Falt

Art Lab Gnesta 2017



o

KULTURRADET

Art Lab Gnresta



Falt nr 8

2017



Inledning

I din hand héller du dttonde numret av Filt, ett brokigt nummer med texter om
alltifrdn odling och vixtfirgning till queer abstraktion, konstnirer i rérelse och
konstfiltets exkluderande strukturer. For forsta gdngen har vi i detta nummer
inkluderat en affisch, gjord av konstniren Bernadette Wolbring. Lt den likt hela
Filt vara ett underlag for samtal och diskussion.

Filt ir en tidskrift som undersdker beréringspunkter mellan samtida urban
kultur och landsbygd, en sprangbrida fér samtal om konst och samhille.
Diskussionen fortsitter! Hor girna av dig till oss med tankar, frigor och forslag.

In your hand, you are holding the eighth issue of Filt, containing texts ranging
from plant cultivation and plant dyeing to queer abstraction, artists on the move
and the excluding structures present in the field of art. For the very first time we
have included a poster, produced by the artist Bernadette Wolbring. Use it, and
Filt in it's entirety, as a starting point for conversations and discussions.

Filt is a publication that explores the points of contact between contemporary
urban culture and rural society, functioning as a stepping stone for conversations
about art and society. Let's keep the discussion going! You are most welcome to
get in touch with us with thoughts, questions or suggestions.
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Att gara kropp Caroline Malmstrém

om Eva Mag

Under ett par mdnader i borjan av 2017 fylldes Art Lab Gnestas stora sal av konst-
néren Eva Mags arbete, en fordnderlig process som vecklade ut sig mer for varje dag.
Resultatet, utstéllningen Att gira kropp, formulerar mdénskliga fysiska och psykolo-
giska erfarenheter genom material som lera och textil.

Eva Mag var inbjuden som gist i residencyprogrammet for att nyproducera en
utstillning dir sjilva arbetet skulle 6ppnas upp fér andra — studenter savil som
nyfikna besdkare. I ett nira samarbete med Lea Sarocchi, Eric Seppas, och
Linnea Nojdelijk — alla studenter frin Vardinge folkhdgskola utanfér Gnesta

— syddes kroppar av olikfirgade textilier, som sedan positionerades ut i salen och
fotograferades av. Deras arbete fyllde huset, som ena dagen karaktiriserades av
symaskinernas rytmiska dunkande och kropparnas grilla firger, men snart skif-
tade till mer jordiga toner och lerans sorjiga slafsande.

Eva beskriver sitt arbete som influerat av familjens skraddar- och
hantverkstraditioner:

—Den tindande gnistan i mitt arbete kom av triumfen av att ha tagit kontrollen
dver ett material, som jag gjorde med textilen. Jag var lird att utgi fran ett per-
fekt monster pa ett papper, innan jag fick klippa i tyget, men jag lirde mig aldrig
ménsterkonstruktion si det stoppade mig linge att jobba med tyg.

Nir kropparna fotats i syfte att bevara tygernas vackra firger och skapa tvidimen-
sionella bilder boérjade det tunga arbetet med att fylla dem. Tv4 ton vistgdtsk lera
hade transporterats till Gnesta och i ett gemensamt arbete fyllt textilkropparna.
En tidig marslérdag 6ppnades husets dorrar for besdkare som bjods in att hjilpa
till med det stokiga arbetet att fylla kropparna, eller att g& runt for att begrunda
de andra.

Vil i tredimensionell form férindrades figurernas uttryck: plétsligt var karakti-
ren av en minniska dir. Den blsta leran som tonade ner de bjirta fiargerna, klad-
dade och stékade ner, pAminde ytterligare om minniskokroppens ofrdnkomliga
beteende. Men vad ir en kropp? I Eva Mags arbete aterkommer intresset for kon-
traster: det rena och det smutsiga, det hirda och det mjuka, det tunga och det
litta — allt det som utgér minniskokroppen men som ocksa virderas olika i sam-
hillet. Hir finns en sliktskap med konstniren Louise Bourgeois som under prak-
tiskt taget hela 1900-talet formulerade ett intresse fér framférallt kvinnokrop-
pen genom sina teckningar och skulpturer i olika material.

Hos Art Lab Gnesta hingdes ett par av kropparna upp i transparenta tyger,
som kokonger som lyfte upp dem i luften. Dir vilade de tunga kropparna i de
tunna tygerna, som inneslutna i hinnor — i kropp, pa vig mot att bli kropp — eller
svepta pé vig mot sista vilan. P& golvet runtomkring lades ytterligare kroppar
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utspridda, en del i vila, vissa i mer krivande
positioner.

For den som foljt Evas arbete mirks ocksa ett

dterkommande intresse for olika sprakliga ut-

tryck och en strivan att underséka innebérden

i dessa. Ett tidigt arbete utgick fran uttrycket

"att std pa egna ben”, en parallell utstillning i
Haninge konsthall som pagick tidigt 2017 déptes till Man ska vara snill mot sig
sjilv. Konstnirens materiella arbete dir det mjuka ofta méter det harda, det
birande, undersdker praktiskt dessa pdstdenden. Med botten i sin egen familjs
historia och erfarenhet av migration mejslas reflexioner 6ver samhilleliga struk-
turer ldngsamt fram, ofta med ett visst fokus pé individens férhéllande till
kollektivet.

— Jag tror att alla har kunskap med sig hemifrdn. Jag har tagit kontroll éver att
skapa mig sjilv, "att gora kropp” dr ocksa att ta plats. Jag har gjort ndgot av det
jag inte trodde att jag kunde, men alla har den mgjligheten, att se vad det ir for
kunskap vi egentligen har, men som vi inte férvaltar.

Moétet med utstillningen Att géra kropp bjuder pa en viss ambivalens, och lika
mycket som den dr en undersdkning av aktivt arbete med att gora kropp, kan den
ses som en spegling av samtida visuell kultur. Minskligheten har alltid begétt
och fatt utsta krig och grymma 6vergrepp, men idag mer in ndgonsin sprids bil-
der av dess konsekvenser runtom i virlden. Men vad gor dessa bilder med oss och
var uppfattning om vadr omvirld? Rymmer de fortfarande mojligheten att omsit-
tas i konstruktiva motkrafter, eller stir de snarare for en avtrubbning och blir
ytterligare ett dvergrepp?

Art Lab Gnestas stora sal som under en lang period nu fungerat som konstnirens
ateljé har i allra hogsta grad priglat arbetet och hur det presenteras. Den sakrala
stimningen i rummets hdjd och de stora fénstren understroks ytterligare av ver-
nissagedagens performance d& en kor uppférde en kort melodi som aterkommit
genom produktionen.

Kropparna, och de omsorgsfullt formgivna och knutna upphingningsanordning-
arna, gor utstillningen Att gora kropp till ett visst typ av rum — ett rum att gé
till for att mota och begrunda vad det innebir att vara méinniska.



Making body Cortg el

During a couple of months in the beginning of 2017, the big hall at Art Lab Gnesta
was occupied by the artist Eva Mag’s works. As days passed by, a morphing process
was unravelling in the space, resulting in the exhibition Making body. Through the
use of materials such as clay and textile, Eva Mag was enunciating the physical
and psychological experiences of being human.

Eva Mag had been invited to take part in a residency program intended at pro-
ducing an exhibition where the working process would be open to all, students
as well as curious visitors. Working In close collaboration with Lea Sarocchi,
Eric Seppas, and Linnea Nojdelijk, all students from Vérdinge folkhégskola out-
side Gnesta, Eva Mag fabricated bodies from colored pieces of textile that were
then positioned and photographed in the space. The labour over these bodies
took up the whole building, that one day was filled with the rhythmical throb-
bing of sewing machines, the next with the mushy slobbering of clay, making the
brightly colored bodies assume earthy tones.

Eva describes her work in light of her family’s tailoring and crafts tradition:

"My work was sparked off by the triumphant feeling that comes with mastering

a material, and I did master textile. However, I was taught to work on a perfect

pattern on paper before cutting the fabric, and as I never learned pattern con-
struction properly my work with textiles were
obstructed for a long time.”

In order to capture the beautiful colors of the

bodies in two dimensional format, they were

first photographed on site. After that, the hard

mutual labour of filling them up begun. Two

tons of clay from Vistergotland had been trans-

ported to Gnesta for this purpose.

One Saturday in early march the doors

opened and visitors were invited to take part in the messy labour of stuffing the
textile bodies, or to merely stroll around pondering the ones busy with the task.

Once the figures had assumed their three dimensional shape their expressions
changed. Suddenly a human character had emerged. As the wet and splotchy
clay successively muffled the stark colors of the fabric, the scenario couldn’t help
but remind one of human bodily functions.

But what is a body? In Eva Mag’s work the interest in contrast is a reoccurring

feature: the clean and the dirty, the hard and the soft, the heavy and the light-
all properties of the human body, but valued differently in the face of society.
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There is a kinship with the artist Louise Bourgeois who was active during practi-
cally the whole 20th century. Her practice revolved mainly around the bodies of
women. She explored her subject matter via drawings and sculptures in numer-
ous materials.

At Art Lab Gnesta a couple of the bodies were suspended wrapped in transpar-
ent fabrics, like cocoons elevated in the air. The bulky bodies reposed in the light
fabrics, as if they were encapsulated in membranes- in a body, in becoming a
body- or shrouded for the final rest. Scattered around on the floor were several
other bodies, some resting and some placed in demanding positions.

Those who have kept track of Eva’s work will be familiar with a reoccurring
interest in exploring the signification of everyday (linguistic) expressions. The
starting point for an early work was the expression "to stand on ones own feet”,
and an exhibition that took place in early 2017 was named "One should kind
to oneself”. The artist’s works practically explores these utterances through
employment of materials that allows for joining soft to hard, to the bearing.
Slowly, reflections on structures in society are being chiseled out, stemming
from her own family history and migratory experience. At stake is often the
relation between the individual and the collective.

"I believe everyone is imbued with knowledge originating from home. I have



taken control over my self creation, "Making body” is also a claim to space. I have
made something out of something I thought wouldn't be possible, and we all
have the opportunity to seize the knowledge we actually carry around, but not
yet preside over.”

A certain ambivalence is at
stake in encountering
"Making body”. As much as it
is an exploration into the ac-
tual labour of body making, it
can be perceived as a mirror
image of contemporary visual
culture. Since long, human-
kind has committed to and
suffered from atrocities of
war and cruel

abuse. Today more than ever images of it's consequences are distributed on
a worldwide scale.

What do these images do to us and our perception of the world around us?
Do they enable us to conceive of other possibilities and organize counterstrike,
or do they further muffle our senses, leading to the perpetuation of abuse?

Art Lab Gnesta’s big hall has undoubtedly influenced the production of Eva’s
work, as it has served as her studio for quite awhile now. The big windows and
high ceiling brings on a sacred atmosphere,
and this feature was further enhanced on the
opening night as a choir performed a short song
that had been in circulation throughout the
production.

