__ "OL
RSITET UNIVERS

KONSTNARLIG FORSHNING - ARSBOK 2015 ARTISTIC RESEARCH - YEARBOOK 2016




Fran konstnarlig hégskola till universitet &r Vetenskapsradets tolfte arsbok och belyser
inledningsvis den akademisering som har pagatt under ett drygt decennium och som
fortfarande pagar inom den konstnarliga utbildningen och forskningen.

Den inledande artikeln ar en uppdaterad @mnesoversikt och har tagits fram av Vetenskaps-
radets kommitte for konstnarlig forskning. Under 2014 har amnesoversikter utarbetats for alla
amnesomraden inom Vetenskapsradet som underlag for regeringens budgetproposition
2016.

Akademiseringen berors ocksa i de tva foljande artiklarna som ar anféranden fran de tva
huvudtalarna vid forra rets symposiurm om konstnarlig forskning. Symposiet hade samma
titel som arets bok.

| &r recenseras tva doktorsavhandlingar: en inom litterar gestaltning, den forsta i Sverige,
och en inom fotografi. Bada éar fran Akademin Valand vid Goteborgs universitet.

Vidare presenteras fyra konstnarliga projekt som har fatt stod fran Vetenskapsradet. De
handlar om skrivandet som metod, en undersokning av Ad-arket, den forskande teatern
och om arkitektonisk visualisering av "affordance”. Darefter kommenteras projektrapporterna
av kommittén for konstnérlig forskning.

Avslutningsvis kommenterar ordféranden kommitténs verksamhet det senaste aret och
kommande utmaningar inom omréadet.






OMSLAGSBILD/COVER PHOTO: SANDRA KOPLJAR (INTERVENTION), LEARNINGSITE (MODUL/MODULE). KAPITEL/CHAPTER 9
REDAKTOR/EDITOR: TORBJORN LIND, VETENSKAPSRADET/SWEDISH RESEARCH COUNCIL

GRAFISK FORM/DESIGN: ERIK HAGBARD COUCHER

OVERSATTNING TILL ENGELSKA/TRANSLATION INTO ENGLISH: SEMANTIX, STOCKHOLM

REPRO & TRYCK/REPRO & PRINT: DANAGARDS LITHO, MOTALA, 2015

ISBN: 978-91-7307-299-1



FRAN KONSTNARLIG HOGSKOILA
TILL UNIVERSITET

ANMNNESOVERSTHT, ARTIHLAR, RECENYIONER OCH PROJERTRAPPORTER

FROM ARTS COLLEGE
10 UNIVERSITY

JUBJECT OVERVIEUY, ARTICLES, REVIEU, AND PROJECT REPORTS



INNEHALL

FORORD ... 9
Av Torbjorn Lind, redaktor

ALLMANNA ARTIKLAR

1 AMNESOVERSIKT KONSTNARLIG FORSKNING 2014 ... e 12
Av Catharina Dyrssen mAl.

2 "ATT VARA UTOVANDE KONSTNAR TROTS AKADEMIN: UTMANINGAR FOR EN KREATIV UTOVARE INOM UNIVERSITETET” ..28
Av Franzisca Schroeder

3 KONSTNARLIG FORSKNING SOM INSTITUTIONELL PRAKTIK ..o e, 40
Av Esa Kirkkopelto

ReECENSIONER

4 ROSTEN, ORON, SLINGAN — OM POESINS LJUDANDE LIV ... 54
Avhandling i litterér gestaltning av Fredrik Nyberg, recenserad av Jesper Olsson

5 PERFORMING HISTORY. FOTOGRAFI | SVERIGE 1970=2014 ... ... ... e 64
Avhandling av Niclas Ostlind, recenserad av Christine Hansen

PROJEKTRAPPORTER

6 SKRIVANDET SOM METOD. EN STUDIE | POESI, SKRIVPROCESS
OCH DET REFLEXIVA AKADEMISKA SKRIVANDETS MOJLIGHETER ..., 76
Av Hanna Hallgren



7 EN UNDERSOKNING AV A4-ARKET ... 90
Projektledare: Emma Kihl Text: Beata Berggren

8 KRITISKA FORVANDLINGAR. OM OVERSATTNINGSPRAKTIKER PA UNG SCEN/OST ... 110
Av Anna Lundberg

9 DEN EVOLUTIONARA PERIFERIN. ARKITEKTONISK VISUALISERING AV AFFORDANCE | URBANA PERIFERIER................ 128
Av Gunnar Sandin

10 KOMMITTENS KOMMENTARER TILL PROJEKTRAPPORTERNA ........cooo oo 144

Sammanstalld av Torbjorn Lind

SLUTORD ... oo 1562
Av Catharina Dyrssen

BILAGOR
Amnesoéversikt — &mnesspecifika DESKIIVINGAI ... 157
Vetenskapsradets femte symposium om konstnarlig forskning ..o 203
Skribenter och Gvriga MEAVErKANAE ... e 218
Referenser och litteraturfOrteCKNINGAI ... oo 222
Vetenskapsradets stod till konstnarlig forskning: projektbidrag med mera.................................................. 230
Vetenskapsradets kommitté for konstnarlig forskning ... 244

Tidigare &rgangar @v ArsbOKEN ... 246



CONTENTS

FORWIORD ...t 1
By Torbjorn Lind, editor

GENERAL ARTICLES

1 ARTISTIC RESEARCH — A SUBJECT OVERVIEW 2014 . .. 20
By Catharina Dyrssen et al.

2 “PERFORMING IN THE FACE OF THE ACADEMY: CHALLENGES FOR A CREATIVE PRACTITIONER WITHIN UNIVERSITY”....... 34
By Francisca Schroeder

3 ARTISTIC RESEARCH AND ITS INSTITUTIONS ... .. e 48
By Esa Kirkkopelto

ReEVIEWS

4 VOICE, EAR, LOOP - THE ACOUSTIC LIFE OF POETRY
A thesis by Fredrik Nyberg, reviewed by Jesper Olsson

5 PERFORMING HISTORY. PHOTOGRAPHY IN SWEDEN 1970-2014 ... ... ... 72
A thesis by Niclas Ostlind, reviewed by Christine Hansen

PROJECT REPORTS

6 WRITING AS A METHOD OF INQUIRY. A STUDY OF POETRY,
THE WRITING PROCESS AND THE POSSIBILITIES OF REFLEXIVE ACADEMIC WRITING ..............oooooiiiiiii 84
By Hanna Hallgren



