
comes from nowhere and is going everywhere. The problem with this 
idea is that it makes no sense, since anything we do as persons who 
are part of the world depends on what our action is related to, where 
it stems from, what it claims about the current site and situation, and 
what it tries to move towards. An understanding of our situatedness 
in the positions from which we speak, view and feel. An understand-
ing that does not offer a horror vision of being captive in pre-ordained 
structures. Neither does it support the commercially promoted and 
hyped, and, in the end, suffocating version of ourselves as free of our 
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situations and sites – but talks of a simultaneous past, present and 
future.

What the idea of ourselves as anchored, embedded individuals means 
is vividly recognizing the need for constant, coherent participation in 
shaping and forming our realities. Our embeddedness is not in itself 
anything more than a starting point. It is a requirement for us to act, 
and to do something. To quote Merleau-Ponty: “To be born is to be 
born of the world and to be born into the world. The world is already 
constituted, but also never completely constituted.” (Ibid. 527) A 
comprehension of this both/and notion of being constantly affected, 
yet, at the same time, being able to have an effect, has wide-ranging 
consequences. Consequences that bring us back into every act and 
situation involved in our being in interaction with a work of art that 
in itself is part of the world.

We return with a growing self-critical awareness to the original sense 
and sensitivity of phenomenology. An act that is often laughed at be-
cause of its supposed simplicity. A set-up in which what we have is the 
site of and situation for a meeting. A sort of confrontation in which I 
as the viewer see something, let’s say, a cup of coffee, and the claim 
here is that what that cup of coffee means to me is dependent on 
where I see it and how I see it. What’s more, the way I see it is only 
possible if and when the coffee cup responds to my gaze – looking 
back at me. This, again, in itself is not at all possible, if I am neither 
willing nor able to let that part of the reality that I look at have an 
effect on me. Thus, it is a give-and-take situation, which is not to say 
it is a site without power games or hierarchies. Obviously enough, 
the relationship between me and this cup of coffee is lopsided. I can 
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ignore it, I can decide not to use it, and I can even break it. All things 
that the cup does not have the power to do to me. 

However, here we arrive at the heart of the matter, so to speak. This is 
exactly what the process is about. This process is about the interaction 
involved in being part of the world. An interaction that does not take 
place if you are not aware of the relationships of which you are part. 
Here lies the plausibility of the joke told against this basic idea of 
phenomenology. The joke hits home with brutal consequences if the 
reciprocal idea of affecting and having an effect is understood and 
interpreted as a general formula and a universal stencil a sort of injec-
tion model in which everything goes in accordance with the desired 
plans without any spills or bad chills. 

The whole point of simplistically relating myself to a cup of coffee is 
to stress that this set-up is not the answer, nor is it yet even a produc-
tive set-up. It is a proposition, a potentiality that must be activated 
and shaped, made to become something in the interaction between 
the coffee cup and me. To say it with different symbols, what is in-
teresting here is the relationship between at least two participants, 
let’s say, A and B. It is a relationship that is only there in the acts and 
actions that happen between A and B, in fashions and ways during 
which both are able and willing to question their own presuppositions 
and to listen to the other’s stories. 

Slowly but surely, both participants, while constantly checking and 
rechecking their own and the others reactions, move into the new, 
unknown area that is created through these mutual considerations, 
doubts, questions and curiosities. It is a relationship in the sense of a 
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negotiation and a meeting, during which both sides, through the re-
ciprocal interaction, shape and create something that does not belong 
to or derive from either of them. It is a third space, a shared place 
for the deepening and widening wish for and chance of collaboration 
and co-existence. A relationship as in that between the viewer and the 
viewed; a relationship during which the viewer has an effect on what 
is being looked at, but at the same time, the object or action has an 
effect on the viewer, on how he/she sees, feels and constructs an in-
terpretation of the interaction. To quote Merleau-Ponty again: “If the 
object is an invariable structure, it is not one in spite of the changes of 
perspectives but in that change or through it”. (Ibid. 103) 

What this means is that the simple initial claim suddenly becomes 
much more complicated and demanding. True, being part of the 
world, we always both have an effect and are affected, but the ques-
tion is always: How does this happen, in what ways and with what 
nuances. This is more than just being aware that what we see depends 
on what position we view it from. It means understanding and also 
relishing the fact that we are not able to view things from many posi-
tions at the same time. However, we are able to see and view things 
from different perspectives that are next to each other, and which 
come one after another, forming and shaping the procedure by which 
we view and recognize where we are, how we are, and with whom we 
are what we are. A notion that Merleau-Ponty articulates in a both 
beautiful and productive manner in his claim that “a presence is such 
that it entails a possible absence.” (Ibid. 103)

And, here we have, in a short, but magnificently condensed way, a 
core description of the processes of being in the world. A world and 
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our place in it that is not given, not neutral and not solid as a rock. 
It is a process of inhabiting these structures and acknowledging their 
limitations, but also their potentialities. This is a process that is, in its 
own natural ways, a both/and duality. A notion that links our view of 
the world to the wide variety of ways we have of being in the world: a 
comprehension of the duality of seeing and being seen, in which our 
views and representations of something (a work of art, reality etc.) 
both shape it and describe it.

This both/and situation/process of viewing reflects the awareness that 
any claim, in the form of an utterance or an image, is never either this 
or that, but a both/and, process-driven relationship. The process of 
viewing and affecting what we view always assumes a version of the 
world that it comments and acts upon, but at the same time it shapes 
that world and our understanding of it. A process that takes place in 
and through the very site where it is happening – when it is allowed 
to happen, and even more, when the fact that it is happening is seen 
as having value.