The bodies with their meticulously crafted
suspension constructions produces a certain
kind of space — "Making body” offers us room
to get in touch with and ponder what it means
to be human.









Undersdkande s Lica Sofs Lundin
vaxtfiargning i trasket

Firgen pa ett lackmuspapper hjilper oss avgora ph-virde, firgen pd en porlande
bick kan beritta om bade jordmén och miljoféroreningar. Genom sitt underso-
kande firgningsarbete med textilier i bland annat bomull, silke och ull underséker
konstniren Lina Sofia Lundin virlden omkring oss och dess allra minsta
bestdndsdelar. Spar som alkottar, jirnspikar och avokadokirnor limnar p3 tyget
ligger grunden till ett samtal om konsumtionsvanor, lokalhistoria och
miljépaverkan.

Som en del av utstillningen Triskbiennalen bjéd vi sensommaren 2016 in Lina
Sofia Lundin att leda en undersékande textilfirgningsworkshop med utgéngs-
punkt i trisket. Omkring 20 konstnirer, sléjdare och textilintresserade mottes i
ett av ortens trisk, dir vi tillsammans med biologen Hans Rydberg fran
Naturskyddsféreningen Daga-Gnesta gjorde en triskvandring for att se nirmare
pa vad som egentligen vixer i vitmarken. Samtidigt passa Lina Sofia Lundin pa
att griva ner textilier i triskmarken, material som hon kommer att dtervinda till
vid ett senare tillfalle.

Efter att ha samlat in firgmaterial begav vi oss till Art Lab Gnesta for att paborija

experimenten pa ullgarn och tyg i bomull och silke. Klibbalen, ljung och vass-

vippor representerade triskets flora, och vid sidan av dem fick de nya och erfarna
firgarna dven testa mer vilkinda firgvixter
som gurkmeja och krapprot. Dagen avslutades i
tridgdrden dir textilproverna fick torka mellan
ippeltriden.

Workshopen genomférdes under utstillningen
Triskbiennalen som presenterades hos Art Lab
Gnesta 2016. Hir motte besokaren en rad ny-
producerade konstverk sida vid sida med tidi-
gare arbeten som p4 skilda sitt forhaller sig till
triskets egenskaper och potential.
Paraplyprojektet Swamp Storytelling ir ett
gemensamt undersékande av trisket och dess biologiska och mytologiska funk-
tioner. Syftet dr att kombinera arbetsfilten for naturvetenskaplig forskning och
konstnirlig produktion kring aktuella miljofragor, och projektet har gett upp-
hov till en rad nya konstverk, samarbeten och pedagogiska processer.
Workshopen genomférdes i samarbete med Hemsl6jdskonsulenten i Sérmland/
Sérmlands museum.

Lina Sofia Lundin éir utbildad pd HDK i Géteborg och baserad i Falun. 2014 gav hon ut
boken Naturlig Férgning — Mat och Kléder i ett Kretslopp, som 2017 ges ut i en nyutgdva

12 (Natur & Kultur).



Caroline Malmstrém
EXploratory plant about Lina Sofia Lundin
dyeing in the swamp

The color of a litmus paper helps us determine the pH value, the color of a rip-
pling brook can tell us about soil type and whether environmental pollution is
present. Via her exploratory dyeing practice the artist Lina Sofia Lundin inves-
tigates the world around us down to its tiniest elements. Dyeing textiles from
natural fibres such as cotton, silk and wool, the traces left by alder cones, iron
nails and avocado pits foreground a discussion about habits of consumption,
the local history and environmental effects.

In late summer 2016 we invited Lina Sofia Lundin to conduct an investigative
textile dyeing workshop based on the swamp, as part of the exhibition
Triskbiennalen (The Swamp Biennale). About 20 artists, craftspeople and tex-
tile enthusiasts met in one of the local swamps, where we made a swamp-walk-
about to closely inspect what actually grows in the wetlands. We walked in the
company of Hans Rydberg, biologist of Naturskyddsféreningen (the Nature
Conservation Association) Daga-Gnesta. Lina Sofia Lundin at once took sprung
on the opportunity to bury some textile in the swamp, a material work-in-pro-
gress that she will come back for at a different point in time.

After having collected our dyeing materials, we headed to Art Lab Gnesta to

start out with our experiments, using woolen yarns and fabrics made of cotton
and silk. Tufts of reed, the alder and heather
represented the flora of the swamp, and apart
from these three, the new and experienced
dyers also tested more well-known dyeing
plants like turmeric and madder root. The day
ended in the garden where the textile samples
were hung to dry between the apple trees.

The workshop was conducted during the exhi-

bition Triskbiennalen (The Swamp Biennale)

presented at Art Lab Gnesta in 2016. Visitors
got to see several newly made artworks together with earlier ones that in differ-
ent ways touched upon the characteristics and potentials of the swamp. The
umbrella project Swamp Storytelling is a joint survey of the swamp and its bio-
logical and mythological functions. The aim is to combine the fields of natural
science research with artistic production in order to produce and explore new
knowledge around current environmental issues. The project has given rise to a
series of new artworks, collaborations and educational processes. The workshop
was conducted in cooperation with Hemsléjdskonsulenten in Sérmland /
Sérmland Museum.

Lina Sofia Lundin is educated at HDK in Gothenburg and based in Falun. In 2014 she published
the book Naturlig Firgning — Mat och Kldder i ett Kretslopp, published in 2017 in a new edition

13 (Natur & Kultur).



Undersokande

vaxtfargning i trisket



Exploratory plant
dyeing in the swamp
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4 teskedar gurkmeja

1 gammal tepase

1 stycke bomullstyg

4 liter vatten

Koka upp vatten, te och gurkmeja i en kastrull.
Ligg i tyget och hall det varmt i en timme.

RoOr om noga for att f3 en jamn firg.

Lat svalna.

Ta sedan upp tyget, skdlj och hing pa tork.
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acull =859

4 teaspoons turmeric
1 old tea bag

1 piece of cotton cloth
4 liters of water

Bring water, tea and turmeric to boil in a pot.

Place the fabric in the pot and keep it warm
for an hour.

Stir carefully for the color to even out.
Leave to cool down.

Pick the fabric up, rinse and hang to dry.
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I Samma mylla Sanna Brantestad

20

"Jag tinker mig att din praktik héir pd Art Lab Gnesta blir lite som 'l huvudet pd
Signe Johannessen’ for att du ska fd en inblick i hur det dir att vara kvinna, driva en
sjdlvorganiserad kulturverksamhet samt sjilv vara konstndér” orden kommer frin
Signe, en av initiativtagarna och nu dven min handledare pd Art Lab Gnesta.

Orden slar an en string inom mig som ger resonans. For att forstd hur en
sjilvorganiserad kulturverksamhet som Art Lab fungerar maste jag forst forsta
vilken typ av verksamhet det faktiskt handlar om och vilka minniskor som star
bakom den och méijliggor de projekt som tillfért Gnesta en viktig plattform for
samtidskonst och kultur.

Som jag ser det handlar det om ett sitt att leva. Vilka dr premisserna och
kompromisserna? Detta vill jag under min praktik vill underséka, praktisera och
reflektera dver.

Ett sdtt att leva. Som konstnir dr det en manga gdnger komplex friga som stin-
digt foljer en likt en skugga. For det dr en del av att leva, av att vara. Om en sen
vill forsorja sig pa sitt konstnirskap ir det en friga om hur en vill leva. Jag ser pa
konstnirskapet som mojliggorare. Konsten erbjuder méijligheter att paverka, fora
samtal och vicka kinslor. Genom konsten har vi méjlighet att uppmirksamma,
iterspegla och lira oss mer om oss sjilva dn vad vi trodde var méjligt.

Konsten kan fungera som en bro mellan det inre och yttre livet, mellan det
subjektiva och det objektiva, mellan mig och dig. Konsten ir dirav en otroligt
viktig byggsten i ett demokratiskt vilmaende och héllbart samhille.

Den ofta generaliserade bilden av konstniren som ett missforstitt geni tror
jag bdde exkluderar och romantiserar konstnirskapet. Fér mig ir det motsigelse-
fullt. En av konstens stora potentialer dr i min mening att inkludera och verka
for forstdelse, lyfta andra perspektiv och att tillgingliggora.

Just darfor dr verksamheter som Art Lab sd viktiga, som gor just detta. Som
visar hur nédvindigt det ir att se till vad konsten kan tillféra ett samhille dir
bade du och jag fir delta.

Hiromdagen liste jag Karin Boyes dikt 'Ja visst gér det ont ’ ur diktsamlingen
"For triadets skull” (1935) och trots att jag har list den ménga génger s& var det
som att jag liste den for forsta gdngen. Dikten fick mig att tinka pd min tid hir.

Den sammanfattade mina kinslor av att vara pa en ny plats, att vara liten
men samtidigt stor. Atti processer befinna sig inuti lirandets linda, att livet sjilv
ir lindan vi lir oss om. Jag tinker p4 alla fina mianniskor som jag den senaste
tiden har fatt glidjen att mota. Jag tinker pa deras livsberittelser.

Tiank att 4 sitta ett fré och se det vixa. [ projektet Fleeing Farming sitter vi
frén i jorden och med varsamma hinder planterar vi om och sitter nya. Vi sam-
talar om livet och om kretslopp. Att vi midnniskor mar bra av att plantera ir inte
sa konstigt for vi vet intuitivt att det 4r samma processer som sker inom oss.

Men precis som vixterna behover vi virme, niring, skydd och kirlek for att
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vara rotter ska bli starka. Vad projektet delvis handlar om ir att lira oss om véira
egna vixande processer. Hur vi kan spegla oss sjilva i den S6rmlandska
Sagbatomaten. Vi vixer alla i samma mylla.

”Ja visst gor det ont nir knoppar brister.
Varfor skulle annars varen tveka?
Varfor skulle all var heta lingtan
bindas i det frusna bitterbleka?
Holjet var ju knoppen hela vintern.
Vad ir det f6r nytt, som tiir och springer?
Ja visst gor det ont nér knoppar brister,
ont for det som vixer
och det som stinger.”

Jag tinker pa hur Eva Mags utstillning "Att géra kropp”, nagra trappor nedanfor
dir jag sitter i skrivande stund, beridttar om samma linda. De tunga kropparna av
lera fingslar mig, fir mig att begrunda livet.

Hur livets alla skeenden, stora som sm4, gor oss till dem vi dr. Vara kroppar ir
vart visens tidskapsel och de bir pa sd mycket, kommer vi ndgonsin f3 veta allt?

"Ja nog ir det svart nir droppar faller.
Skilvande av dngslan tungt de hanger,
klamrar sig vid kvisten, sviller, glider —
tyngden drar dem nerét, hur de klinger.
Svart att vara oviss, ridd och delad,
svart att kinna djupet dra och kalla,
inda4 sitta kvar och bara darra -
svart att vilja stanna

och vilja falla.”