7 A STUDY OF THE A4 SHEET ..ottt 102
Project manager: Emma Kihl, Text: Beata Berggren

8 CRITICAL TRANSFORMATIONS. ON TRANSLATION PRACTICES AT UNG SCEN/OST
By Anna Lundberg

9 THE EVOLUTIONARY PERIPHERY. ARCHITECTONIC VISUALISATION OF ‘AFFORDANCE’ IN URBAN PERIPHERIES............ 138
By Gunnar Sandin

10THE COMMITTEE’S COMMENTS ON THE PROJECT REPORTS ... ... . e 148
Compiled by Torbjérn Lind

CLOSING REMARKS ... 154
By Catharina Dyrssen, Committee Chair

APPENDICES
Artistic Research — A SUDJECT OVEIVIEW ...t 180
The Swedish Reasearch Council’s fifth symposium on artistic research......................i e 211
WIriters @nd Other CONTIIDUTOIS. ... oo oo 220
References and bibliographi€s ... 226
The Swedish Research Council’s support for artistic research: project grants €tC..................ccoccoooiiiiiiiiii 237
The Swedish Research Council’s Committee for Artistic Research 2015, 245

Previous editions Of the YearbooK ... .. ..o 247






FORORID

Arets bok, Frin konstnéirlig hégskola till universitet, den tolfte
utgdvan, belyser inledningsvis den akademisering som har
pagatt under drygt ett decennium och som fortfarande pagar
inom den konstnirliga utbildningen och forskningen.

I den inledande artikeln, som #r en uppdaterad dmneséver-
sikt utarbetad av Vetenskapsrddets kommitté fér konstnirlig
forskning under ledning av ordféranden Catharina Dyrssen,
ar denna utveckling pétaglig. Amnesoversikter har under 2014
utarbetats f6r alla #mnesomrdden inom Vetenskapsraddet som
underlag f6r regeringens forskningsproposition 2016.

Akademiseringen berdrs ocksd i de féljande tva artiklarna,
som ir anféranden (eller delar dirav) av de tvd huvudtalarna,
Esa Kirkkopelto, professor vid Konstuniversitet i Helsingfors
och Francisca Schroeder, musiker och forskare vid Queens
University i Belfast, vid férra drets symposium om konstnir-
lig forskning vid Textilhdgskolan i Bords (Hogskolan i Borés).
Symposiet hade samma titel som arets bok. Dirmed har vi féljt
var tidigare intention att ha en tydligare koppling mellan ars-
boken och det &rliga symposiet.

Direfter f6ljer recensioner av tvd doktorsavhandlingar — en
inom litterdr gestaltning, den férsta i Sverige, och en inom fo-
tografi: Hur ldter dikten? Att bli ved II av Fredrik Nyberg, poet,
recenserad av Jesper Olsson, litteraturvetare, och Performing His-
tory. Fotografi i Sverige 1g70—2014 av Niclas Ostlind, fotograf och
curator, recenserad av Christine Hansen, fotograf och forskare.

Dirpa kommer fyra rapporter om konstnirliga projekt som
har fatt ekonomiskt stod frén Vetenskapsradet:

o Skrivandet som metod. En studie i poesi, skrivprocess och det
reflexiva skrivandets mdjligheter, projektledare: Hanna Hall-
gren, poet och universitetslektor vid Linnéuniversitet, Vixjo

o Enundersikning av A¢-arket, projektledare: Emma Kihl, konst-
nir, text: Beata Berggren, konstnir och férfattare

e Den forskande teatern: Intersektionella méten mellan scenkonst,
skola och akademi, projektledare: Anna Lundberg, universi-
tetslektor vid Tema Genus vid Linképings universitet

e Den evolutiondra periferin. Arkitektonisk visualisering av "af-
fordance” i urbana periferier, projektledare: Gunnar Sandin,
docent i arkitektur, LTH, Lunds universitet.

Arets projektpresentationer kommenteras direfter av Kom-
mittén for konstnirlig forskning, bland annat om forsknings-
processerna inom olika projekt och konstformer.

I Slutordet kommenterar ordféranden Catharina Dyrssen
kommitténs verksamhet det senaste aret och kommande utma-
ningar.

Under Bilagor finns fortsittningen av dmnesoversikten (del 2,
bilaga) med kommentarer om forskning inom de olika konst-
formerna. Vidare finns bland annat en rapport éver det nimnda
femte KF-symposiet. Forutom huvudtalare hade vi ett flertal
workshoppar/presentationer av olika projekt och konstformer
som har dokumenterats.

Torbjérn Lind
Redaktor






TFOREWORD

This year’s Yearbook, From Arts College to University, the twelfth
edition, begins with an examination of the academicisation
that has taken place over the past decade or so and that still
continues within artistic education and research

This trend is clearly apparent in the opening article, an
updated subject overview compiled by the Swedish Research
Council’s Committee for Artistic Research under the leader-
ship of its chair Catharina Dyrssen. Over the course of 2014,
subject overviews have been drawn up for all the subject are-
as within the Swedish Research Council as the basis for the
Government'’s Research Bill 2016.

Academicisation is also touched upon in the following two
articles, which are the speeches (or parts thereof) by the two
keynote speakers, Esa Kirkkopelto, professor at the University
of the Arts Helsinki, and Francisca Schroeder, musician and re-
searcher at Queen’s University in Belfast, at last year’s Sympo-
sium on Artistic Research at the Swedish School of Textiles in
Borés (Boras University). The symposium had the same title as
this year’s Yearbook. We have thus followed up on our previous-
ly stated intention to have a clearer link between the Yearbook
and the annual symposium.

Next come reviews of two doctoral theses — one on literary
composition, the first of its kind in Sweden, and one on pho-
tography: What is the Sound of the Poem? Att bli ved 1I by Fredrik
Nyberg, poet, reviewed by Jesper Olsson, associate professor in
comparative literature, and Performing History. Photography in
Sweden 1970—2014 by Niclas Ostlind, photographer and curator,
reviewed by Christine Hansen, photographer and researcher.