The main point then is not that these things take place, and neither is 
it exactly that each case happens. Since we are part of the world, and 
the way we are so is a process and a relationship, our understanding 
of it is still too heavily focused on how things are as such. Instead, we 
need to be aware of and to be able to have an effect on how things 
relate to each other. Not as things that just happen one after another, 
but bringing different views and perceptions of the same or similar 
reality alongside each other, letting them bounce off and on each other, 
shaping that site and that place, and the ways of perceiving-with a par-
ticular site or situation, and from a specific work or interpretation of it.
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Here again, what is on offer is a chance to create the common ground 
of a third space that bypasses the tendency for talk on a top of more 
talk, without ever making a connection. Instead, it offers us a detour 
that leads us to the means and ways of learning to listen, trying to stay 
close and to get closer – always trying, failing, getting up and then 
returning with even more determination to try again. The temporari-
ness of a common third space that is not a problem, but an oppor-
tunity, if and when that temporariness gives way to other identical or 
similar temporarinesses, connecting the dots and forming a network 
of acts and actions, views and visions.

But we must be and move very carefully, because the availability and 
the beauty of the set-up is so tempting that we easily forget its harsh 
demands and requirements. This reminds us of the basic critical no-
tion that, even if we celebrate the fact that through the process-like 
nature of our being-in-the-world a great many things can be possible, 
we must realize that everything that is possible is not in itself mean-
ingful. And, yes, even now, this is not enough of a reality check. Be-
cause of being aware of the importance of not focusing on the ques-
tion of what something is or is not.

It’s the difference between talking about what something is and how 
it is – we have to concentrate on how things are done or not done. 
Otherwise we again become what we started out to avoid. We become 
prisoners of our own habits of the heart. We again become formalists 
who are very good at generating a false sense of security, but very bad 
at allowing the strategies for having an effect to evolve and develop. 



40 being-at, looking-from

a  good  idea  by  mika  hannula

We are part of the world, inhabiting it and cherishing it – loving it and 
hating it. We breathe in and we breathe out, transforming that minus-
cule part of it while doing so. We perceive things, but any perceiving 
we do is done from a point of view and is a perception of something. 
To finish off this part with the final quote from Merleau-Ponty: “I am 
not in space and time, nor do I conceive space and time; I belong to 
them, my body combines them and includes them.” (Ibid. 162)
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iv)  from  space  towards  a  place

One of the core elements of the good idea project – and consequently 
one of the main good ideas built into it – was to construct it so that 
it was not a one-off event, not a rushed-through process and not an 
unrelated event. Instead, what it tried to be and become was the exact 
opposite of all the above-listed worries. There were two exhibitions, 
back to back, with one year in between, the theme, in the sense of a 
starting point (a trampoline) was the same, but where each part took 
us was very different. A set-up that allowed and promoted a long-
term perspective, comparison and a clear notion of physicality, and a 
certain slowness. It created and generated a luxurious chance to work 
on the same site and turn it into specific situations each time – work-
ing from a given space to produce a particular place. 

This is the process that this book taps into and tries to take further, an-
choring the discursive component in a reflection on and analysis of the 
processes of making and shaping the exhibitions. From this point of view, 
it is about the good practice involved in creating and generating a group 
show. The visual part, through the act of representation, faces the pro-
ductive dilemma of the politics of representation, in terms of how to 
show works of art that are in themselves images – and what we do when 
these works of art are not only images, but also processes that are what 
they are by becoming so in a given site and situation. A dilemma that we 
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have sought to deal with by producing not just a document of the events, 
but something else, something more playful and experimental.

In one vital sense, the starting position for the whole process has meant 
that we had to be very aware of both the limitations and possibilities 
of our set-up. But, as argued in the previous parts of this essay, what 
could sometimes be seen as a limitation was for us a realistic pre-
supposition for the project, one that created a positive opening and 
challenge. We were locally situated, acknowledging, but also making 
the best of the fact, that we required a lot from ourselves, the artists, 
the works and the audience. We built a structure that called for an 
attention span of over a year. A set-up that invited a play with con-
notations and interactions within each exhibition, a comparison bet-
ween two different physical realizations of paintings in two different 
group-show environments.”?

Seen from the other direction, the demands we were facing were also 
considerable. The idea was to create a situation that would allow each 
painting to be what it wants to be and become. Thus, when following 
the train of thought from this angle, we get from the potential singu-
larity of a work onto a road that takes us into the whole over-arching 
process of two exhibitions in the same place, with the same thematic 
focus. When we expressed an interest in the singularity of a work, 
this was not a reference to its essence or true self, but to a content-
driven process of becoming something in an interaction. The idea 
of the singularity of a work of art was relational – only to be realized 
and achieved in a relationship with the time, place and other works 
in interaction with the viewer. It is then a singularity as the very spe-
cific “thisness” of a work that is actualized in a highly contextual and 
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embedded way. A thisness that does not exclude different versions 
of the same work being able to happen in different times and places, 
but a thisness that moulds itself to the shape of its own presence in a 
particular way, here and now.

From the hope of achieving a “thisness” in each singular work, we 
moved towards the idea of situating the works so that this individual 
“thisness” would join together with the thisness of the other works 
and generate a unique combination of all the works by that given art-
ist. This is not to claim or to aim at having a particularly magnificent 
place for all the works, but to create a site in which these works relate 
to and reflect each other, without being reduced to only a part of the 
sum, and yet not taking away the potential for generating a temporary 
sense of them being together. A strategy that has no common rules, 
since each artist’s works are in every case individual and different. 
This is a task that we have to face up to and solve in each individual 
case, every time. 

But to follow the internal logic of our process, from the negotiations 
between the singularity of a work and the wish to create a connection 
and combination between each of the works at this site, we moved 
to the next level of thinking through the way the works of each artist 
would productively clash and collide with other artists’ works, thus 
putting together the whole of an exhibition that aims at being much 
more than just the sum of its parts.