Filmprojektet Min Historia handlar om att ge varje barn, nyinflyttad eller inte,
méijligheten att f3 utveckla sin egen talan, att f3 beritta sin historia - just for att
ingen annan ska beritta den &t en. Fér kunskap om den egna historien ger makt
att kunna péverka det egna livet. Ju mer vi lir oss om oss sjilva och om varandra,
desto mer utvecklas vi tillsammans som minniskor. Precis som plantorna som
odlas dr ocks3 dessa fron sidda for att nya roster ska kunna vixa sig starka och
livskraftiga.



"D4, nir det ir virst och inget hjilper,
Brister som i jubel tridets knoppar.
D43, niir ingen ridsla lingre haller,
faller i ett glitter kvistens droppar
glommer att de skrimdes av det nya
glommer att de dngslades for firden —
kianner en sekund sin storsta trygghet,
vilar i den tillit
som skapar varlden.”

Att f komma under huden p3 Art Lab Gnesta har gett mig nya perspektiv pa
hur jag vill leva och verka. Inte bara som konstnir utan ocksé som medborgare i
vart samhille, hur jag kan anvinda mig av mitt konstnirskap for att skapa forut-
sittningar och dialog om var samtid i en storre kontext. Kanske dr det vad arbe-
tet pd Art Lab handlar om i grunden? Hur vi tillsammans kan skapa ett bittre
och mer inkluderande samhiille att leva i.

Svenska versionen: Sanna Brantestad dir konstndir och student frin Kulturverkstan
i Géteborg. Under vdren 2017 praktiserar hon pd Art Lab Gnesta, i texten reflekte-
rar hon kring praktikperioden och de olika frdgor och tankar den vdickt.

In the Very same SOil Sanna Brantestad

"I imagine your internship here at Art Lab Gnesta to be a little bit like "In the head
of Signe Johannessen”, as you gain insights into what it is like to be a woman, run a
self organized art space and being an artist yourself.” Words from Signe, my current
mentor and one of the initiators of Art Lab Gnesta.

These words strike up a resonant chord in me. In order to understand the ways
in which a self organized artspace operates, I first have to get my head around
what type of agency is actually at stake here. Who are the people whose projects
have fortified Gnesta with this important plat-

form for contemporary art and culture? The

way I see it, this is a way of life. What are the

conditions, and which are the compromises?

During my internship I would like to explore,

practice and reflect over these questions.

A way of life. As an artist, this is a complex and

steadily reoccuring question that follows you
around like a shadow. To live, to be, is part of it.

22
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If one wants to make a living as an artist, then that's a question of how one wants
to lead one's life. From my point of view, making art is making things possible.
Art offers us possibilities to influence, converse and spark feelings. It brings op-
portunity to acknowledge, reflect and find out more about ourselves and what
may be conceivable for us.

Art can function as a bridge between the inner and the outer world, between
the subjective and objective, between me and you. As such, art is a pivotal com-
ponent for a sustainable and democratically sound society.

There is a generalized notion that takes the artist to be a misunderstood genius,
which I think is excluding and romanticising the role of the artist. To me this is
contradictory. The potentials I see in art practice is to enable understanding and
work for inclusion, to raise perspectives not commonly seen and heard, and to
make them accessible. In light of all this, places like Art Lab Gnesta are very
important. They show us how necessary it is for art to be able to contribute to
society, and that you and me can participate and be part of that contribution.

The other day I read Karin Boye's poem Yes of course it hurts, included in the
collection For tradets skull (For the sake of the tree) (1935). Despite the fact
that I had read it numerous times before, it was as if  read it for the very first
time. The poem made me think of my time here at Art Lab Gnesta. It sum-
moned what I felt like, being in a new place. Feelings of being big yet small at the
same time. To be involved in processes of learning, where life itself is the matter
that we learn. I'm thinking about all the lovely people I have had the pleasure of
meeting. I'm thinking about the stories they have shared.

Imagine planting a seed and watching it grow. In the project Fleeing Farming we
sow seeds in the ground, replant with gentle hands, and then sow some more.
We talk about life and it’s different cycles. No wonder planting does us good, as
intuitively we know that the processes we initiate are the very same ones that
takes place inside ourselves. Like plants, we need warmth, nourishing, protec-
tion and love in order to thrive and develop strong roots. And so, this project
also teaches us about our own growth processes. The ways in which we can see
ourselves reflected in the S6rmlandian Sagba tomato.We all thrive in the very
same soil.

Yes of course it hurts translated by David McDuff in "Karin Boye: Complete
poems”. Source: karinboye.se

Yes, of course it hurts when buds are breaking.
Why else would the springtime falter?

Why would all our ardent longing

bind itself in frozen, bitter pallor?

After all, the bud was covered all the winter.
What new thing is it that bursts and wears?
Yes, of course it hurts when buds are breaking,
hurts for that which grows

and that which bars.
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I'm thinking of Eva Mag's exhibition "Making a body”, located a couple of stairs
down from where I am currently sitting. The heavy clay bodies speak to me of
the very same processes, and make me ponder upon life. How all life's events, big
and small, makes us who we are. Our bodies are our being's time capsules, and
they bear forth so very much. Will we ever get to know it all?

Yes, it is hard when drops are falling.

Trembling with fear, and heavy hanging,

cleaving to the twig, and swelling, sliding -

weight draws them down, though they go on clinging.
Hard to be uncertain, afraid and divided,

hard to feel the depths attract and call,

yet sit fast and merely tremble -

hard to want to stay

and want to fall.

The film project My History aims to give every child, newcomer to Sweden or
not, the possibility to develop a voice of their own, to tell their story. Because no
one should tell your story for you. To know one's own story is empowering for
the prospect of leading one's own life. If we learn about ourselves and others,

we will nurture each other as human beings. Again as for the plant's, seeds are
grown in order for new voices to gain strength and flourish.

Then, when things are worst and nothing helps
the tree's buds break as in rejoicing,

then, when no fear holds back any longer,
down in glitter go the twig's drops plunging,
forget that they were frightened by the new,
forget their fear before the flight unfurled -
feel for a second their greatest safety,

rest in that trust that creates the world.

Getting under the skin of Art Lab Gnesta has given me new perspectives into
how I would like to live and work. Not only as an artist, but as a citizen in our
society. As an artist, [ would like to facilitate dialogue about our contemporary
conditions for living in a broader context. Perhaps this is what the projects and
activities taking place at Art Lab Gnesta is really about?

Knowing that we can strive for a better and
more inclusive society. By mutual effort we
will thrive.



Sanna Brantestad is a artist and student at Kulturverkstan in Gothenburg,
During spring 2017 she is doing her internship at Art Lab Gnesta, in the text she
reflects on the different questions and thoughts which have appeared during the
internship.
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Conversation with
Bernadette

During the spring of 2017 vou have had a resi-

dency at Art Lab to work with our Risograph.
Unlike normal printers the Risograph is so-
mething in-between a printer and photo-co-
pier. Not quite automatic, not quite manual.
Since it was first released in Japan in the late

80's, a lot of artists, graphic designers and au-

thors has shown a great interest in working
with the Risograph. Why do you think that is
the case and how come you are interested in

working with this way of printing?

I guess this is because even though it is a
mass-medium it has a very handmade feel to it.
Recently it has became more popular among
artists and graphic designers because it uses
soy ink and therefore it is more friendly to the
environment. I'm using it mainly because every
copy produced is unique, which fits my topic
very well. After all, my project is about gender
binaries and this is mirrored by the printing
process: the risograph prints with only one
color at a time. So i decided to work with two
colors, mixing them by layering them on top of
each other. Men and women have the same set
of sexual hormones, they only differ in quanti-
ty, so for me the medium is perfect when explo-
ring these questions. I also chose the risograph
because it is cheaper to use than other printing
techniques. I wanted to reach a broad audience
by producing give-away posters.

In the project you are working on during your

residency at Art Lab Gnesta you are among

other things exploring notions of hormonal

control in relation to knowledge, power and

norms. In society we seldom talk about the

control of hormones that contraceptives invol-

ves. Why is that and in what way does hormo-

nal control relate to power and norms?

From Michel Foucault we know that there is
something that is called the medical gaze. As a
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doctor, you have all these different notions in
the back of your head which affect you when
you make diagnoses or prescribe medicine.

I think this is very apparent when it comes to
the use of hormones or contraceptives. As a
matter of fact, the EMA (European Medical
Agency) advice against prescribing 3rd and 4th
generation contraceptives, as they contain
anti-androgens and women on these pills have
a much higher risk of developing deep vein
thrombosis. Still they are prescribed for rea-
sons related to beauty norms: to make females
more female. I was quite surprised when I
found out that these contraceptives contain
the same kind of anti-androgens that are used
when doing a gender confirming transition
from male to female.

In what way did you find this connection

interesting?
Firstly because one would believe that contra-

ceptives should and would biomedically, only
prevent pregnancy. Not altering the “female
body” in accordance to a notion of femaleness.
I'm interested in the shades in between. There
can be much bigger differences between men
and men or women and women in relation to
hormones than between men and women.
Gender binaries have existed for a very long
time but I get the feeling that the body you are
born with needs more and more alteration in



order to fit in some category. To take a proba-
bly well used example: every woman has hair
on her body and the fact that this is something
you need to alter in order to fit into the catego-
ry of woman is quite disturbing.

Do you think the growing amount of biomedicals
also opens up for a greater fluidity in relation

to gender?
Yes, of course, I'm very surprised that it is,
legally, still as restricted as it. People like the

author Paul B Preciado (before Beatriz
Preciado) use testosterone illegally because in
order to get access to it legally you have to “go
the whole way”. I think this development or
change is really slow since the market is not yet
interested in investing in research related to
female bodies or further enabling gender
fluidity.

For the first time in the history of Filt we have

fluid readings, for example making it possible
to escape gender binaries.

It seems you are very interested in educating

your viewer/reader in relation to the subject.

How come you are interested in education and

why do you use this format?

I think for once I'm a trained educator working
partly in schools and universities, so the interest
in education is a part of that. I'm deeply intere-
sted in exploring different formats for sharing

and gaining knowledge. I think also I came to
use graphic design for this project since it is a
medium often used for educational purposes.
And also, of course, I want to change the world
(laughing). Knowledge is one way to do so.

Art Lab is situated in Gnesta, S6rmland. Has
the context of Art Lab Gnesta and the local
environment affected your work during your
residency?

included a poster. It’s a poster you have made
during your residency, can you tell me about

the process behind it?

When i started researching in the medical
field I came to think of something I grew up
with in Germany: “Medi Zini” posters. In
pharmacies children get these free posters
that have a cute animal on the front and edu-
cational material related to medicine on the
back. I really like this pedagogical format and
it’s way of spreading knowledge. All of my
posters reflect my interest in abstraction. I
mimic ways in which abstraction is used in the
field of medicine: to persuade or convince the
viewer/reader that this is the truth.
Abstraction as a tool can make information
look scientific or objective. I relate to the field
of Queer Abstraction, which I came across via
the reader “Pink Labour on Golden Streets”,
published by Sternberg Press.The term Queer
Abstraction was coined by J. Jack
Halberstam. People tend to have this idea that
abstraction would only relate to formal issues
but I feel that for my generation it is a medium
or practice that opens up for more open and
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I always need time to let impressions sink in, so
itis hard to give a clear answer yet. And actual-
ly I don’t know Sweden that well, I only know
Stockholm. So I can only differentiate between
urban and rural Sweden. Being a foreigner in
Gnesta I feel like some people i meet are a bit
irritated when I speak Swedish with an accent,
some people even seem sceptical towards me.
Therefore I believe it is very important to have
Art Lab Gnesta here. I think the fact that
Signe, Erik and the others at Art Lab are so
open and welcoming has had a great impact

on me as well as on the rest of Gnesta.