These are followed by four reports on artistic projects that have
received financial support from the Swedish Research Council:

o Writing as a method of inquiry. A study of poetry, the writing
process and the possibilities of reflexive academic writing, pro-
ject manager: Hanna Hallgren, poet and lecturer at Linnaeus
University, Vaxjo

o A Study of the A4 Sheet, project manager: Emma Kihl, artist,
text: Beata Berggren, artist and author

o Experimental theatre. Intersectional encounters between drama-
tic art, school and academia, project manager: Anna Lund-
berg, lecturer at the Department of Gender Studies, Linké-
ping University

o The Evolutionary Periphery. Architectonic Visualisation of Affor-
dance in Urban Peripheries, project manager: Gunnar Sandin,
associate professor of architecture at the Faculty of Engine-
ering, Lund University.

This year’s project presentations are then commented on by the
Committee for Artistic Research, which considers the research
processes within different projects and art forms, for example.

In the Closing Remarks Committee Chair Catharina Dyrssen
comments on the activities of the Committee and on future
challenges.

Under Appendices there is a continuation of the subject over-
view (part 2, appendix) with comments on research in the vari-
ous art forms. There is also a report on the aforementioned sth
Symposium on Artistic Research. In addition to the keynote
speakers, we held a number of workshops/presentations of vari-
ous projects and art forms, which have been documented.

Torbjérn Lind
Editor
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AMNESOVERSIKT KONSTNARLIG FORSKNING 2014

Av Catharina Dyrssen m.fl.

SAMMANFATTNING

Konstnirlig forskning avser forskning inom ett konstnirligt om-
radde. Omradet ir att betrakta som ett fakultetsomrdde med ett
brett spektrum av undersokande praktiker sisom bildkonst, fri
konst, foto, musik, teater, dans, koreografi, performance, cirkus,
arkitektur och design, inklusive produktdesign, interaktions-
design, participativ design, visuell kommunikation med mera,
textilkonst, konsthantverk, film, rérlig bild, audiovisuella medier,
litteratur och litterdr gestaltning samt kuratoriella praktiker.
Traditionella #mnesindelningar speglar knappast omradets hela
dynamiska utveckling men visar pd mangfalden av kompetenser,
metoder och forskningsintressen. Temat for forskningen #r ofta
konstnirligt eller tematiskt dmnesdverskridande och omrédet
formas av savil konstarternas sirarter, traditioner och utbild-
ningar som av utbyten och kontinuerliga hybridiseringar.
Konstnirlig forskning grundas i konst som gestaltande kun-
skapsform och undersékande praktik. Nirliggande beteck-
ningar dr exempelvis konstnirligt praktikbaserad eller prak-
tikdriven forskning, forskning genom konst och forskning
pé konstnirlig grund. Forskningen utférs genom konstnirligt
arbete med stod i undersékande metoder och teoribildning
som ocksa kan himtas frén andra forskningsomraden. Syftet ir
ofta att belysa konstnirlig produktion och kunskapsprocesser:
fragor kring konstens uttryck och villkor samt sinnliga, narra-
tiva och performativa aspekter av konst. Forskningen innebir
dven en kontextualisering av konstnirliga projekt, utveckling

av forskningsmetoder och teorier, samt interaktioner med
material, historia och samhille.

Forskningens kunskapsintresse, tematik och problemstill-
ningar dr konstnirliga och ofta praktikorienterade — empi-
riskt, pedagogiskt, kritiskt eller emancipatoriskt. Inte sillan
handlar forskningen om att medvetandegéra specifika konst-
nirliga skapandeprocesser, gestaltningsformer, tolknings-
sitt, konceptuella stillningstaganden och interaktioner med
objekt och material. Parallellt med disciplinspecifika frage-
stillningar och metoder okar forskningsteman som férenar
olika konstformer. Inte sillan 4r tematiken ocksa riktad mot
konstens historiska, samhilleliga och existentiella kontex-
ter, till exempel gillande sociala funktioner och férindrade
offentligheter (nya offentliga, kollektiva rum och publika
sammanhang, digitala och fysiska fora fér debatt med mera),
subjektskonstruktioner, normkritik, kvalitetsdrivande pro-
cesser, medialisering, konstens och konstnirers utvidgade
roller i det nutida samhillet, samt att genom konstnirliga
undersékningsmetoder belysa samhillsrelaterade och veten-
skapliga frigor. Samarbetsprojekt som #r kopplade till andra
forskningsomraden blir ocksd vanligare och visar pd méjlig-
heter att kombinera konstnirlig praktik och forskning med
till exempel medicin och hilsa, naturvetenskap och teknik,
eller med forskning inom humaniora, samhillsvetenskap,
genusvetenskap och utbildningsvetenskap.

Konstnirlig forskning tar ofta utgdngspunkt fran konstens
moijligheter att belysa virderelaterade och kommunikativa
fragor som giller meningsskapande och kvalitet. Forsknings-
metoderna dr ofta handlingsorienterade, performativa och
interagerande med artefakter och omgivning. Detta beskrivs



ibland som "through the making”, ett kunskapande dir fors-
karen deltar som aktivt subjekt i den undersékande proces-
sen. Forankringen i en konstnirlig praktik ar stark och ut-
gér ofta fr&n konstnirers erfarenhet, yrkeskompetens och
gestaltande férmaga. Forskningen bedrivs vanligtvis genom
kombinationer av systematiska, explorativa, gestaltande,
experimentella, aktionsinriktade och spekulativa arbets-
sitt, dir konstnirlig gestaltning och analys, iscensittningar,
simuleringar och modelleringar, variationer och hybridfor-
mer, kritiskt nytinkande, reflektion och teoribildning kan
utgdra viktiga komponenter i kunskapsbildningen. Experi-
ment kan utnyttjas systematiskt for att testa en hypotes i
analytiska processer men dven mer explorativt och speku-
lativt. Forskningen kan ocks3 bedrivas i dialog med kritisk
teori eller andra forskningsomraden och ménga konstnirliga
forskare anpassar kvalitativa metoder som har himtats frin
fenomenologi, hermeneutik, etnografi, narrativa metoder,
aktionsforskning med mera. Grinsen mellan forskning pa
konstnirlig respektive vetenskaplig grund dr ddrmed flytande
och varierar mellan olika konstnirliga projekt.