But how? How did we do it? It is important to remember that we were 
able to do it twice. We started off slowly and intentionally at a less 
dramatic pace than we are forced to accept in most other situations. 
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The first of the exhibitions was structured to be what it wanted to be: 
a calm, quiet, almost solemn entity that would not shout, but trust 
on the silences between the works and the artists. What we aimed for 
quite clearly followed the idea of “less is more”. Again, not so much 
in terms of how many works were on the site, but of how they were 
situated – shaping and making a route from a neutral space into a 
series of individual places.

In Painting, Space & Society there were six artists that we worked with. 
They were all “established” artists with a substantial back catalogue 
of works and exhibitions. The cue for and logic of the whole exhibi-
tion was to create a specific site in which all the works interacted with 
the site and with the situation that they were on the same site during 
that specific time. The aim was to shape a weird kind of clumsily ele-
gant, slow but powerful proposed presence, i.e. one possible way to be 
present. As a strategy, it employed a visually and spatially expressed 
rhetorical style – hinting, not screaming. 

There is no need to camouflage the certain randomness that is em-
bedded in any process like this. There is always a certain gap between 
what you once wished for and what then is there on the exhibition 
site when you start to put it up. Again, however, this randomness and 
unpredictability, for us, only emphasizes the need and ability to make 
the process happen there and then. We have to try to comprehend it, 
listen to it, and then follow up the intuitive logic of what is happening 
in these multi-layered relationships brought to this particular site to 
become something, enjoying the set-up, but making sure to let things 
continue and evolve, not standing in the way, but cherishing the way 
the interaction guides and carries you through. This is a relationship 
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with a place that does not yet exist. The process needs to become it-
self, both as a place and a relationship, in and through itself. 

But yet again: How? On the first occasion, we followed our intui-
tion about generating situations of slowness and calmness, yet not 
as though it were in a state of tranquillity, but through small gestures 
that play with expectations and assumptions. Gestures that are actu-
alized while paying attention to their internal tensions and conflicts, 
and not seen or treated as dead objects. This difference is the thin line 
between a process that is calm and an end-result that is simply just 
amazingly boring. It is also a core difference between a process of be-
coming something and the ideology of a product. We wanted to buy, 
borrow and steal enough time and energy for each work, but at the 
same time, we needed to create intentions and attention connecting 
the works and the artists. In accordance with our plans, this was done 
by placing them in the space following the logic of contradiction and 
contrast, which was sometimes obvious and difficult to avoid or miss, 
but often also very subtle and even ambiguous, hanging about, not 
knowing which way to fall or stand up. 

Thus, in terms of playing with actual expectations and the ghosts 
of them, what we had in the main hall on the highest, widest wall, 
the wall that was screaming to have a lot of works on it, was a single 
work, a work that, as a gesture, was the least painterly in the whole 
show. This was the work by Gardar Eide Einarsson. A work that took 
him just about one hour to execute on that wall. With the help of a 
projector, Einarsson coloured in the outline on the wall. This was a 
Latin text taken from a 15th-century flag that translated as “citizens, 
why this anger?”. On the floor beside this work, leaning against the 
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wall, shyly on the sidelines, Einarsson placed twelve small “paintings” 
using and abusing symbols of the usa. The contrast here was between 
the wall and the works on it, but also in the interaction with the works 
opposite it. Facing it we had only two works, by Elina Merenmies, but 
works that were filled with thousands of shadows of doubt, detail upon 
detail that took her about a year to complete. And yes, as a counter-
balance, on each side wall we placed the works by Jens Fänge, serving 
as a deliberate act of weird calmness, a calmness that is present in 
each of his paintings, but hopefully, as a result of them, also within 
the whole room. A room that was quiet, but raw, filled with a silence, 
but accompanied by hints of troubles and tensions.

The game of contrasts, flirting with expectations and breaking them 
up continued in the long side room. There we had two long walls 
facing each other. On the longest one we set up a single line with the 
help of 15 individual paintings. These were paintings by Birgir Birgis-
son that were made so that, unless you were physically closer than 
two metres from them, due to the extremely lightly applied white-on-
white in them, with the slightest trace of yellow added to the paint, 
you could not see them. They deny access unless you get closer, and 
stay close. A single line of works, a series of optical images capable 
of inducing headaches, was placed opposite a high wall filled with 
large expressionistic canvases by Fie Norsker, which were arranged 
on two levels, with paintings next to one another, but also on top of 
each other. A situation in which you had to look up and down, up and 
down, becoming aware of the multiple dimensions of the space that 
had been turned into a place.
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In the last room, we had the installation painting by Jukka Korkeila, 
generating one of the most direct points of comparison between the 
first and the second exhibition. In Jukka’s case, he combined on the 
wall a set of previously executed drawings containing direct, inter-
ventionist, painterly gestures, finalizing the installation by adding a 
wall-to-wall carpet that filled the whole floor. A rug made of synthetic 
material that was, well, at first, pure fabricated industrial white, but 
then, due to people walking on it, acquired a bit of another colour 
and colouring – a sort of a human touch that we always need so very 
much.

In the second part of the exhibition, called Tomorrow Always Belongs 
to Us, we had the benefit of playing with a location that we already 
knew. We knew the site, we knew the people working in the institu-
tion, knowing that we had the fantastic chance to rely on their profes-
sionalism as technicians and workers in that particular building. We 
also knew what we had done in the first round. A fact that benefited 
us a great deal, since now we had even more room for experimenting 
and playing with putting up a group show.