(Samtal/interviu med Bernadette Wolbring av
Sebastian Dahlquist)



Samtal med
Bernadette

Under ditt residency hir pad Art Lab har du
arbetat med var risograf. En risograf kan be-
skrivas som ett mellanting mellan en printer
och en kopieringsmaskin, den ir inte helt ma-
nuell och inte heller helt automatisk. Nir den

forst introducerades i Japan under sent 80-tal

Sebastian Dahlqvist

for undersokning av dessa fragor, och den ar
dessutom billigare att anvinda 4n andra fram-
stillningstekniker. Jag vill na en bred publik
genom att producera gratis affischer.

Projektet du arbetat med under din vistelse hir

blev minga konstnirer, grafiska formgivare och

pa Art Lab Gnesta handlar bland annat om

forfattare intresserade av att arbeta med den.

ideer kring hormonell reglering i relation till

Varfor tror du intresset blev si stort, och hur

kunskap, makt och normer. Vi talar sillan om

kommer det sig att du sjilv blivit intresserad av

den hormonella kontroll som preventivmedel

att anvinda denna teknik?

Det ir nog for att den ger en handgjord kiinsla,
trots att det ror sig om ett massmedium.

Pa senare tid har konstnirer och grafiska form-
givare plockat upp risografen eftersom den
anvinder ett sojabaserat blick, vilket ar mer
miljovinligt. Jag anvinder den frimst dirfor
att varje utskrift blir unik, vilket passar mitt
imnesomrade vil. Mitt projekt handlar om
konsbinaritet, och det gar att spegla just den

binira uppdelningen i sjilva produktionspro-
cessen eftersom risografen skriver ut en firg i
taget. Jag bestimde mig for att arbeta med tva
farger som laggs pd i lager pa lager. Kvinnor
och min har samma uppsittning kénshormo-
ner, enda skillnaden ir variationen i kvantitet.
Risografen forefaller vara det perfekta mediet
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innebir. Varfor tror du det ir si, och vad finns

det for relation mellan hormonreglering, makt

och normer?

Fran Michel Foucault har vi fatt veta att det
finns en medicinsk blick. Likare har alla dessa
olika konceptioner i bakhuvudet nir de ordine-
rar mediciner och stiller diagnoser. Detta blir
vildigt uppenbart vid férskrivning av hormo-
ner och preventivmedel tycker jag. Det ir fak-
tiskt sa att Europeiska likemedelsmyndigheten
(EMA, European Medical Agency) avrader
fran forskrivning av tredje och fjirde genera-
tionens p-piller di de innehéller antiandroge-
ner. Kvinnor som tar dessa p-piller loper en
visentligt hogre risk att drabbas av blodpropp.
Trots detta faktum skrivs de ut i syften som har
med skonhetsideal att gora: att géra kvinnor
mer kvinnliga. Jag blev forvanad nir jag fick
reda pa att dessa preventivmedel innehaller
samma typ av antiandrogener som anvinds

vid konsbekriftande transition frdn man till
kvinna.

Varfor tyckte du att det hiir sambandet var
intressant?

Forst och frimst for att jag forestillde mig att
preventivmedel, biomedicinskt, enbart skulle
forhindra graviditet. Inte forindra den “kvinn-
liga kroppen” enligt en sirskild forestillning
om kvinnlighet. Jag intresserar mig for nyan-
serna mittemellan. Det kan vara mycket storre



hormonell skillnad mellan olika kvinnor och
olika min 4n mellan kvinnor och miin. Den
binira kdnsuppfattningen har existerat linge,
men jag tycker det verkar kriivas mer och mer
modifikation av ursprungskroppen for att kun-
na passa in i de tva allmint vedertagna konska-
tegorierna. Ett klassiskt exempel pa detta vore
avligsnandet av kroppsbeharing, som kvinnor
forvintas utfora for att passera ostdrt i sin
konskategori. Det dr stotande.

Tror du att den biomedicinska utvecklingen

ocks3 for med sig en mer flytande skala i friga

om kén?

Ja absolut. Jag ir forvanad over att det ur laglig
synpunkt fortfarande ir sa reglerat.
Forfattaren Paul B Preciado (tidigare Beatriz
Preciado) och minga med honom har fatt skaf-
fa testosteron pa olagliga vigar eftersom den
lagliga tillgdngen kriver att personen "gar hela
vagen” i sin konstransition. Jag tror utveckling-
en gar sa ldngsamt pa grund av att likemedels-
industrin dnnu ej dr intresserad av att investera
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i forskning som beror kvinnors kroppar. Att
mdjliggora mer flytande konsidentiteter och
uttryck verkar inte heller vara intressant ur
marknadssynpunkt.

Det ir forsta gdngen vi inkluderat en affisch i

Filt. Du har producerat den under ditt residen-

cy hir, vill du beritta om arbetsprocessen?
Nir jag borjade gora efterforskningar pa det
medicinska filtet s kom jag att tinka pa nagot
som varit nirvarande vid min uppvixt i
Tyskland: "Medi Zini” affischer. P4 apoteken
far barn gratis affischer med séta djur pa fram-

sidan och medicinskt undervisningsmaterial pa
baksidan. Jag gillar verkligen detta som peda-
gogiskt grepp, som ett sitt att sprida kunskap.
Alla affischer jag gjort speglar mitt intresse for
abstraktion. Jag imiterar de sitt som abstrak-
tion anviinds inom medicinen, som ett format
for sanningsansprak, overtygande lasaren att
“detta dr sanningen”. Som verktyg kan abstrak-
tion fa information att se vetenskaplig och ob-
jektiv ut. Jag kom i kontakt med Queer



Abstraction via readern "Pink Labour on
Golden Streets” (publicerad av Sternberg
Press), och det ir ett omrade jag relaterar till.
Begreppet Queer Abstraction myntades av J.
Jack Halberstam. Folk har for vana att tinka
pa abstraktion i strikt formella termer men jag
menar att min generation anvinder abstraktio-
nen som ett medium eller en praktik som kan
astadkomma flytande lisningar. Till exempel
mdojligheten att undga en binir
kénsuppdelning.

Du forefaller vara mycket intresserad av att
utbilda din publik i relation till ditt imne.
Hur kommer det sig att du ir intresserad av

undervisning och varfér anvinder du dig av
detta format?
Jag tror det ir ofrankomligt med tanke pa att

jag ar utbildad larare och arbetar delvis i sko-
lor och pa universitet. Jag dr vildigt intresse-
rad av att undersdka hur kunskap kan spridas
och delas med hjilp av olika format. Att jag
anvinde grafisk design f6r detta projekt har
att gdra att formatet vida anvinds i utbild-
ningssyfte. Och sen s3 vill jag forstas foriand-
ra virlden (skratt). Kunskap ir ett av manga
tillvigagingssitt.
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Art Lab ligger i Gnesta, i S6rmland. Har Art
Lab och det kringliggande lokalsamhillet
paverkat ditt arbete?

Jag behover alltid tid att lata intryck sjunka in,

sa det dr svart att ge ett klart svar redan nu. Jag
kinner faktiskt inte till Sverige sa vil, det ar
bara Stockholm jag har koll pa. Jag kan alltsa
bara se skillnaden mellan staden och landsbyg-
den i Sverige. Nir jag som icke-Svensk ror mig i
Gnesta och talar Svenska med brytning férefal-
ler vissa bli irriterade, kanske rentav skeptiska
mot mig. D4 ir det verkligen viktigt att platser
som Art Lab Gnesta finns hir. Att Signe, Erik
och ni andra pa Art Lab ir si vilkomnande och
6ppna har haft stor inverkan pa mig, och det
giller sikerligen dven for resten av Gnesta.



KOl’lStIlﬁl‘er i rarelse — Samtal om delande, 6ppenhet

och (om)fordelning av resurser

Den 22 april arrangerade Art Lab Gnesta ett seminarium under vilket olika or-
ganisationer, enskilda konstnirer och nitverk deltog for att tillsammans lira,
lyssna och diskutera hur konstfiltets strukturer kan 6ppnas upp for nyanlinda
konstnirskollegor. Seminariet diskuterade hur de resurser som finns kan (om)
fordelas och hur nya kollegiala relationer och sammanhang kan etableras. Malet
med dagen var att dels skapa ett ssmmanhang fér utbyte av erfarenheter och
kunskap, dels ligga grunden for ett nationellt nitverk. Ett nitverk med syfte att
kartlidgga och tillgingliggora kollegiala sammanhang och tillging till de resurser
som krivs for att som konstnir kunna fortsitta arbeta och utvecklas.

Bland de medverkande fanns: Abir Boukhari, Ola Ohlin, Ulrika Flink, Felipe
Castelblanco, Sahar Burhan och Lina Sofia Lundin.

Seminariet genomférdes som en del av Momentum Gnesta, ett flerdrigt pro-
jekt inom vilket nyanlinda barn och unga, konstnirer, lokala aktérer och andra
boende i Gnesta méts i gemensamma konst- och kulturprojekt.

Dokumentation fran dagen, information om nétverket och Momentum Gnesta finns
pd www.artlabgnesta.se

Al‘tiStS on the move — Conversations on sharing, openness

and the (re)distribution of resources

April 22nd Art Lab Gnesta organized a seminar during which various organiza-
tions, individual artists and networks participated. The objective was to learn,
listen and discuss how the structures of the swedish art field(s) may be opened
up for fellow artists that recently arrived in Sweden.

The seminar discussed how the resources at hand can be (re)distributed and
how new collegial relationships and contexts may be established. The aim of the
day was partially to create a context for exchanging experiences and knowledge,
partially to put forward a foundation for a network.

Among the contributors were Abir Boukhari, Ola Ohlin, Ulrika Flink, Felipe
Castelblanco, Sahar Burhan and Lina Sofia Lundin.

The seminar was a part of Momentum Gnesta, a project running over several
years in which newly arrived children and young people, artists, local actors and
other residents in Gnesta meet in joint art and cultural projects.