Det undersékande arbetet anvinder ofta multimodala eller
multimediala former for representation, argumentation, kom-
munikation och presentation - objekt, utstillningar, konser-
ter, forestéllningar, filmer, fonogram, litterdra alster, material,
konstobjekt, stadsrum, text etcetera — vilka ingdr som en
visentlig del sdvil i forskningsprocesser som i presentation,
publicering och disseminering av forskningsresultat. Hir ingar
ocksd att ur en praktikgrundad metodik utveckla teori och be-
grepp. Genom anvindning av flera representationsformer stills
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ocks4 sirskilda krav pd dokumentation, kommunicerbarhet, ar-
kiveringsméjligheter, publicering, transparens, kvalitetsgransk-
ning och infrastruktur. En kontinuerlig kvalitetsdiskussion om
forskningsmetoder och formulering av problemstillningar ut-
gor en viktig del i uppbyggnaden av konstnirlig forskning och
har betydelse dven fér andra forskningsomraden.

Konstnirlig forskning och forskarutbildning pé svenska laro-
siten vixte fram under 19go-talet, med genombrott omkring ar
2000 och med en sirskild konstnirlig doktorsexamen fréan 20r10.
Den konstnirliga forskningen och forskarutbildningen har ex-
panderat kraftigt och genomgétt en visentlig kvalitetshdjning
eftersekelskiftet2000,inte minst genom Vetenskapsradetsinter-
nationellt sett tidiga utvecklingsstéd till konstnirliga forsk-
ningskollegier (2000-2005) och projektstéd (fran 2003). Natio-
nella forskarskolor har tillkommit i design (Designfakulteten,
frdn 2008) och inom konst (Konstnirliga forskarskolan, fran
2010). Med stéd fran forskningsrddet Formas finns idag dven na-
tionella forskarskolor inom arkitektur (ResArc, frdn 2011) och
landskapsarkitektur (APULA, fran 2010).

Generellt sett har svensk konstnirlig forskning en mycket
stark internationell stillning och en forhallandevis léng forsk-
ningstradition. Idag bedrivs konstnérlig forskning vid flertalet
universitet och konstnirliga larositen, ibland i samarbete med
andra akademiska institutioner. Forskningsomrédet formas
i hdg grad genom enskilda projekt och doktorandprojekt och
det finns ett stort intresse for forskarutbildning inom héogre
konstnirliga utbildningar. Samtidigt som kunskapsutbyten
med andra forskningsomrdden 6kar, finns stora behov av att
etablera stabila forskningsmiljoer och nationella nitverk inom
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det konstnirliga omradet, stirka unga forskares karridrvigar
och utveckla savil specifika dmnesdjup som breda, tematiska
problemstillningar.

Den konstnirliga forskningens samhillsrelevans har hittills
varit relativt férbisedd. I dagens kunskapssamhille har konst-
nirliga verksamheter och kommunikationsformer en aktiv och
nodvindig roll att genom sina praktikrelaterade perspektiv och
omtolkande majligheter kritiskt belysa foreteelser i samtiden.
Konstnirlig forskning och konstnirlig verksamhet bidrar med
nyskapande uttryck, produktion av kultur, en kritisk belysning
av och ett nytdnkande kring exempelvis demokratifragor, indu-
stri- och tjdnsteutveckling, globalisering samt inte minst fragor
som berdr virden, kvalitet, lirande, kunskaps- och innovations-
processer.

Genom nya teknologier utvecklas multimodala kommuni-
kationsformer, tankemodeller och arbetssitt, dir konstnirlig
forskning har sjilvklara och viktiga uppgifter. Sd kallade kreativa
néringar och kreativa processer dir konstnirer bidrar med sina
kompetenser utgér idag en visentlig del av néringslivet och hir
behovs konstnirlig forskning béde som tillimpad kunskapsut-
veckling och innovation, som kritisk reflektion och som grund-
forskning. Konstnirlig forskning har saledes en mycket hog och
viaxande relevans for: 1) konstnirliga verksamheter i samhillet,
2) konstnérliga utbildningar, 3) néringsliv och samhille i vidare
bemirkelse, samt 4) for forskarsamhillet, dir konstnirlig forsk-
ning kan bidra till utveckling av tvirvetenskaplig tematik och
metodik. Likasa har konstnirlig forskning en sirskild potential
att fordjupa diskussioner om kvalitet, vidgade kunskapsbegrepp
samt publicerings- och kommunikationsformer.

ROVR MET

Den svenska konstnirliga forskningens vixande samhillsrele-

vans och starka internationella stillning behdover tas till vara.

Omradet har haft en snabb utvecklingsfas 2000-2010. For att

omradet ska kunna stirkas och vidareutvecklas pa lang sikt,

krévs en etablering av olika typer av konstnéirliga forsknings-
milj6er, med tillricklig kritisk massa, stabilitet och excellens.

Dirfér behdvs nu sex typer av strategiska satsningar:

1. Utveckla stabila och framstaende forskningsmiljéer. Forsk-
ningen drivs idag framit genom enskilda projekt och det
finns stora behov av att utveckla bidde dmnesspecifika och
tematiskt imnesoverskridande forskningsmiljéer och forskar-
grupper. Lirositena har ett sjilvklart ansvar i dessa processer
men det behovs ocksd ekonomiskt stéd. Hér féreslds ram-
bidrag av tillricklig storlek som en sirskild satsning och i
en separat utlysning for att utveckla tre till fyra forsknings-
miljder.

2. Stirka karridrvagar for unga forskare. Omradet har idag
ett stort antal nydisputerade och ménga doktorander under
utbildning. Men karridrvigar f6r unga forskare saknas i stor
utstrickning. Det behovs en satsning pé yngre forskare med
olika stddformer som omfattar bade kortare och lingre tids-
perioder: frin kortare utvecklingsstdd, mobilitetsstéd och
postdoktjinster for nydisputerade (s&vil nationellt som inter-
nationellt), till lingre karridrstéd fér unga forskare.




3. Vidareutveckla internationaliseringen. Svensk konstnirlig
forskning har en framst3ende stéllning internationellt. Men
den internationella positionen varierar inom olika #mnen
och behdver kartliggas noggrannare och stirkas ytterligare.
Kontakter med de andra nordiska linderna #r viktiga. Hir
foreslas: a) 6kade kontakter p& myndighetsniva, b) en fordju-
pad kartlidggning av nitverk och internationalisering inom
larositen och dmnen, c) utifrdn kartliggningen en eventuell
sirskild satsning p& exempelvis 6kad mobilitet, d) en extra
satsning pa att stirka det nordiska samarbetet genom en
initierande konferens om strategiska perspektiv och forsk-
ningsfinansiering.