At the same time, we had, in fact, painted ourselves into a corner 
(my apologies, couldn’t resist that). We had a set-up that awoke cer-
tain expectations and assumptions. We had to face the fact of doing 
the second leg of the show that promised to focus on the new, fresh 
generation of Nordic painters. Now, how do you avoid or resist the 
cul-de-sac of making essentialist and essentially silly claims about a 
generation, and, of course, about who might be the new stars and 
heroes of painting? Well, you generate a situation in which you allow 
yourself to laugh at yourself – loud and clear – taking away the wrong 
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kind of pressure to perform as expected. But our aim was not just to 
laugh at ourselves, but to invite ourselves and others to laugh with us 
– anchoring ourselves clearly in our aims, yet truly acknowledging our 
own shortcomings, and also avoiding becoming cynical or resistant 
to experiments. This double act of laughing at and laughing with was 
done partly in the choice of the ironic title of the show, and especially, 
by choosing to accentuate its image as a layout in five different col-
ours that really hit you in the eye with their annoying brightness and 
retro 80’s design.

As a strategy of moving from a neutral space to a specific place, our 
intention was to alter the atmosphere from one of calmness and re-
laxedness, to a much more messy and provocative one – both in terms 
of the individual works and the overall sense of the place. We had 
chosen to work with 11 artists, deciding to look for a broad picture 
of this particular medium, purposely choosing to work with artists 
who came from all the different sides of contemporary painting. We 
did not limit ourselves to obvious works, i.e. paintings, which did not 
mean that we were looking for the expanded field of painting. Instead, 
we looked for and found artists that all came out of painting, knowing 
its past, but who all went somewhere else with it – either experiment-
ing with forms or experimenting visually with content-driven choices. 
They were artists who not only reacted, but also reflected. Artists who 
were no longer satisfied with being against, but who, through their 
own work, had created for themselves strategies for survival, strate-
gies of being-for.

In the second part, the way we shaped the space into a place followed 
the very simple logic of letting the ideas and works of certain art-
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ists rule. Yes, the word is rule, as in the way a process needs to begin 
somewhere, somewhere that takes the lead in the collaborative tango 
of staging a group show. Nevertheless, where it begins is only the be-
ginning, because how what is started is developed depends on what 
else goes on alongside and after these beginnings.

Thus, we knew very early on that we had four artists working directly 
on the space. We knew that Anastasia Ax was taking over a crucial 
part of the main floor, creating quite a large-scale set-up for her per-
formance that, after the act itself would turn into an installation and 
remain there. Then we knew that Josefine Lyche was going to work 
with the final wall of the space, creating a direct contrast with Jukka 
Korkeila’s work. We also knew that Sigga Björg Sigurdardóttir was 
going to occupy a corner with her drawings, a video and interactions 
straight onto the walls, letting her work spill over in every direction, 
both up and down the space. Finally, we knew that the first potential 
space, the octagonal reception area of Göteborgs Konsthall, was going 
to be taken over by a large, round drawing by Martin Skauen that 
rotated slowly but surely, up there, high enough, but not too high to 
recognize and wonder at the thousands of in a drawing of the wheel 
of life in all its cruel, but crucial elements.

That was the set-up as we knew it before actually starting to mount 
the show about a week and a half before the opening. We had a struc-
ture and we tried to promote and preserve its flexibility. We trusted 
these choices, and let everything else wait. We waited until we were at 
the site, opened up all the works and saw them in the space. It did not 
take us very long to find a location for each of the remaining seven 
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artists and their works. We shifted works, speculated here and there, 
tried and failed, and tried some other solutions. Found a version that 
we were happy with, and left it like that for about a day. Then we re-
turned to it and were still satisfied and, yes, then came the sweaty part, 
putting things up so that they hung like they are supposed to hang.

As with the first version of the show, we worked with contrasts and 
comparisons, juxtaposing big with small, figurative with abstract, ten-
der moves versus brutal grooves. We placed Louise Dorph’s group 
of small-scale, intimate paintings of family life opposite Lyche’s wall 
screaming the joy of colourful summer cityscapes, having separated 
Carl Hammoud’s and Hannaleena Heiska’s paintings and placed 
them in different parts of the site. The idea was to make Hammoud 
bounce off Christina Malbek’s strange, but seriously attractive, large-
scale interpretations of reality gone slightly awry, but also to make 
these works, as perhaps the most painterly gestures in the whole show, 
relate to the series of drawings by Martin Skauen. Then we wanted to 
stage Heiska’s two eerily bizarre figures to have a rather calming, yet 
energizing effect on the main hall.

Then we choose to let Hladgerdur Iris Björnsdóttir’s solemn, yet at 
the same time disturbing paintings of young people play off against 
the aggression of Ax in the room next to them. Her paintings generat-
ed a small corner of calm, while their solemnity was directly distorted 
by Josefine Lyche’s visually testing and vexing screens, spitting out 
a cacophony of pixels in a non-stop flow. In this long, corridor-like 
room we accentuated a dialogue of a sort, inviting in the elements of 
Henrik Eriksson’s drawn constructions of the outlines of buildings 
mixed on top of each other on thin layers of film to relate to the space 
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itself and to the calmness of a single figurative painting by Björnsdót-
tir – a serious-looking boy staring back at us. What we were left with 
was something that had already found its place on the side walls of 
the main space. These were works by Tuomas Laitinen in the form of 
light-boxes showing different images that shone on and gently con-
trasted with the uncontrolled, partly atavistic gestures of Anastasia 
Ax’s works; both the performance and the installation that it becomes 
through the act of painting and the partial demolition of sculptures 
at the site.