Documentation from the seminar day, information about the network and
Momentum Gnesta is available at www.artlabgnesta.se
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Sagba tomaten

I Augusti sommaren 2016 akte jag lings vig 57. De halmgula sérmlindska sides-
filten bredde ut sig och jag lade mirke till att dpplena i ortens alla villatridgérdar
hade bérjat anta sin svullna form. Jag var p4 vig till Solbacka asylboende for att
besdka en gammal tennisbana full av pallkragar dir de boende hade sjilvorganise-
rat en odling tillsammans med vinner fran Stjirnhov. Art Lab Gnesta hade under
iret borjat intressera sig allt mer for hur odlingskunskap kan demokratiseras och
komma en storre del av samhillet tillhanda i en tid nir globala foretag med stat-
ligt stdd privatiserar och manipulerar gréodor och verkar fér att kriminalisera civil
frotillverkning Vil framme pa Solbacka bérjar jag prata med Omar Sadek, som
ursprungligen ir kemist frin Damascus-regionen i Syrien. Det gemensamma
intresset fér odling som Art Lab Gnesta och Omar méttes i har nu utvecklats till
att bli en integrerad del av Art Lab Gnestas verksamhet pé flera sitt.

Vira forsta samtal handlade om matproduktion, den korta Svenska somma-
ren och de odlingsmarker i Syrien som pa grund av kriget inte lingre kan brukas.
Samtalet skedde runt en odlingsldda dir en liten buskig tomatplanta omsorgsfullt
stagats upp mot en pinne. Tillsammans med Omar har Art Lab Gnesta nu bérjat
odla tomater och gurkor frdn hans hemort Sagba. Frona har migrerats illegalt till
Sverige, nu arbetar vi tillsammans f6r att klimatanpassa sorterna sa att de ska
trivas och frodas i Gnesta. Arbetet sker genom workshops med ortens unga. Det
ir ett ihirdigt kunskaps-férkovrande och ett myller av aktiviteter i Gnestas olika
hobbyodlingar, tridgdrdar och kolonilotter. Mélet ir att s smaningom kunna
formulera och skriva in tvé nya gronsakssorter i var Svenska frébank och odlings-
historia: Sérmlindsk Sagba tomat och Sérmléindsk Sagba gurka.

Signe Johannessen

Intervju med

Omar Sadek

Varfor borjade du odla pa Solbacka?
Min vin Barbara Korpi berittade for mig att

det fanns mojlighet att odla. Vi var nagra styck-
en som borjade tillsammans och det blev snart
mer in bara ett projekt nir folk i omgivningen
bérjade skinka oss olika sorters plantor. Vi
bérjade odla alla majliga olika vixter och gron-
saker pa Solbacka. En person skickade oss
gurk- och tomatplantor frdn Syrien. P4 sitt och
vis kindes det som om vi tog hand om och
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odlade upp en del av vart hemland. Vi blev
forvanade 6ver de emotionella band vi utveck-
lade till plantorna under tiden vi sorjde for
dem. Nir vi sig pa dem overvildigades vi av
minnen fran vara liv i Syrien.

Beritta om hur din relation till matproduktion

och odlande sidg ut innan du kom till Sverige?

Jag studerade vid universitetet, liksom min far
fore mig. Han var likare, men i grund och



botten var vi bida séner bordiga fran landsbyg-
den kring Damaskus. Min passion for odling
kommer fran min far. Han brukade en bit land
i Sagba, utanfér Damaskus, och min bror och
jag brukade hjilpa honom. Genom vart arbete
lirde jag mig en hel del om odling. Vi odlade
inte for att tjina pengar, det var ett sitt att leva
jamte vara yrkesliv. Vi at det vi skérdade och
delade det som blev 6ver med vinner.

Var forna odlingsplats dr nu en krigszon, full-
stindigt omsluten av viipnade styrkor. Sist jag
besokte den var 2013, den sextonde oktober
for att vara exakt. Det var tufft for mig, efter-
som var mark var under attack. Raketer och
missiler flég i luften, och ovanfor cirkulerade
helikoptrar. Jag behovde resa dit eftersom de-
lar av min familj fortfarande fanns kvar dir.
Min fars grav ir ocksa beliagen dir. Eftersom
han var s3 nira forbunden med denna plats
kinde jag mig manad att uppsoka den en sista
gang, till hans dra.

Nir min far levde bérjade han sina dagar vid
04.00 varje morgon. Nir han inte stod att finna
hemma kunde en vara siiker pa att hitta honom
i sina odlingar. Odlingsmarken lag i omgiv-
ningen av Sagbas kommun, manga ville exploa-
tera marken for att bygga affirsverksamheter
och hus dir. Min far ville inte 13ta det ske, och
han gav sig aldrig. Han visste att marken be-
tingade ett hogt pris, men ville att det skulle
forbli en odlingsplats.

Vad hinde hir du forst forsokte odla Syriska
grodor hir i Sverige?

Vi kunde skdrda massor av tomater pa vira
Syriska tomatplantor redan under f6rsta som-
maren i Sverige, iven om jag ir van vid betyd-
ligt storre skordar i Sagba. Jag lirde mig myck-
et den dir forsta sommaren i Sverige, framfér

allt om de skilda forutsittningarna i férhallan-
de till ljus och klimat. Allt solljus under de
langa sommardagarna pa Solbacka verkade
chockera vara Syriska tomat- och gurkplantor.
Och sen fick jag forstds erfara den korta
Svenska sommarsisongen.
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Beritta om tomaterna och gurkorna du odlade

i Sagbal Vilka ir skillnaderna mellan dem och
de du odlar pa Solbacka?

Det ir stor skillnad pa gurkorna som odlas hir

och gurkorna i Sagba. Om du star pa tjugo
meters avstand fradn ndgon som precis ska sitta
i sig en gurka i Sagba sa mirker du det, det dr
som parfym i luften. En gurka i Saqba ir full av
liv. Tomaterna dr det ocksa stor skillnad pa. De
smakar bade surt och sétt, ytan dr hard och
fruktkottet mycket saftigt. Tomaterna vi odlat
hir i Sverige liknar tomater, men nir jag forst
provade dem tyckte jag de smakade bara nis-
tan som tomater.

En dag tog du med dig en viin till odlingsverk-

samheten, vill du beritta lite om det?

Jag triffade en gammal man som bad om hjilp
med sitt drende pa Migrationsverket, och efter
det borjade vi prata. Han berittade for mig om
sin mark hemma i Syrien, ocksa den beligen pa
landsbygden vid Damaskus. Det visade sig att
han varit professionell lantbrukare innan han
flydde fran Syrien, och att han odlat alla mgjli-
ga sorters gronsaker. Han berittade att han
kinde att han horde hemma dir, pa sin od-
lingsmark. Han bad mig hjilpa honom finna
den exakta platsen pad Google maps. Nir jag
oppnade kartbilden slutade han tala, han bara
stirrade pa skiarmen. Jag sag pa honom och
forstod att han i den stunden genomfors av
minnen. Jag bad honom da komma och hjilpa
oss med vart projekt att odla fram tomater och
gurkor. Detta forslag gjorde honom mycket
glad, som om han &ter sattes i kontakt med sin
yrkesroll och vardagliga tillvaro. Senare, nir vi
vid ett tillfille planterade om gurkorna, anda-
des han in deras doft och for ett dgonblick sag
jag honom le, niistan som om det vore hans livs
leende.

Vad har du for tankar kring projektet som vixt

fram i samarbete med Art Lab Gnesta?

Det forsta jag tinker pa ir att spridandet av
kunskap ar vildigt betydelsefullt, att det 4r bra
att dela och utbyta kompetens och firdigheter.



Nir vi samlar in kunskap bade fran folk som
bott linge i Sverige och frén folk som nyligen
invandrat si kiinns det som om vi skapar en
gemensam situation och far det bista av tva
virldar. Nir jag forst tog hit froerna fran
Syrien var det som om dven de var nykomlingar
i Sverige; uppryckta ur den Syriska jorden,
transporterade hit och planterade pa Svensk
mark. Nir dessa plantor vixer till sig i Sverige
betyder det att en del av min virld kommer att
frodas ocksa hir. Nar vi skickar ut dessa plan-
tor till de manga olika tridgdrdarna och hem-
men i Gnesta tinker jag pa det faktum att vi
overlimnar vira gemensamma skyddslingar for
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att niras och ilskas i den vidare samhillsge-
menskapens omsorg. Det ir en fin kiinsla. Jag
kom precis hit och nu sprider sig vira sma
plantor 6ver hela Gnesta. Det ir inte bara jord
och vatten som fott vara grodor, utan dven
medkinsla och kirlek. Det kinns viktigt att
engagera Gnestas barn och unga i omsorgsar-
betet med vixterna. Tillsammans ser vi till att
dessa kunskaper forblir en del av framtiden.



The Sagba Tomato

In August, summer 2016, I travelled along highway 57. Amidst the expansive
straw coloured fields of the S6rmland plains, I noticed how the apples in all the
county cottage gardens had started to assume their bulging shape. Headed for
Solbacka asylumn housing, I was to visit an old tennis court, where the residents
had organized a pallet collar farming ground together with friends at Stjiarnhof.
Throughout the year, Art Lab Gnesta had developed an interest in the ways
that the lore of cultivation might be democratically distributed throughout soci-
ety, and made readily available to communities. This seems an urgent issue in
times when state funded global corporations privatize and manipulate crops, and
lobby for criminalization of civilian seed cultivation. Upon arrival at Solbacka I
met up with Omar Sadek, who originally is a chemist from the region of
Damascus in Syria. With Omar, Art Lab Gnesta found a mutual interest in
farming that fortunately has become an integral part of Art Lab Gnestas activi-
ties. Our first conversations revolved around food production, the short Swedish
summer, and the war-torn, uncultivated farmlands in Syria. Our conversation
took place next to a growing container where a small and bushy tomato plant
was propped to a supporting rod. Together with Omar, Art Lab Gnesta has now
embarked on growing tomatoes and cucumbers from Sagba, Omar’s hometown.
The seeds have been illegally brought out of Syria and into Sweden, and now we
work to habituate the different varieties so that they might thrive and flourish in
Gnesta's climate. Through workshops with youth from the area, research is on-
going with a myriad of activities happening in Gnesta’s many growing plots, gar-
dens and backyards. Our goal is to eventually be able to name and put two new
plant varieties into our Swedish seed bank and cultivation history:
Sérmlandian Sagba tomato and Sérmlandian Sagba cucumber.

Signe Johannessen

Interview with

Omar Sadek

Why did you start farming at Solbacka?
My friend Barbara Korpi informed me about

the possibility to start farming here.

Together with others I started growing things,
it quickly became more than just a project
when people around us started sending us
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plants as gifts. We started to grow all sorts of
plants and vegetables at Solbacka. One person
sent us cucumber and tomato plants from
Syria. In a way it felt like we were taking care
of and a farming a piece of our own land. When
we started taking care of the plants we were
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surprised by the emotional relations we devel-
oped to them. We looked at the plants, and
experienced so many memories from our lives
in Syria.

Tell me about your relation to food production
and farming before you came to Sweden?

I studied at the university, as my father had
done. He was a doctor, but at the end of the
day we were both sons of the Damascus coun-
tryside. My father gave me the passion for

farming. He farmed a lot on a piece of land
outside of Damascus in Sagba, me an my
brother used to help him. Through our work
on the land I gained knowledge about farming.
We did not farm to earn money, it was a way of
life, parallel to our other professions. We ate
what we farmed and shared the abundance
with our friends.