4. Oka méjligheter till samarbeten med andra forskningsom-
raden. Konstnirlig forskning har ofta en disciplinéverskri-
dande tematik. Samarbeten &ver vetenskapliga omrades-
grinser finns redan, men stédformerna fér dem behéver
stirkas. Det finns 6msesidiga méjligheter till att utveckla
samarbeten sdvil mellan olika konstnirliga dmnen som
med forskning inom humaniora och samhillvetenskap,
utbildningsvetenskap, genus, naturvetenskap och teknik
samt medicin och hilsa. Tematiska satsningar som sér-
skilt involverar konstnirlig forskning bor identifieras och
stodjas.

5. Fordjupa diskussionen om kvalitetsutveckling, &mnesklas-
sificering och publicering. Frdgan om omrédets klassifice-
ring och dmneskategoriseringar ir aktuella och angeligna
att fortsatta diskutera. En kontinuerlig kvalitetsdiskussion
ir central for utvecklingen av konstnirlig forskning. Nu-
varande #dmnesklassificering, kvalitetsbegrepp, kvalitets-
kriterier och granskningsformer liksom publiceringsméj-
ligheter behoéver diskuteras och utvecklas. Vetenskaps-
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radets pagdende Fokusprojekt och SwePub bér féljas upp
och eventuellt vidareutvecklas inom det konstnirliga
omradet.

6. Kartlagga och stodja behov av infrastruktur for konstnarlig
forskning. Konstnirliga arbetsprocesser och redovisnings-
former av resultat genom utstillningar, iscensittningar,
konsertframféranden etcetera dr ofta resurskrivande. Hir
behover satsningar géras pa infrastruktur. En sirskild kart-
liggning behover goras av infrastruktur inom konstnirlig

forskning, inklusive institutionernas finansieringsansvar,
OBSENMNGENS G
SRS

~behov och samfinansieringsmajligheter.
OVSLAG
AMTION § “/é’/&?g It

Svensk konstnirlig forskning har en stark internationell still-
ning, inte minst pd grund av en systematisk uppbyggnad av
forskningsfinansiering och forskarutbildning som har fa mot-
svarigheter internationellt. Svensk konstnirlig forskning hél-
ler hdg standard, har en jamn kénsfordelning bland forskare
och visar pa stor bredd - fran studiobaserade, laborerande och
experimenterande undersdkningar av egna processer till norm-
kritiska och aktionsforskningsorienterade projekt. Omfat-
tande internationella kontakter har sedan linge funnits bland
konstutévare inom enskilda &mnesomraden, vilket ir en styrka
ocksd fér forskningens internationalisering. Graden av inter-
nationalisering varierar dock starkt mellan olika #mnen och
institutioner, i vissa fall dr det internationella utbytet starkare
in kontakterna mellan svenska liroséten.
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Svensk konstnirlig forskning &r sedan linge aktiv internatio-
nellt i uppbyggnaden av omradet, till exempel inom de euro-
peiska nitverken ELIA (The European League of Institutes of
the Arts), SHARE (Step-change for Higher Arts Research and
Education) och SAR (Society for Artistic Research). En interna-
tionell diskussion pagar ocksa betriffande revidering av smnes-
rubriceringar och #mnesnivder i Frascati Manual: Proposed
Standard Practice for Surveys on Research and Experimental
Development (OECD 2002). Hir kan man sirskilt nimna den
nystartade plattformen och publikationen PARSE (Platform
for Artistic Research Sweden) med internationell rickvidd
och som drivs genom Goteborgs universitet. Det finns ocksa
amnesspecifika kontaktnit och publiceringsformer dir svensk
forskning har en framtriddande roll. Frigan om granskning och
kvalitet hor till det konstnirliga forskningsomradets strate-
giskt mest centrala men ocksa svirbemistrade frigor. Hir pdgar
ett intensivt internationellt arbete som Sverige aktivt deltar i.

Det nordiska samarbetet 4dr ocksd betydelsefullt. Hir finns
delvis parallella utvecklingar i de nordiska linderna men ocksa
strukturella och #dmnesmissiga skillnader. Kunskapsutbytet
kring dmnesinnehall, utveckling och strukturell uppbyggnad i
Norden behdover utdkas.

VPGS NN R onripeT

Bade utmaningar och méijligheter infor framtiden ligger frimst
i konstens och de konstnirliga arbetssittens 6kade betydelse
och integrering i kunskapssamhillet. Den stérsta utmaningen
for forskningen dr hir att omradet kan ta steget frin en initie-

ringsfas (cirka 2000-2010) till en etablerad del av forskarsamhil-
let i ndra interaktion med konstnirlig praktik och i dialog med
andra forskningsomraden. Uppbyggnaden av omrédet sker fort-
satt i hog grad genom forskningsprojekt, forskar- och masters-
utbildningar, 6kande internationella utbyten och genom en
gradvis etablering av akademiska forskningsmiljéer. Konferen-
ser och publiceringsméjligheter i olika representationsformer
och medier 8kar snabbt bdde nationellt och internationellt.
Men forskningsmiljoerna &r fortfarande ofta sma och sarbara.
Det saknas savil etablerade dgmnesspecifika forskningsmiljoer
och nationella nitverk som tematiska och dmneséverskridande
miljéer som kan svara mot samhillsrelevansen och fortsitta att
hivda svensk konstnirlig forskning internationellt.

Antalet doktorander vixer starkt. Det finns idag omkring
100 doktorander i padgdende forskarutbildning och ungefir lika
ménga disputerade. Forskarutbildning och akademisk forsk-
ning utvecklas dirmed parallellt och idag finns det dven ett
stort intresse for forskning bland studenter p& kandidat- och
mastersnivd. Men det rader stor brist pa forskare pa postdok-
nivd och karridrvigarna for unga forskare dr #nnu mycket
svaga. Vissa kulturinstitutioner erbjuder méjliga karridrvigar
for konstnirer och konstnirliga forskare, men de konstnirliga
ldrositena har ofta en svag forskningsfinansiering och saknar
oftast institutionella méjligheter fér unga forskare.