Thus, together we had two sites in the form of exhibitions that became 
places. These are singular places that are what they try to become, 
both as something on their own, but also in intense interaction with 
each other. A long-term act of working with contemporary painting 
that took the opportunity to focus on the process, trusting and rely-
ing on the original set-up and letting the works take us where they 
could take us. And yes, this took us towards two individual places in 
the form of exhibitions. Exhibitions that tried to make us more aware 
of and about the spaces in which we are acting, and exhibitions that 
tried to show that, if and when we follow the logic of a process, this, 
when done properly, in itself allows us to put aside the logic of con-
sumer goods and sometimes even to move beyond the objectification 
of art works. Granted, besides clear actions on the very site made for 
this specific situation, we did, again on purpose, have paintings, i.e. 
works of art placed on the wall, but then again arranged in a relation-
ship and in a process, not as instrumentalized objects.

The point of the positioning of the works and the contrasting rhythms 
generated in the place was again not what was done, but how it was 
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done. It was indeed a self-reflective process that allowed us to enjoy 
the uniqueness of the exhibition and the “thisness” of each work of 
art. A process that proudly stood up for this awareness – and a process 
that, at the same time, worked to find ways to get out of the sad, but 
so-often-used consumerist fetishisation of the art object. These works 
talked back. An interaction, I am confident, that the viewers took as 
a warmly welcoming invitation to participate. Participation involves 
becoming aware of the position from which we see what we see, and 
being aware of the alternative ways of being in a place, and shaping 
that very place at the same time. A relationship in which you affect 
and are affected, but in which you simultaneously allow or, perhaps 
in more difficult circumstance, trick yourself into allowing works of 
art and that particular place to have an effect on you. A process dur-
ing which you have to let go of the controls and your preconceptions, 
enjoy the moves and the movements, go with the confrontations with 
your motions and emotions.
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v)  the  pleasure  principle

Good morning, darling. It’s the pleasure principle knocking on the 
door, anybody home, anybody awake? This time, yes, it knocked with 
an insistent stubbornness right here and right now, it was in Gothen-
burg, and in the Konsthall. The pleasure principle there on site, evolv-
ing and rolling – hopefully. And no, this is not a sad reality that we 
had to face. On the contrary, it was a beautiful demand and a perfect 
opportunity to do something in and through this place and its po-
tentialities. An act of relevance to and reliance on something abstract 
out there, but which takes place with and within something practical, 
something connected to our everyday kindnesses and miseries in the 
form of works of art that touch and disturb, connect and connotate. 
An invitation to be-with, and to think-with. And that, potentially, can 
be something highly enjoyable, something specific and special.

The idea of the pleasure principle is closely connected with the con-
struction of a process-based and content-driven set-up and situation. 
In short, what allows and what brings forth potentials for pleasure is 
the understanding of how a site sees, thinks and feels in an exhibition 
as a process. This is an invitation to take part, to feel for, argue with 
and shout back. Or to stare back with silent rage and revenge that 
scares even the most world-weary cynic among us. It is an idea and 
an attitude that does not fight against or try to deny the power or im-
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portance of hierarchies of what is seen as interesting and worthwhile, 
or the hierarchies of who decides, and about what. Instead, it searches 
for alternative ways of constructing reality in a group exhibition that 
can co-exist alongside and also beyond the more rigid structures of 
visual communication and knowledge production. It is an idea and 
an attitude that is for something – for the chance to make waves, not 
just to watch them.

The background to the strategy of the pleasure principle is based on an 
idea that derives from the same source. It was Roland Barthes who made 
us aware of the consequences of the loosening up or even breaking down 
of the rigid hierarchies of meaning production and reproduction. For 
Barthes (1976), this culminated in the idea of the death of the author. 
As we can all recall, the death of the author in fact meant the birth of 
the reader. The task was to open up the processes by which literature, 
or any other means of communication, becomes what it can become 
in interaction. The meanings of words or works of art are not only the 
property of their author. Their meanings are produced and re-produced 
in the plural, shifting interaction between all the participants in the game 
of connotations. Thus, we land at the awareness of how a concept is, to 
remind ourselves of the litany with its 5 c’s, always constructed, contex-
tual, contested, conflictual, and also hopefully compassionate.

Instead of a pre-paid or pre-determined content, we have a move-
ment in a conceptual carousel. We have a carousel within which dif-
ferent participants and elements affect the way a concept is formed, 
shaped and maintained. We have a process that invites and tempts us 
to take part in it. Not as casual bystanders and not as neutral observ-
ers, but as situated selves that are always part of the mess, part of the 
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problem. The question is how we are a part, and, yes, what the hell are 
we supposed to do about it.

This is a chance for an on-going movement and a moment to enjoy 
that movement that creates the chances for the pleasure principle. 
The idea is not that concepts have free-floating meanings. On the 
contrary, the pleasure principle, like the idea of the birth of a reader 
and a viewer, is possibly only as an act that speaks from, reads from, 
sees and feels from a certain value-laden position and point of view, 
which cannot be many positions at a time, but only one. However, 
this is a movement in the sense of something that strongly emphasizes 
the various alternative ways of shaping, forming and maintaining ver-
sions and descriptions of reality. 

The joy of this movement and the generation of a fleeting moment in 
which we grasp and are enchanted by it are based on the presupposi-
tion and an understanding of our beingness in the world that is not 
unitary, not solid or stable, but plural, changing and uncertain. The 
joy is in comprehending that things are on the move, and that you are 
able to have an effect on them. Not necessary a huge one, but if and 
when your act is a situated and a committed one, it is a meaningful 
act that increases its meaningfulness through the chances of its not 
being alone, but one that happens alongside other acts, in a give-and-
take relationship, which has a certain continuity that, at the same 
time, creates that continuity. 

This is a joy that is both demanding and giving. A joy that is possible 
only in a closely related combination of freedom and responsibility, 
feeling for something that is argued with and argued for in a way that 
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links past, present and future into each other. Not as they are in a 
neat and tidy categorized product, not as they would be in a bloody 
ridiculous mess, but in an awareness of the way that things are linked, 
intersected, cross-referenced and cross-fertilized. An awareness of be-
ing able to affect and be affected while understanding these two main 
presuppositions about our ways of being in the world and creating 
knowledge with and about it: a) what we find depends on what we are 
looking for; and b) who we are depends on how we relate to where 
were are coming from.