The land we used to farm is now a warzone.
It is completely surrounded by armed forces.
The last time I visited our farmland was in
2013, 16th of october to be exact. It was hard
for me, because the land itself was under at-
tack. Rockets and missiles where going off all
around and helicopters were hoovering in the
air. I had to go there because parts of my family
were still there. My fathers grave was also
there. Since my father was so very close to this
land I felt the urge to go there one last time, to
pay tribute to him.

When my father was still alive he started
his days at around 04.00 am every morning.
When you could not find him anywhere in the
home you could be sure to find him on his
farming land. The land was surrounded by the
township of Sagba, many people wanted to
exploit it to build shops and houses there. But
my father did not want this and he never caved.
He knew the economical value of the land but
he wanted to keep it a farmland.

What happened when you first tried to farm
Syrian crops here in Sweden?

We did get a lot of tomatoes from our Syrian
tomato plants already during the first summer
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in Sweden, although I am used to getting much
bigger crops in Sagba.

Ilearned a lot during that first summer in
Sweden, especially about the big differences in
regards to light and climate conditions. During
the long summer days here, it was almost like
our syrian tomato and cucumber plants got
chocked by all the sunlight. I also got to know
about the very short swedish summer season.

Tell me about the tomatoes and the cucumbers
in Sagbal What are the differences between the
ones you grew in Sagba and the ones you have

grown at Solbacka?

Cucumbers grown here are completely differ-
ent to the one’s you find in Sagba.

In Sagba you will on 20 meters distance know
if someone is about to eat a cucumber, It is like
perfume in the air, you will feel the smell and
recognise it. A cucumber in Sagba is full of life.
The tomatoes are also, very different. They
taste both sour and sweet, and their surfaces
are hard, underneath they are filled with lig-
uid. The tomatoes in sweden look like toma-
toes but when I first tried them I thought they
tasted different, they tasted almost like
tomatoes.

One day you brought a friend of yours to one of
our nursing sessions, can you tell me something
about this?

I met an old man, he asked me to help him with
his case at Migrationsverket and after that we
started talking. He told me about his land back
in Syria, also located on the countryside of
Damascus. It turned out that before he fled
from Syria he used to work as a professional

farmer, producing vegetables of all sorts. He
told me that he belonged on those lands. He
asked me to help him find the exact spot on
google maps. When I opened it, he stopped
speaking, he just looked at the map. I looked at
him and realized it brought up a lot of memo-
ries. I asked him to come with me to our farm-
ing project to help us nurse our tomatoes and
cucumbers. This made him very happy, it was



like he was back to work, back to his comfort
zone. Later, when we were replanting the cu-
cumbers he was inhaling the scent of them. For
a brief moment I could see him smile, almost
like a smile of his entire life or something.

What are your thoughts on the project that has

grown from vour collaboration with Art Lab
Gnesta?

The first thing that comes to mind is that “pass-
ing knowledge” is a great practice, sharing and

exchanging skills and knowledge is a good
thing to do. The fact that we are collecting
knowledge from people who have been living
in Sweden for a long time as well as Syrian im-
migrants who recently arrived, it feels like we
are producing a common situation that brings
together the best of two worlds.

When I first brought the seeds from Syria it
was almost like they were newcomers coming
to Sweden themselves. Raptured from syrian
ground, brought here and planted in Swedish
soil. When these plants grow up here in swe-
den it means that a piece of my world will
flourish here as well. When we are sending
these plants off into all the different gnesta
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gardens and homes I am thinking about the fact
that these plants that we have nursed together
are separated from us to be loved and nour-
ished by other parts of the community of
Gnesta. It is a great feeling. [ just came here
and now our small plants spread all over
Gnesta. The new crop is grown not only by soil
and water but with compassion and love.

It also feels important to take care of and
grow these plants with children and youths in
Gnesta, together we are making sure that this
knowledge is a part of the future.



Samtal med Abir Boukhari

Tidig host hade curatorn Abir Boukhari ett resi-
dency hér pd Art Lab Gnesta. Samtal om hemho-
righet, flykt och konstens potential tog under peri-
oden pd olika scitt plats i huset. Tillsammans med
Boukhari och hennes familj bjéd Art Lab en solig
september eftermiddag in hela Gnesta att fira den
muslimska hogtiden Eid Al-Adha. I slutet av av
samma mdnad éppnade utstdillningen Nohome as
a Pattern of Life, curaterad av Boukhari.
Utstdllningen samlade konstndirerna Al Fadhil,
Muhammad Ali, Nisrine Boukhari, Aissa Deebi,
Mafune Gonjo, Cecilia Hultman, Diana Jabi,
Elena Luptak, Alfredo De Stefano och Laura
Tynan.

I utstillningen Nohome as a pattern of life
reflekterar tio olika konstnirer kring fragor om

medium for att stilla fragor som inte sillan ir
tuffa att besvara. Det ir ett kiinsligt och emo-
tionellt utmanande omrade.

Hur kommer det sig att du viinde dig till kon-
sten for att undersoka dessa fragor?

Jag skulle sdga att vi genom konsten och ut-
stillningen kan uppritta tillfilliga gemensam-
ma platser. Genom konsten kan rum fér samtal

och diskussion skapas. Rum som kan samla och
fora samman minniskor som annars skulle
vigra att tala med varandra.

Nir du levde i Damaskus, i Syrien, startade du
organisationen AllArtNow (AllKonstNu) med
syfte att etablera ett rum for lokal, nationell
och internationell samtidskonst. Sedan kriget

hemhorighet och att vara hemifran. Allt fler

startade har organisationen arbetat nomadiskt.

har erfarenheter av “nohome” - att vara utan ett

Hur skiljer sig arbetet a4t om du jimf6r mellan

hem. Minga tvingas limna sitt hem och sitt

Sverige och Syrien?

land pi grund av kring, konflikter eller ekono-

miska svirigheter, andra viljer det for en bittre

framtid medan vissa finner det meningsfullt att

leva nomadiskt. Beritta om bakgrunden till

utstillningen?
P4 sitt och vis borjade hela utstillningen med

mig och mina erfarenheter. Jag fick flytta frin
plats till plats efter att jag limnat Syrien. I ut-
stillningen undersokte tio konstnirer bade
frivilliga och ofrivilliga aspekter av den noma-
diska tillvaron. Jag bad samtliga konstnirer att
forhalla sig till frdgan: Har erfarenheten av ett
nomadiskt liv fatt dig att kiinna dig fri pa nagot
vis, eller innebir detta att std utan hem bara en
kinsla av att ha forlorat allt? De svarade pa
manga olika vis. Jag tror att vi alla ibland befin-
ner oss i ett nomadiskt tillstind, vi behover
limna ndgot for nigon eller pa grund av nagon-
ting. Erfarenheten av att vara utan hem, "noho-
me”, delas i dag av allt fler. Sedan jag borjade
arbeta med konst har jag pa nagot vis anvint
detta tillstind som en ursikt, eller som ett
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Jag kan inte riktigt svara efter bara ett ar hir i
Sverige. AllArtNow utgick frén ett gammalt
hus i Syrien varifran vi férsokte bygga upp en
motesplats for den lokala, nationella och inter-
nationella konsten. Nir kriget kom blev jag
tvungen att limna Damaskus, liksom manga
vinner och kolleger som fanns runt omkring
mig. En av mina vinner blev kvar i Damaskus
tillsammans med sin familj, och sedan nagra ar
tillbaka bor de i det gamla huset dir



AllArtNow brukade husera. S3 nu har platsen
blivit ett hem. AllArtNow blev en nomadisk
organisation till foljd av att jag och manga av
mina kollegor tvingades fly och leva ett noma-
diskt liv. Minniskor forskjuts och tvingas flyt-
ta, och jag fragar mig: Vad hinder nir rum for
konst tvingas gora detsamma? Om jag ska jam-
fora hur det ar att vara verksam inom filtet for
samtidskonst i Sverige respektive Syrien sa
skulle jag siga att det ir svarare fér mig och
mina kollegor att ta oss in i konstetablisse-
manget hir. Trots att jag redan innan jag blev
bofast i Sverige arbetat med manga olika konst-
institutioner, gallerier och skolor hir i landet s
har det #nda varit svart. Jag triffade nyligen pa
en konstnir som tog sin examen vid konstaka-
demin i Damaskus precis innan han tvingades
limna fran Syrien. Han sade till mig "Jag kom-
mer aldrig att kunna verka som konstnir hir i
Sverige”.

Mainga konstnirer och kulturarbetare har flytt
eller migrerat till Sverige de senaste dren, och
manga har givetvis befunnit sig hiir sedan
linge. Minga mdéter ett stort motstand nir de
forsoker ta sig in i de svenska konstfilten, hur
ska vi g3 tillviiga for att foriindra det och 6ppna
upp det for kollegor som ir utbildade i andra
linder?

Jimfort med andra lander tror jag att ni i
Sverige ir bittre pa att involvera konstnirer
och nyanlinda kollegor i olika projekt och sam-
arbeten. Det som oroar mig ir att intresset ska
sina efter att en befunnit sig i landet ett tag.
Snart kanske de som bjudit in till panelsamtal,
utstillningar och projekt blir intresserade av
nagon eller ndgot annat. Att erbjuda tillfilliga
losningar som att ge kortsiktig tillgang till en
verkstad eller atelje, eller att bli inkluderad i
ett temporirt projekt ricker inte. Det kriivs
langsiktiga relationer och samarbeten for att
det ska béra in i framtiden._
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Interviu med Abir Boukhari av Sebastian
Dahlqvist

Samtal med
Abir Boukhari

In early fall 2016 the curator Abir Boukhari had
a residency here at Art Lab Gnesta. During this
period conversations about belonging, refuge and
the potential of art was ever present in the house.
On a sunny September afternoon Abir Boukhari
and her family together with Art Lab invited the
whole Gnesta community to come celebrate the
muslim feast Eid Al-Adha. At the end of the
month the exhibition Nohome as a pattern of life
opened, curated by Abir Boukhari. The exhibition
brought together the artists Al Fadhil,
Muhammad Ali, Nisrine Boukhari, Aissa Deebi,
Mafune Gonjo, Cecilia Hultman, Diana Jabi,
Elena Luptak, Alfredo De Stefano and Laura
Tynan.

In the exhibition Nohome as a pattern of life

ten artists reflecet on issues on being with or

without a home. Today, more and more people

share the experience of having “nohome”, more
and more people are being forced to leave their
countries due to war, conflict or because of

economic difficulties. Others decide to leave in

hope of a better future while yet others find

new meaning in choosing to live nomadic. Tell

me about the background.

The whole exhibition in a way departed from
me and my experiences, finding myself having
to move from one place to another after leaving
Syria. In the exhibition ten different artists
explored voluntary and involuntary nomadic
life. I asked all the artists a question which
they in different ways responded to: Does the
nomadic state, left without a home make you



feel free in any way or is it associated with a
feeling of having lost everything? I think we all
find ourselves in a nomadic state sometimes,
having to leave something for someone or be-
cause of something. Today more and more peo-
ple have experience of “nohome” - to be with-
out a home.