For att stirka vidareutvecklingen pa 1ang sikt dr det en angeld-
gen utmaning f6ér konstnarliga forskningen att utveckla stabila
forskningsmiljéer med tillrdcklig kritisk massa och hog kvalitet,
bade dmnesspecifikt och tematiskt 6ver amnesgrinser. Natio-
nella nitverk, métesplatser och handledarutbyten i forskarut-
bildningarna behdover stirkas, nya publiceringskanaler behéver
etableras och internationaliseringen ¢ka. Det handlar ocks& om



att 16sa nyckelfrigan om nydisputerades karridrmojligheter,
till exempel genom foérbittrade postdok-méiligheter, natio-
nellt och internationellt. Om konstnirlig forskning ska kunna
stirkas och dess potential till interaktion med andra forsk-
ningsomraden ska 6ka, behéver bdde dmnesdjup och dmnes-
Sverskridande utveckling stirkas. Lirositena har hir ett huvud-
ansvar men det dr ocksd viktigt att identifiera katalyserande
stédformer, till exempel tematiska satsningar 6ver &mnes- och
omradesgrinserna som aktivt tar till vara olika kapaciteter
inom konstnirlig forskning och som kan stirka kontakterna
med andra forskningsomraden.

Kvalitetsbegrepp, kvalitetskriterier, granskningsformer och
validering behéver diskuteras och utvecklas. For att 1angsiktigt
stirka kvalitet och god &tervixt inom forskningen ér det viktigt
att utveckla kvalitetskriterier som 4r mer relevant anpassade
till det konstnirliga forskningsomradet. Hir pdgar omfattande
diskussioner, bland annat med Universitetskanslersimbetet,
bibliotek, hégskolor och universitetsinstitutioner. Vetenskaps-
radet har redan inom det s kallade Fokusprojektet inlett ett ar-
bete med att se 6ver forutsittningarna for kvalitetsbedémning
av konstnirlig forskning.

Frdgan om omradets klassificering och dmneskategorise-
ringar dr fortsatt aktuella och angelidgna att diskutera, lik-
som fragor om dokumentation, arkivering och publicering.
Det giller inte minst inom ramen fér det pagéende SwePub-
uppdraget: att kategorisera, dokumentera och arkivera icke
textbaserade och konstnirliga forskningsresultat, samt i
arbetet med att revidera Svensk standard fér indelning av
forskningsimnen. Med omradets stora spektrum av gestalt-
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ningsformer ir frigan om dokumentation, arkivering, publi-
cering och tillgingliggdrande av forskningsresultat central.
Publiceringsméjligheterna med peer review for konstnir-
lig forskning varierar kraftigt mellan olika #mnesomraden;
generellt sett dr de fortfarande f8 men utvecklas snabbt. Lika-
sa vixer acceptansen for forskning med konstnirliga inslag
inom etablerade publikationsformer vilket bidrar till utbyte
mellan olika forskningstraditioner.

Infrastrukturen dr ofta bristfillig. Konstnirliga arbetspro-
cesser och redovisningsformer av resultat genom utstillningar,
iscensittningar, konsertframféranden etcetera r ofta resurs-
krivande. Hir behover satsningar géras pé infrastruktur. Man
kan ocksd underséka méjligheter att utveckla stodformer som
bygger pd samverkan med institutioner och fria aktdrer pa det
konstnirliga filtet.

Aktuella férindringsarbeten handlar alltsd framfor allt om
stabilisering av den konstnirliga forskningens positioner inom
universitet och hégskolor samt karridrvigar for unga forskare.
Till det kommer frigor om internationalisering, kvalitets-
granskning och validering, publiceringsformer och infrastruk-
tur. Det behdvs bade okade resurser och fler finansieringsformer
for konstnirlig forskning, men ocksa fortsatt livaktiga dialoger
mellan forskningsfinansidrer, hogskolornas konstutbildningar
och forskningsorganisationer, utévande konstnirer samt fére-
tradare frdn andra forskningsomraden, offentliga institutioner,
néringsliv och politik. 3

Amnesspecifika beskrivningar och kommentarer om olika konstfor-
mer finns under Bilagor.
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ARTISTIC RESEARCH - A SUBJECT OVERVIEW 2014

By Catharina Dyrssen et. al.

Artistic research refers to research in the artistic field. This
field should be seen as a faculty area with a broad spectrum of
exploratory practices such as visual art, fine art, photography,
music, theatre, dance, choreography, performance, circus,
architecture, design (including product design, interaction
design, participative design, visual communication and so on),
textile art, craft, film, moving images, audiovisual media, litera-
ture/literary composition and curatorial practices. Traditional
subject boundaries hardly reflect the dynamic developments in
thefield, but theydohighlight thediversity of expertise, methods
and research interests. The focus of the research usually trans-
cends these subject boundaries, either artistically or thema-
tically, with the field being shaped not only by the specifics,
traditions and courses of the various art forms, but also by ex-
changes and ongoing hybridisation.

Artistic research is rooted in art as a creative form of know-
ledge and an exploratory practice. Closely related terms include
artistic practice-based or practice-driven research, research
through art and art-based research. The research is conduc-
ted through artistic work, supported by investigative methods
and the formation of theories, all of which may also be drawn
from other areas of research. The purpose is often to high-
light artistic production and knowledge processes, questions
pertaining to the expression of the art, its terms and sensory,

narrative and performative aspects of art. The research in-
volves contextualising artistic projects, developing research
methods and theories, and art in interaction with materials,
history and society.

The interests, themes and problems of the research are ar-
tistic and often practice-related — empirical, pedagogical, criti-
cal or emancipatory. It is not uncommon for the research to be
about identifying specific artistic processes of creation, mani-
festations, interpretations, conceptual stances and interactions
with objects and materials. Alongside discipline-specific ques-
tions and methods, research themes that combine different art
forms are increasing. The themes are often expanded to take in
the historical, social and existential contexts of the art relating,
for example, to social functions and changing public realities
(new open, collective spaces and public contexts, digital and
physical forums for debate and so on), constructions of the sub-
ject, norm critique, quality-enhancing processes, medialisation,
the expanded roles of art and artists in contemporary society,
and through artistic research methods to illuminate socially
related and academic issues.

Collaborative projects linked to other research areas are be-
coming increasingly frequent, showing opportunities to com-
bine artistic practice and research with fields such as medicine
and health, science and technology or research in the humani-
ties, social sciences, gender studies or educational sciences.