This process is an understanding of how we are what we are and 
where we try to be what we want to become that allows us to come 
to terms with the inherent clashes and conflicts that are embedded 
in the reality that is plural, conflictual and uncertain. But rather than 
seeking the illusory safety of security, the opportunity offered to par-
ticipants in this game of connotations motivated by the pleasure prin-
ciple within the field of visual culture and contemporary arts, is to 
have access to this fabulous terrain to test things out. This process is a 
chance to come closer and to stay closer to views and opinions about 
reality as communicated through works of art that you do not neces-
sarily agree with or support. Views and opinions that are there, and 
which are not going to move or pass away. They are views and opin-
ions that you might want to try to learn to live with in the openness of 
a work of art, and not at first in terms, for example, of religious and 
political differences that are bound to put pressure on your capacity 
for self-reflection, tolerance and courage in significantly harder and 
tougher ways. 

A reality that bites and a reality that we have to come to terms with. 
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There is no promise of a rose garden, not even a promise of a field of 
cheap last-season’s pelargonias. There is a reality in the form of a mix 
of versions that co-exist alongside each other. We can try to deny it, 
camouflage it, or we can face it. Being there, with the help, for exam-
ple, of these works of art that have taken place and become a place 
with these two exhibitions. Exhibitions that did not change the world, 
because that is not what they aimed to do. But what they did, I am 
perhaps embarrassingly sure about this, was to help change our ways 
of seeing and thinking, feeling and sensing ourselves and our being-
in-the-world. In particular, it provided us with two unique, alternative 
exhibitions; ways of constructing process-based contemporary-art 
group shows that cannot be reduced to the vulgar logic of buy-play-
throwaway objects or spectacles. 

Two inherently and obsessively give-and-take sites and situations 
happening, not somewhere out there, but exactly here, for that fleet-
ing moment that is never ever going to return, but a moment that 
stays with us and in us. A moment that is part of an uncontrollable 
network of millions of other moments that we have many pleasurable 
chances to connect to, reflect on and develop further.
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painting, space  &  society
20 June – 5 August 2007

Birgir S. Birgisson
Gardar Eide Einarsson
Jens Fänge
Jukka Korkeila
Elina Merenmies
Fie Norsker

Curators: 
Mika Hannula & Göteborgs Konsthall
-  -  -  -  
birgir  s. birgisson 
(born 1966 , Iceland)
Lives and works in Iceland

Blond Miss World 1951-1965, 2007
15 paintings, oil on canvas, 120 x 120 cm
- -  -  -
gardar  eide  einarsson 
(born 1976 , Norway)
Lives and works in New York

Outlaw Logos (Munich Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Outlaws 1%er), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Microoutlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (The Outlaws line Dancers), 
2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Outlaws MC. United States), 
2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Subway Outlaws),2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Off Road Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (The Amish Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Outlaws Unlimited), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos, 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Tim’s Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Rock and Roll Outlaws), 2004
Acrylic on canvas, 40 x 30 cm

Outlaw Logos (Aliquippa Outlaws), 2004
Acrylic on canvas, 40 x 30 cm
- -  -  -
jens  fänge 
(born 1965, Sweden)
Lives and works in Stockholm

Tunesmith, 2006
Gouache on paper, 140 x 100 cm
Collection of Christian Larsen

Upstairs at Eric’s, 2004
Oil on canvas, 150 x 165 cm

Interior, 2006
Oil on canvas, 88 x 80 cm
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Hard Luck Store II, 2006
Oil on canvas, 70 x 74 cm
Courtesy Galleri Magnus Karlsson
- -  -  -
jukka  korkeila 
(born 1968 , Finland)
Lives and works in Helsinki

Lightning Teleportation, 2004
Acrylic on canvas, 230 x 780 cm
Collection of Malmö Konstmuseum

Flower, 2005
Ink on paper, 150 x 270 cm

Head Space, 2005
Ink on paper, 210 x 150 cm

Fenno-ugrian Mindmelt, 2005
Ink on paper, 210 x 150 cm

Kesäyön unelma, 2005
Ink on paper, 210 x 150 cm

Rainmaker, 2005
Ink on paper, 150 x 270 cm

Radiator, 2006-2007
Ink on paper, 150 x 270 cm

Mao’s Red Moon, 2007
Gouache on canvas, 21 x 30 cm

Forgiving Smell of the Square, 2006-2007
Watercolour, gouache and pencil on paper, A3

Supernaut, 2005
Acrylic on canvas, 120 x 100 cm

Otaku Ikinai, 2005
Acrylic on canvas, 120 x 100 cm

Introduction of truth serum, 2006
Gouache on paper, 70 x 90 cm

Key Generator, 2006
Watercolour, gouache and pencil on paper, A3

Password Reminder, 2005
Gouache on paper, 70 x 90 cm

Rainmaker, 2005
Ink on paper, A3

Spaceways we travel, 2007
Watercolour, gouache and pencil on paper, 
42 x 60 cm

End of Sunset, 2007
Watercolour, gouache and pencil on paper, 
42 x 60 cm
- -  -  -
elina  merenmies 
(born 1967, Finland)
Lives and works in Helsinki

Burning Mother, 1999
Tempera and oil on canvas, 170 x 250 cm
Heino collection

Tornado, 2006
Acryl and oil tempera on canvas, 170 x 250 cm
Heino collection

The trees are trees, 2006
Acryl and oil tempera on canvas, 150 x 230 cm
Collection of Hämeenlinna Art Museum
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fie  norsker 
(born 1974 in Denmark)
Lives and works in Copenhagen