Since I started working with art I have in some
way used it as an excuse or medium to ask
questions. Often these are questions that are
hard to address, sensitive or emotionally
challenging.

Why did you turn to art to explore and work

art community. When the war started [ even-
tually had to leave Damascus like many of my
friends and colleagues. A friend of mine stayed
together with his family in Damascus though
and since a couple of years back they live in the
old house where AllArtNow used to be situat-
ed. So now the space functions as a home.
AllArtNow became nomadic when I and a lot
of my colleagues and friends were forced to live
a nomadic life. People are forced to move and
displace, I ask myself: What happens when an
art space displace?

Comparing working with contemporary art in
Sweden to working in Syria I would say it is
harder for me and my colleagues to get into the
art field here. Although I worked with several
different art institutions, galleries and schools
in Sweden before [ moved here it has still been
hard. I recently met a syrian artist who just
graduated from the art school in Damascus
before he had to leave Syria to go to Sweden,
he said to me “I will never be able to work as an
artist here in Sweden”.

A lot of artists and cultural workers have ar-

rived to sweden during the last couple of years

with these questions?

I would say that through art and the context of
the exhibition a temporary common space can
be established. It makes it possible to facilitate
a discussion with people who otherwise refuse
to speak with each other.

When vou lived in Damascus, Syria, you initi-
ated an organization called AllArtNow dedi-

cated to establish a space in for local, national
and international contemporary art. Since the

war started the organization is working nomad-

ically. What is the difference when working

with contemporary art in Sweden compared to

Syria?

One year is not really enough to say.
AllArtNow used to be rooted in an old house
in Damascus, we tried to build up a meeting
point for the local, national and international
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and of course longer back than that. Many of

these colleagues experience difficulties when

trying to get into the swedish art fields.

How do we open up the swedish art fields for

colleagues educated in other countries?
Comparing Sweden to other countries I still
believe you are better at involving artists and




newly arrived colleagues in projects and collab-  Interview with Abir Boukhari by Sebastian
orations here. But I'm always afraid that this Dahlqvist
interest exist only in the beginning. That the

people inviting you to be a part of an exhibi-

tion, panel or a project soon will move on and

get interested in something or someone else.

Offering temporary solutions like short-term

access to a studio or workshop or to be includ-

ed in a temporary project is really not enough.

Long term relations and collaborations are

needed.
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Handlingsplan for att motverka
ett segregerat konstfalt
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Det svenska konstfiltet &r homogent och representerar inte samhillets olika
grupper. Det dr svdrare fér grupper som inte kommer fran ett bildat akademiskt
hem att soka sig till de konstnirliga hégskolorna. Det ir svirare for migrerande
konstnirer att forstd konstfiltets administrativa system och vara yrkesverksam-
ma i Sverige.

Ett konstfilt som representerar samhillets olika grupper bidrar till att ut-
veckla den svenska konstscenen. Ett diversifierat konstfilt bidrar till att fler kan
hitta en egen plattform for att vara yrkesverksam som konstnir.

Nedan presenteras ett forslag till handlingsplan i tio punkter for att bidra till
att det svenska konstfiltet i storre utstrickning representerar samhillet och
frimjar social rittvisa for marginaliserade grupper.

i En feministisk och intersektionell
kulturpolitik.

Forindringar kan inte endast goras av fristiende aktorer eller enskilda organisa-
tioner. Det kan inte heller goras genom enstaka och tidsbegrinsade projekt. Vad
sveriges konst- och kultursektor behéver ir en feministisk och intersektionell
kulturpolitik.

En feministisk och intersektionell kulturpolitik ska ta fram nya kulturpolitiska
mal for att bryta en elitistisk, homogen och exkluderande konstscen. Konst och
kultur ska ha en central roll i samhillet och bor vara en politisk fraga i fokus och
ha en mer framtriddande roll i samhillet.

ii Regeringen fordelar minst 3%
av statsbudgeten till kultur.

Idag fordelar staten endast 0,8 procent av hela sin statsbudget till kulturen.
Detta innebir att det som fordelas till konstfiltet ir mindre in 0,8 procent.

For att motverka ett homogent konstfilt krivs att regeringen fordelar minst 3
procent av statsbudgeten till kultur. Mer resurser till konst- och kultursektorn
kan frimja fler konstnirliga utrymmen och organisationer fran konstens olika
skikt. Det bor finnas ett rdd inom varje myndighet med anstillda frén olika sam-
hillsgrupper och som inte tillhér den hirskande homogena klassen inom konst-
filtet. Ett sddant rid ger riktlinjer for fordelning av medel si att det gagnar flera
olika organisationer och aktérer inom konstfiltet bortom en institutionaliserad
smakhierarki och ett storstadscentrerad konstfilt.
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iii Mer och fler estetiska amnen i
skolan.

Estetiska amnena i grundskolan férpassas idag till ndgon enstaka timme i veckan
i grundskolan och ir ibland helt frdnvarande i gymnasiet. De estetiska amnena i
grundskolan tenderar dessutom att lira ut forenklade former av konst. Detta
innebir att samtidskonstens olika uttrycksformer riskerar att utebli i skolunder-
visningen. Tillgdng till konst ska vara en rittighet och alla medborgare i samhil-
let ska ges méjlighet att forstd och diskutera konstnirsyrket. En forstielse och
sjalvklar nirhet till konstnirskap och konstnirlig uttryck bér ges redan i
grundskolan.

De estetiska dmnena bor bli flera och innehilla konst, form och arkitektur. De
estetiska iamnena bor ocksa ha fler studietimmar i veckan fran grundskolan fram
till och med gymnasiet. De estetiska imnena ska bidra till en forstielse f6r kon-
stens olika uttrycksformer.

iv Avdelning for bittre representation
inom konstfiltet.

Institutioner skriver mangfaldsplaner och mangfaldspolicyn som ofta inte leder
négonstans och riskerar att bli instrumentella checklistor i institutionernas ad-
ministrativa arbete. Dessa planer och policys ir ofta formulerade och framtagna
av en priviligerad grupp.

Kulturdepartementet upprittar en sirskild avdelning for att f6lja upp myndighe-
ters och institutioners arbete for bittre representation. Arbetet ska syfta till att
motverka exkludering och sjilvvald segregation inom konstfiltet. Avdelningens
arbete ska formuleras och ledas av personer som exkluderas och marginaliseras
och som bryter mot olika normer, detta inkluderar personer med erfarenheter
bortom vithetsnorm, funktionsnorm, heteronorm och som inte kommer frin en
akademisk bildad medelklass. Avdelningen ska ta fram riktlinjer, f6lja upp och
begira rapporter frin statliga myndigheter. Avdelningen ska arbeta tillsammans
med andra myndigheters olika avdelningar som till exempel
Universitetskanslersimbetet (UKA).

v Information om
migrerande konstnirer

En rapport frdn Konstnirsnimndens (2016) visar att av landets 30 000 verksam-
ma konstnirer och kulturutévare har bara 16 procent utlindsk bakgrund. I rap-
porten framkommer att procentandelen inte har férindrats sedan 2004 trots att
andelen invénare i landet med utlindsk bakgrund har 6kat under samma



46

tidsperiod. For att forstd samtiden masten samhillet ha tillging till och analyse-
ra historiska forlopp och hindelser for att dirigenom fa forstielse fér samhillets
och konstfiltets olika maktstrukturer. Det saknas information om migrerande
konstnirer och deras villkor i ett historiskt perspektiv. Detta trots att konstnirer
har migrerat till Sverige i flera decennier.

Staten ska fordela forskningsmedel for att justera avsaknad av forskning och
information om migrerande konstnirers villkor i Sverige.

vi Riktat administrativt stod
till konstnarer som exkluderas
och marginaliseras

Verksamma konstnirer i Sverige med tva utrikes fédda férildrar utgér endast 3,2
procent av landets verksamma konstnirer. Manga ansdkningsforfaranden bir ett
sprak som kan upplevas abstrakt och exkluderande. Formen som rdder inom
ansokningar till konsthégskolorna tenderar att vara elitistiskt och vinder sig till
grupper som kan avkoda konstfiltets smakhierarki och akademiska sprik.

Konsthégskolorna ska erbjuda hjilp till sckande studenter. Hjilpen ska besta i
handledning och stéd i ansékningsforfarandet.

vii Forflytta tjanster for att framja
representation

Det ir vanligt med informella nitverk och kontakter inom konstfiltet vilket ger
upphov till utbredd nepotism. Samma minniskor kan sitta i flera olika styrelser och
inneha héga positioner inom konstfiltet. Detta resulterar i att makten centreras.

Statligt finansierade institutioner ska dppnas for att ge plats it yrkesverksamma
som inte tillhér konstens homogena interna nitverk. Positiv rekrytering kan
utvidgas genom forflyttning av tjinster. Hogre beslutsfattande positioner till-
gingliggors till verksamma personer med erfarenheter bortom vithetsnormen
och som inte kommer fran en bildad akademisk medelklass. Den person som
har haft tjinsten forflyttas och far andra arbetsuppgifter inom organisationen.

viii Fokusera pa social rittvisa
for grupper som marginaliseras

Audrey Lorde uttryckte det som att mistarens hus kan inte tas ned med
mistarens verktyg.

Sa giller dven for det sprik som anvinds. De olika begrepp som ir i omlopp och



47

anses "naturliga” bér genomlysas och ifrdgasittas nir de anvinds av aktorer
inom konstfiltet.

Begrepp som inte ir definierbara och som i sin form exkluderar bér omformule-
ras till ndgot s& konkret som att: det ska rda social rittvisa for marginaliserade
grupper. Ord som "méngfald” och "konstnirlig kvalité” bor tydligt definieras
eller avskaffas inom kulturpolitiken. Marginaliserade gruppers egna sprakbruk
bér tas i beaktning.

ix Representation av svenska
konstnirer i diasporan

Det rader svarigheter for personer i diasporan att se sina berittelser represente-
rade i institutionernas verksamhet. I en rapport frdn Konstfrimjandet (2015)
framkommer det att unga inte ser konstfiltets rum som rum fér dem.

Minst 25 procent av medlen fran Kulturrddet och Konstnirsnimnden ska tilldelas
svenska konstnirer i diasporan. Satsningar som ska representera samhillets olika
grupper bor prioriteras i samlingar och utstillningsverksamhet. Statliga museer
ska arbeta for att deras samlingar representerar samhillets olika grupper och
erfarenheter.

x Policy f6r en armlingds avstand

I Sverige rdder principen om en armlingds avstind. Det innebir att staten och
de som fordelar statliga medel ska vara &tskilda. Staten upprittar politiska ramar
och faststiller budget medan myndigheter bedémer ansékningar och projekt dir
det konstnirliga innehallet granskas av sakkunniga inom omradet. Genom flera
led ska autonomi garanteras och det dagliga arbetet ska vara bortkopplat fran
politikernas viljor och ideologier. Principen om en armlingds avstdnd ir viktig
for att politiker inte ska ha mojlighet att pdverka den konstnirliga friheten.