Artistic research often takes as its starting point the scope
for the art to shed light on value-related and communicative
questions concerning creation of meaning and quality. The
research methods tend to be action-oriented, performative and
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interactive with artefacts and the surroundings. This is some-
times described as “through the making”, where the researcher
is an active participant in the investigative process. The rooting
in an artistic practice is strong, and art-based research often
draws on the artists’ experience, professional expertise and cre-
ative ability. The research usually proceeds in combinations of
systematic, exploratory, creative, experimental, action-oriented
and speculative working methods through artistic creation
and analysis, staging, simulation and modelling, critical inno-
vation and reflection, and theory formation. Experiments,
simulations, performances, modelling, variation and hybrid
forms, critical innovation and reflection, and theory forma-
tion provide an important foundation for the generation of
knowledge. Experimentation can be employed more systema-
tically to test a hypothesis, through analytical processes or in
more exploratory and speculative ways. The research may also
be conducted as a dialogue with critical theory or other fields
of research, and many artistic researchers adapt qualitative
methods borrowed from phenomenology, hermeneutics, ethno-
graphy, narrative methods, action research and so on. The bor-
der between research based on art and research based on sci-
ence is thus fluid, varying between different artistic projects.
The investigative work often uses multimodal or multimedia
forms of representation, documentation, communication and
presentation - objects, exhibitions, concerts, performances,
films, sound recordings, literary works, materials, art objects,
urban spaces, text, etc. — which form a key part of research pro-
cesses and of the presentation, publication and dissemination
of research results. Also included here is the process of develo-
ping a theory and concepts out of a practice-based methodology.
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Using several forms of representation also places particular de-
mands on documentation, communicability, archiving options,
publication, transparency, quality control and infrastructure.
A continuous quality discussion on research methods and the
formulation of problems constitutes a key part of structuring
artistic research, and its significance also spills over into other
fields of research.

Artistic research and postgraduate education at Swedish
academic institutions emerged in the 19gos and experienced
a breakthrough around 2000, with a specific artistic research
doctorate constituted in 2010. The artistic research and post-
graduate education have expanded strongly and undergone
a considerable improvement in quality since the turn of the
millennium, not least through what in international terms was
the Swedish Research Council’s early investment in network
building for artistic research collegia (2000-2005), research
projects (from 2003), a national research school in design (the
Swedish Faculty for Design Research and Research Education,
from 2008) and a national artistic research school (Konstnir-
liga Forskarskolan, from 2010). With support from the Swedish
Research Council Formas, there are also now national research
schools in architecture (ResArc, from 2011) and landscape archi-
tecture (APULA, from 2010).

Overall, Swedish artistic research holds a very strong posi-
tion internationally and has a relatively long research tradition.
Today, artistic research is conducted at the majority of univer-
sities and artistic seats of learning, sometimes in collaboration
with other academic institutions. The field of research is shaped
to a large degree by individual projects and doctoral theses,
and there is considerable interest in higher artistic education
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at postgraduate level. Even as the exchange of knowledge with
other fields of research grows, there is a considerable need to
establish stable research environments and national networks
in the artistic sphere, to strengthen career paths for young
researchers, to develop specific subject depth and to identify
broad, thematic research topics.

The social relevance of artistic research has so far been
relatively overlooked. In today’s knowledge society, artistic
endeavours and forms of communication play an active and
necessary role in critically examining contemporary pheno-
mena through practice-related perspectives and capacity for
re-interpretation. Artistic research and artistic practice con-
tribute to innovative forms of expression, cultural output,
critical examination of and new thinking on issues such as
democracy, the development of industries and services, glo-
balisation, and not least issues touching on values, quality,
learning, and processes of knowledge and innovation. New
technologies prompt multimodal forms of communica-
tion, models of thinking and ways of working, within which
artistic research has natural and important tasks to perform.
So-called creative industries and creative processes, to which
artists bring their expertise, now form an important part of
the business world and, in this area, artistic research is requi-
red in the form not only of applied knowledge development
and innovation, but also critical reflection and basic research.
Artistic research is thus of very high and growing relevance
to (1) artistic practices in society; (2) artistic education; (3)
business and society in a wider sense; and (4) the research
establishment, where artistic research can help to develop
multidisciplinary themes and methodologies. Artistic re-

search also has particular potential to lend more depth to
discussions on quality, expanded concepts of knowledge, and
forms of publication and communication.

The growing social relevance and strong international stan-
ding of Swedish artistic research needs to be built on. The field
saw a phase of rapid development in 2000-2010. Strengthening
and moving the field forward over the long term will demand
the prominent establishment of different types of artistic re-
search environment, providing sufficient critical mass, stability
and excellence. Five types of strategic initiative are therefore
required:

1. Develop stable and prominent research environments -
The research is currently driven forward via individual pro-
jects and there is a distinct need to develop both subject-
specific and thematically multidisciplinary research environ-
ments and research groups. The academic institutions have
a clear responsibility when it comes to these processes, but
financial support is also required. Our suggestion is for a
framework grant of sufficient size — and with a separate
application process — to develop 3 or 4 research environ-
ments.

2. Strengthen career paths for young researchers — At this
time, the field has a large number of new PhD graduates and
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numerous ongoing doctoral students. However, there is a
distinct lack of career paths for young researchers. There
needs to be a focus on younger researchers through diffe-
rent forms of support, covering both short and long time-
frames, from short development grants, mobility grants
and postdoctoral positions for new graduates (both natio-
nally and internationally) to longer-term career support for
young researchers.

3. Build up internationalisation — Swedish artistic research has
a leading reputation internationally. However, that inter-
national reputation varies across the different subjects and
needs to be examined more carefully so that it can be further
strengthened. Contact with the other Nordic countries is
vital. The proposals here are a) increased contact at the level
of public authorities; b) an in-depth survey of networks and
the need for internationalisation within academic institu-
tions and subjects; ¢) implementation of special measures,
based on the survey, to increase mobility, etc.; d) extra in-
vestment in strengthening Nordic collaboration by initiating
a conference on strategic perspectives and research funding.

4. Increase opportunities for collaborations with other fields
of research — Artistic research often has a theme that trans-
cends disciplinary boundaries. Collaborations across subject
boundaries are already occurring, but the forms of support
for these need to be strengthened. There are mutual opportu-
nities to develop partnerships between different artistic sub-
jects, and with research in the humanities and social sciences,
as well as in educational sciences, gender, natural sciences and
technology, medicine and health. Themes that particularly
involve artistic research should be identified and supported.
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5. Move forward the debate on quality development, subject
classification and publication — The question of the field’s
classification and subject categorisations is highly relevant
and the debate needs to continue. Ongoing quality discus-
sions are key to the development of artistic research. Cur-
rent subject classification, quality concepts, quality criteria
and forms of assessment need to be discussed and developed,
along with options for publication. The Swedish Research
Council’s ongoing Focus project and SwePub should be fol-
lowed up, and possibly expanded in the artistic field.