Gate/Port, 2006
Oil on canvas, 170 x 200 cm
Courtesy Mogadishni

Geist, 2006
Oil on canvas, 160 x 190 cm
Courtesy Mogadishni

Forbundet, 2006
Oil on canvas, 200 x 170 cm 
Courtesy Mogadishni

Både og, 2006
Oil on canvas  200 x 170 cm
Courtesy Mogadishni

Nightlife/Natteliv, 2006
Oil on canvas, 170 x 200 cm
Collection of jks a/s

Pikmaleri, 2006
Oil on canvas, 200 x 180 cm

tomorrow  always 
belongs  to  us
5 June – 28 Sept 2008

Anastasia Ax
Hladgerdur Íris Björnsdóttir
Louise Dorph
Henrik Eriksson
Carl Hammoud
Hannaleena Heiska
Tuomas Laitinen
Josefine Lyche
Christina Malbek

Sigga Björg Sigurdardóttir
Martin Skauen

Curators: 
Mika Hannula & Johan Sjöström
- -  -  -
anastasia  ax 
(born 1979, Sweden)
Lives and works in Stockholm

The Kid Below, 2008
Performance/installation, 
video documentation
Ink on paper and nine plaster 
sculptures approx 190 cm tall
-  -  -  -
hladgerdur  iris  björnsdóttir 
(born 1973, Iceland)
Lives and works in Reykjavik

Balance, 2008
Oil on canvas, 130 x 90 cm

Blue Sky, 2008
Oil on canvas, 70 x 60 cm 

Girl Resting on a Mattress, 2007
Oil on canvas, 100 x 80 cm

The Lighthouse, 2007
Oil on canvas, 160 x 160 cm 

Sleepwalker, 2007
Oil on canvas, 130 x 110 cm
- -  -  -
louise  dorph 
(born 1979, Sweden)
Lives and works in Stockholm

Skylten (‘The Signboard’), 2008
Acrylic on mdf, 44 x 30 cm
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Pussen (‘The Kiss’), 2008
Acrylic on mdf, 44 x 30 cm

Vid garaget (‘At the Garage’), 2008
Acrylic on mdf, 44 x 30 cm

Matbordet (‘The Dining Table’), 2008
Acrylic on mdf, 44 x 30 cm

Gäster (‘Guests’), 2008
Acrylic on mdf, 44 x 30 cm

Bilarna (‘The Cars’), 2008
Acrylic on mdf, 44 x 30 cm
- -  -  -
henrik  eriksson 
(born 1976, Sweden)
Lives and works in Stockholm

The Center of the World, 2007
Series of six framed sketches, coloured pen on 
polyester, 120 x 170 cm

Discokulor (‘Disco Globes’), 2007
Three disco globes of broken mirror glass, 
lamp, motor
- -  -  -
carl  hammoud 
(born 1976, Sweden)
Lives and works in Stockholm

Disposition II, 2008
Oil on canvas, 80 x 70 cm

Disposition I, 2008
Oil on canvas, 50 x 66 cm

Revolution, 2007
Oil on canvas, 69 x 96 cm

Land, 2007
Oil on canvas, 121 x 121 cm
- -  -  -
hannaleena  heiska 
(1973, Finland)
Lives and works in Helsinki

And Love Said No, 2008
Oil on mdf, 110 x 90 cm

A Blaze in the Northern Sky, 2008
Oil on mdf, 130 x 120 cm 

A Secret Place II, 2008
Oil on mdf, 110 x 90 cm

Snowblind(s), 2008
Oil on mdf, 110 x 90 cm

That Darkness Shall Be Eternal, 2007
Oil on mdf, 130 x 120 cm
- -  -  -
tuomas  laitinen 
(born 1976, Finland)
Lives and works in Helsinki

Heat, 2007
Light box installation, 140 x 160 x 20 cm

The Night of the Living Dead Drunk, 2008
Light box installation, 140 x 160 x 20 cm

I’m not Perfect (But I’m Perfect for You), 2008
Light box installation, 60 x 60 x 20 cm

Keeper of the Flame, 2008
Light box installation, 60 x 60 x 20 cm
- -  -  -
josefine  lyche 
(born 1973, Norway)
Lives and works in Oslo and Berlin
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Rainbow Pickets (Grayscale), 2008
Site specific mural, acrylic and mdf 

Dreamachine 2007, 2007
Two plasma screens, computer with program, 
21 Hz monochrome flicker
- -  -  -
christina  malbek 
(born 1971, Denmark)
Lives and works in Copenhagen

House in the Mountains, 2007
Airbrush on canvas, 197 x 350 cm
Collection of Nykredit A/S

Into, 2007
Airbrush on canvas, 197 x 300 cm
- -  -  -
sigga  björg  sigurdardóttir 
(born 1977, Iceland)
Lives and works in Glasgow and Reykjavik 

Pulpit Palace, 2008
Installation with drawings in acrylic and ink 
on paper and wall
Animated film, 4 min, loop
- -  -  -
martin  skauen 
(born 1975, Norway)
Lives and works in Oslo

What Goes Around Comes Around, 2008
Aluminium wheel, 200 cm diameter, 36 cm 
tall, drawings
Courtesy Laura Bartlett Gallery

The Scent of a Woman series, 2006
Series of seven framed drawings, 47,5 x 59 cm
 





the  exhibitions



pain
tin

g
, spac

e &
 so

c
iety

20 June – 5 A
ugust 2007

B
irgir S. B

irgisson
G

ardar E
ide E

inarsson
Jens Fänge

Jukka K
orkeila

E
lina M

erenm
ies

F
ie N

orsker

C
urated by: 