Idag har vi ett antidemokratiskt riksdagsparti som dr emot principen om arm-
lingds avstand.

Principen om armlingds avstind ir just en princip, inte en regel eller ens en policy.
Regeringen bor dirfor ta fram en policy for att sikra konstens fria utrymme. Det
enda som lagmissigt skyddar den konstnirliga friheten i Sverige dr Yttrandefrihets-
grundlagen.

Sarskilt viktigt &r att dnnu fler grupper i samhillet tar plats i konstfiltet och
kriver sikrandet av konstens fria ytor gentemot hoger-konservativa och nylibera-
la partipolitiska ideologier.
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Ovriga kommentarer

Foljande handlingsplan ir formulerad efter en férfrégan frin Art Lab Gnesta dir
jag har férsokt ringat in olika problemomraden och utifrdn mitt perspektiv kart-
lagt behov. Handlingsplanen ska betraktas som ett utkast, ett angeliget sddant,
for att arbeta vidare med frigorna. Som textférfattare och avsindare fér hand-
lingsplanen uppmanar jag Art Lab Gnesta och andra aktérer att fortsitta arbetet
och diskutera, dissekera, ifrigasitta och utveckla denna handlingsplan. Arbetet
bor goras med berérda aktorer inom det svenska konstfiltet och s smaningom
lyftas upp till Kulturdepartementet och berérda myndigheter.

Efter att boken Konstens att delta lanserades har jag ofta fitt frigan frin politi-
ker: "Vad kan jag som politiker géra?”; och fran fristiende konstnirer:
"Vad kan vi gora?”.

Det dr symptomatiskt att politiker och fria aktorer kinner ett kall att férind-
ra samhillet och konstfiltets exkluderande strukturer. Det ir inte en nyhet att
det ir de "fria” konstorganisationerna som har (handlings)utrymmet och férstar
noédvindigheten av att utmana konsten. [ slutindan vigar jag siga att det 4r dessa
organisationer som driver det svenska konstfiltet framat, bakat och 4t sidorna.

Macarena Dusant dr konstvetare och forfattare. Dusant dr aktuell med bockerna
Konsten att delta (Dokument press 2016) och La jardinera - Valeria Montti
Colque (Dokument press 2017). Dusant 4r redaktionsmedlem i kulturtidskrif-
ten Hjirnstorm och nitplatfformen Kultwatch.se och arbetar bla med de konst-
politiska grupperna Konstgrupp Almedalen och IDA (Institutet for Diaspora
och Avkolonisering).
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Action plan to discourage segregation
in the field of art

The Swedish art field is homogeneous and does not represent the different
groups in society. It is harder for those who do not come from established
academic homes to enter into the arti academies. It is harder for migrant artists
to understand the administrative system of the arts and to work professionally
in Sweden.

An art field that represents different groups in society contributes to the
development of the art field itself. With a diversified art field people will find
their own platforms from which to develop their practices professionally.

Below is a proposal for an action plan in ten sections that will enable the
Swedish art field to actually represent society, and to promote social justice
for marginalized groups.

i A feminist and intersectional
cultural politics.

It is not only down to independent actors or single organizations to make change.
Singular and time-limited projects can also not make the major change that is
required. What the Swedish arts and culture sector needs is a feminist and inter-
sectional cultural policy.

A feminist and intersectional cultural policy will develop new political goals
for the culture domain in order to disrupt the elitist, homogeneous and exclusive
art scene. Art and culture must play a central role in society and should be a
major political issue with prominence in the public sphere.

ii The government allocates at least
3% of the state budget to culture.

Today, the state allocates only 0.8 percent of its entire budget to the culture
domain. This means that the allocation to the fine arts is less than 0.8 percent.

In order to counteract a homogeneous art field, the government must allo-
cate at least 3 percent of the state budget to culture. More resources to the arts
and culture sector can promote more artistic spaces and organizations from the
various layers of the art field. There should be a council within each governing
authority with employees from different social groups. They should not all
belong to the ruling homogeneous class within the field of art. Such a council
provides guidelines for the allocation of funds so that it benefits several organiza-
tions and actors, operating beyond the big cities and a institutionalized taste
hierarchy.

49
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iii More and new aesthetic
subjects in school.

In today's elementary schools aesthetic subjects are given only a few hours per
week, and in high school they sometimes are completely absent. What's more, the
aesthetic subjects in elementary school tend to teach art in simplified forms. This
means that the plentiful modes of expression typical of contemporary art risks
exclusion from the educational system. Access to art should be a right that all citi-
zens in society have. Everyone should be given the opportunity to understand and
discuss the artistic profession. An understanding and obvious proximity to artistry
and artistic expression should be given already in elementary school.

The aesthetic subjects should be multiple and contain art, form and architec-
ture. The aesthetic subjects should be allotted more study hours per week
from primary school to upper secondary school. The aesthetic subjects will
contribute to an understanding of art's different forms of expression.

iv Department for advancing
representation in the field of art

Institutions write diversity plans and diversity policies that often do not amount
to anything. They risk becoming instrumental checklists in the institutions' ad-
ministrative work. These plans and policies are often formulated and produced
by a privileged group.

The Ministry of Culture establishes a special department to monitor the
work of government and institutions for the advancement of representation. The
aim is to counteract exclusion and voluntary segregation within the art field. The
department's work is to be formulated and led by people who have experience of
exclusion and marginalization themselves, in order to disrupt hegemonic norms.
This includes people that do not have the privilege of whiteness, functionality,
heteronormativity and who are not born into the academic middle class.

The department will develop guidelines, follow them up, and request reports
from governmental agencies.

The department will work with other agencies' different departments,
such as Univeritetskanslerambetet (UKA) (The University Chancellor's Office).

v Information about migrant artists

A report from Konstnirsnimnden (2016) indicates that from the country's
30,000 practicing artists and culture workers only 16 percent have foreign back-
ground. The report shows that the percentage has not changed since 2004 de-
spite the fact that the proportion of residents in the country with a foreign back-
ground has increased over the same period. In order to understand contemporary
state of affairs, society must have access to, and analyze historical processes and
events. This is necessary in order to gain an understanding of the hierarchies of
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power at stake in society and the art world. Information as to migrant artists and
their terms is missing from a historical point of view, despite the fact that artists
have migrated to Sweden for decades.

The state will allocate research funds to adjust the lack of research and infor-
mation on migrant artists' conditions in Sweden.

vi Targeted administrative support
for artists that are excluded and
marginalized

Practicing artists in Sweden with two foreign-born parents make up only 3.2
percent of the country's practicing artists. Many application procedures are in a
language that can be experienced as abstract and exclusive. The application for-
mat for art academies tends to be elitist and aimed at groups able to decode the
token hierarchies of taste as well as academic language.

Art academies will offer to help applying students with their applications. The
aid shall consist of supervision and support throughout the application process.

vii Replace positions in order
to promote representation

Informal networks and contacts are common in the art world and give rise to
widespread nepotism. The same people can be part of several different boards
and hold high positions, which results in power being centralized.
Government-funded institutions should be ready to accommodate profession-
als who do not belong to homogeneous internal networks. Positive recruitment can
be achieved by shifting positions. Advanced decision-making positions will be
open to practicing individuals whose experience goes beyond the norms of white-
ness and entrenchment in the academic middle class. The person who has held the
position before is transferred and gets other duties within the organization.

viii Focus on social justice for
marginalized groups

Audrey Lorde's enunciation that the master's tools will never dismantle the mas-
ter's house is true also when it comes to language. Concepts that are circulated
and considered "natural” should be scrutinized and questioned when employed
by practitioners within the field of art. Words like "diversity" and "artistic quali-
ty" should be clearly defined or abolished within cultural policy. Concepts that
are not explained and that therefore work as to exclude should be rephrased
with the governance of social justice for marginalized groups in mind. The par-
lance of marginalized groups should also be taken into account.
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ix Representation of Swedish artists
in the diaspora

It is hard for people in the diaspora to see their histories represented in the agen-
das of the institutions. In a report from Konstfrimjandet (2015) it becomes evi-
dent that young people feel art spaces are not for them.

At least 25 percent of the funds from Kulturrddet (the council of culture) and
Konstnirsnimnden (the Artistic Board) shall be awarded to Swedish artists in the
diaspora. Efforts to represent different groups in society should be given priority
in collections and exhibitions. State museums will work to ensure that their col-
lections represent the experiences and livelihoods of different groups in society.

x Policy for "the distance of
an arm's length”

In Sweden, the principle of the arm's length is the rule. This means that the state
and those who allocate state resources should be separated. The state establishes
a political framework and sets the budget while authorities assess applications
and projects where the artistic content is reviewed by experts in the field.
Through several steps, autonomy should be guaranteed. This work should not be
subject to the wills and ideologies of politicians. The principle of the arm's
length is important in keeping influence of politicians at bay, out of opportunity
to impinge on artistic freedom. Today we have an anti-democratic party that
oppose the principle of the arm's length in parliament.

The principle of the arm's length is just that, a principle. It's not a rule,
or even a policy. The government should therefore develop a policy to secure the
open field of art in society. The only lawful protection of artistic freedom in
Sweden is the Freedom of Speech Act. Of particular importance is that more
groups in society claim their space in the field of art and demand that it's open
spaces are kept safe from the agendas of right-conservative and neoliberal
political parties.

Other comments

The following action plan is formulated following a request from Art Lab
Gnesta. [ have tried to draw together different problematic areas and spoken up
for what I gather to be documented needs. The action plan should be regarded as
a draft, as an urgent matter, produced in order to continue grappling with these
questions. As it's author and sender I encourage Art Lab Gnesta and other actors
to carry on discussing, dissecting, questioning and developing this action plan.
With the engagement of relevant actors in the Swedish art field, the work should
eventually be presented to the Ministry of Culture and other relevant
authorities.

After launching the book Konsten att Delta, politicians have often asked me
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"What can I do as a politician?"; and independent artists "What can we do?".

It is symptomatic that politicians and independent actors feel called upon to
change society and the exclusive structures of the arts. It's no news that it is the
"free" art organizations who have the means to act and understand the necessity
of challenging the art field. Finally I dare say that these organizations are the
ones who push the Swedish art field forward, backward and sideways.
Macarena Dusant is an art historian and author. She currently published the
books The Art of Participation (Document Press 2016) and La Jardinera -
Valeria Montti Colque (Document Press 2017). She is an editor of the culture
magazine Hjirnstorm and the network platform Kultwatch.se, working with
political art groups Almedalen and IDA (Institute for Diaspora and
Decolonization) amongst others.

Macarena Dusant is an art historian and author. She currently published the
books The Art of Participation (Document Press 2016) and La Jardinera -
Valeria Montti Colque (Document Press 2017). She is an editor of the culture
magazine Hjirnstorm and the network platform Kultwatch.se, working with
political art groups Almedalen and IDA (Institute for Diaspora and
Decolonization) amongst others.
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