M
ika H

annula &
 G

öteborgs K
onsthall

to
m

o
rro

w
 alw

ays belo
n

g
s to

 u
s

5 June – 28 Septem
ber 2008

A
nastasia A

x
H

ladgerdur Íris B
jörnsdóttir

L
ouise D

orph
H

enrik E
riksson

C
arl H

am
m

oud
H

annaleena H
eiska

Tuom
as L

aitinen
Josefine Lyche

C
hristina M

albek
Sigga B

jörg Sigurdardóttir
M

artin Skauen

C
urated by: 

M
ika H

annula &
 Johan Sjöström







N

S
V

Ö

E
. M

E
R

E
N

M
IE

S

J. FÄ
N

G
E

J. K
O

R
K

E
ILA



M
. S

K
A

U
E

N

A
. A

X



N

S
V

Ö

J. FÄ
N

G
E

G
.E

. E
IN

A
R

S
S

O
N

J. K
O

R
K

E
ILA



A
. A

X

T. LA
IT

IN
E

N



J. FÄ
N

G
E

B
.S

. B
IR

G
IS

S
O

N



N

S
V

Ö

T. LA
IT

IN
E

N

T. LA
IT

IN
E

N

H
.I. B

JÖ
R

N
S

D
Ó

T
T

IR



N

S
V

Ö

B
.S

. B
IR

G
IS

S
O

N

F. N
O

R
S

K
E

R



H
. E

R
IK

S
S

O
N

S
.B

. S
IG

U
R

D
A

R
D

Ó
T

T
IR

J. LY
C

H
E

H
.I. B

JÖ
R

N
S

D
Ó

T
T

IR



S
.B

. S
IG

U
R

D
A

R
D

Ó
T

T
IR



N

S
V

Ö

J. LY
C

H
E

H
. H

E
IS

K
A



B
.S

. B
IR

G
IS

S
O

N



N

S
V

Ö

H
.I. B

JÖ
R

N
S

D
Ó

T
T

IR

J. LY
C

H
E



H
.I. B

JÖ
R

N
S

D
Ó

T
T

IR

S
.B

. S
IG

U
R

D
A

R
D

Ó
T

T
IR



B
.S

. B
IR

G
IS

S
O

N

F. N
O

R
S

K
E

R



N

S
V

Ö

H
. E

R
IK

S
S

O
N



N

S
V

Ö

J. K
O

R
K

E
ILA



J. LY
C

H
E



J. K
O

R
K

E
ILA

N

S
V

Ö



H
. H

E
IS

K
A



J. K
O

R
K

E
ILA

B
.S

. B
IR

G
IS

S
O

N



N

S
V

Ö

L. D
O

R
P

H
M

. S
K

A
U

E
N



N

S
V

Ö

J. K
O

R
K

E
ILA



C
. H

A
M

M
O

U
D



E
. M

E
R

E
N

M
IE

S

J. FÄ
N

G
E



N

S
V

Ö

C
. M

A
LB

E
K

C
. M

A
LB

E
K



N

S
V

Ö

J. FÄ
N

G
E

G
.E

. E
IN

A
R

S
S

O
N

J. K
O

R
K

E
ILA



C
. M

A
LB

E
K

C
. H

A
M

M
O

U
D

T. LA
IT

IN
E

N

J. LY
C

H
E



G
.E

. E
IN

A
R

S
S

O
N

J. FÄ
N

G
E

E
. M

E
R

E
N

M
IE

S



N

S
V

Ö

M
. S

K
A

U
E

N



T. LA
IT

IN
E

N

A
. A

X

T. LA
IT

IN
E

N



G
.E

. E
IN

A
R

S
S

O
N



N

S
V

Ö

A
. A

X



N

S
V

Ö

E
. M

E
R

E
N

M
IE

S

E
. M

E
R

E
N

M
IE

S



H
. H

E
IS

K
A

A
. A

X







© Göteborgs Konsthall, Mika Hannula, artists 
and photographers if not stated elsewhere

Project directors: Lene Crone Jensen, 
Mikael Nanfeldt
Curators of exhibitions: Anna Hyltze, 
Johan Sjöström
Curator of education & public programs: 
Elisabet Udd

Published by Göteborgs Konsthall on the occasion of the exhibitions

painting, space  &  society
supported by:  frame – Finnish Fund for Art 
Exchange and Nordisk Kulturfond

tomorrow always belongs to us
supported by: cia – Center for Icelandic Art, 
Embassy of Norway in Sweden, frame – Fin-
nish Fund for Art Exchange, Nordisk Kultur-
fond, oca – Office for Contemporary Art and 
Sparbanksstiftelsen Första

painting, space  &  society
20 June – 5 August 2007

Birgir S. Birgisson
Gardar Eide Einarsson
Jens Fänge
Jukka Korkeila
Elina Merenmies
Fie Norsker

Curated by: 
Mika Hannula & Göteborgs Konsthall

tomorrow always belongs to us
5 June – 28 September 2008

Anastasia Ax
Hladgerdur Íris Björnsdóttir
Louise Dorph
Henrik Eriksson
Carl Hammoud
Hannaleena Heiska
Tuomas Laitinen
Josefine Lyche
Christina Malbek
Sigga Björg Sigurdardóttir
Martin Skauen

Curated by: 
Mika Hannula & Johan Sjöström

Co-ordination: Cornelia Cederleüf
Information: Andréas Hagström
Installation: Sami Kallio, Dorota Lukianska
Front staff: Ann-Sofie Roxhage

Thank you: Christian Larsen, Galleri Magnus 
Karlsson, Galleri Nils Stærk, Heino Collection, 
Hämeenlinna Art Museum, JKS A/S, Laura Bart-
lett Gallery, Nykredit A/S, Malmö Konstmuseum, 
Mogadishni, Oscar Properties, and private lenders