6. Survey and support the need for infrastructure for artistic
research — Artistic working processes and forms for reporting
results through exhibitions, performances and so on, often
demand considerable resources. Investment in infrastructure
is therefore required. There needs to be a specific survey of
the infrastructure within artistic research, including institu-
tions’ funding responsibilities, funding needs and opportuni-
ties for co-financing.

&‘
A _

Swedish artistic research has a strong reputation internatio-
nally, not least due to the systematic establishment of research
funding and postgraduate education, which has few equivalents
abroad. Swedish artistic research maintains high standards,
has an equal gender distribution among researchers and dis-
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plays great breadth, from studio-based, exploratory and expe-
rimental investigations of personal processes to norm-critical
and action research-oriented projects. Extensive international
contact has long been in place among art practitioners in the
separate subject areas, which is a strength when it comes to
internationalisation of the research. However, the degree of in-
ternationalisation varies considerably from subject to subject,
as well as from one institution to another, and in some cases the
international exchange is stronger than the contact between
the various Swedish academic institutions.

Swedish artistic research has long been active internationally
in developing the field, not least within the European networks
ELIA (The European League of Institutes of the Arts), SHARE
(Step-change for Higher Arts Research and Education) and SAR
(Society for Artistic Research). There is also an ongoing inter-
national discussion on revising the subject titles and subject
levels in the Frascati Manual: Proposed Standard Practice for
Surveys on Research and Experimental Development (OECD
2002). Of particular significance is the newly launched plat-
form and publication PARSE (Platform for Artistic Research
Sweden), which has international reach and is run through the
University of Gothenburg. There are also subject-specific con-
tact networks and forms of publication, within which Swedish
research maintains a leading role. The question of assessment
and quality is strategically one of the most central issues in the
field of artistic research, but also the most difficult to resolve.
This topic is receiving intensive international attention, with
Sweden as an active participant in the work.

Nordic collaboration is also important. There are parallel
developments within the Nordic countries, but also structural

and subject differences. The exchange of knowledge on subject
content, development and structure in the Nordic region needs
to be improved.

FONOBROR HALLENGES

The future challenges and opportunities for the field lie pri-
marily in the increasing significance of art and artistic ways of
working, as well as their integration into the knowledge society.
The great-est challenge in this respect lies in the field being
able to make the leap from the initiation phase of 2000-2010
to becoming an established part of the research community,
in close interaction with artistic practice and in dialogue with
other fields of research. The field is still largely being built
up through research projects, doctoral and Master’s degree
work, increased international exchange and through gradually
establishing academic research environments. Conferences
and publication opportunities in various forms of representa-
tion and media are growing rapidly, both nationally and inter-
nationally. The research environments still tend to be small and
vulnerable, and there is a lack of established subject-specific
research environments and national networks, as well as
thematic and multidisciplinary environments that can respond
to relevance in society and continue to build the strong inter-
national reputation of Swedish artistic research.

The number of doctoral students is growing strongly. There
are currently around 100 doctoral students in research edu-
cation, and about the same number have recently acquired
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their doctoral degree. Postgraduate education and academic
research are thus developing in parallel, and there is also
considerable interest in research among students at Bachelor’s
and Master’s degree level. There is, however, a serious lack of
researchers at postdoc level and the career paths for young
researchers are as yet rather insubstantial. Some cultural in-
stitutions offer potential career paths for artists and artistic
researchers, but the artistic seats of learning often have
limited research funding and tend to lack institutional oppor-
tunities for young researchers.

In boosting its development over the long term, the
challenge for artistic research is to develop stable research
environments that have sufficient critical mass and high
quality, and that are both subject-specific and thematically
multidisciplinary. National networks, meeting places and
supervisor exchanges within postdoctoral education need
to be strengthened, new publication channels need to be
established and increased internationalisation is required.
Another focus is on resolving the key issue of career oppor-
tunities for new PhD graduates, for example through impro-
ved postdoc opportunities, nationally and internationally. If
artistic research is to be strengthened and its potential for
interaction with other fields of research increased, subject
depth and multidisciplinary development need to be im-
proved. The academic institutions have main responsibi-
lity in this area, but it is also important to identify forms of
support that can serve as catalysts, including thematic initia-
tives across subject and field boundaries that actively make
use of various capacities in artistic research and that can
strengthen contacts with other fields of research.
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Quality concepts, quality criteria and forms of assessment need
to be discussed and developed, along with options for publi-
cation. In order to ensure quality and flourishing growth in
research over the long term, it is also important to develop
quality criteria that are more relevant to the field of artistic
research. Wide-ranging discussions are already under way on
this topic, for example with the Swedish Higher Education
Authority, libraries, colleges and university institutions. Within
the Focus project, the Swedish Research Council has already
begun work on reviewing the conditions for quality assessment
of artistic research.

The question of the field’s classification and subject cate-
gorisations remains relevant and the debate needs to continue
on this, as well as on issues of documentation, archiving and
publication. This applies, not least, within the framework of
the ongoing SwePub project — to categorise, document and
archive non-text-based and artistic research results — and in the
work on revising the Swedish standard for classifying research
subjects. With the huge diversity of forms in which the field
manifests itself, the question of documentation, archiving,
publication and dissemination of the research results is key.
Opportunities for publication of artistic research with peer
review vary considerably between areas; in general, however,
they remain few, although the situation is improving rapidly.
There is also a growing acceptance of research with an artistic
focus in established forms of publication, which contributes to
exchanges between different research traditions.

Artistic working processes and forms for reporting results
through exhibitions, performances and so on, often demand
considerable resources. Investment in infrastructure is there-
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fore required. It might also be worth investigating the possi-
bility of developing forms of support for infrastructure based
on collaboration with institutions and independent practitio-
ners in the artistic field.

This work to effect change is, above all, about stabilising the
position of artistic research within universities and colleges,
as well as career opportunities for young researchers. Added
to this are questions of internationalisation, quality assurance
and validation, publication forms and infrastructure. There is
a need for greater resources and more funding forms for artis-
tic research, but also a lively dialogue between the authorities
tasked with supporting Swedish research, higher art education
and research organisations, practising artists and representa-
tives of other fields of research, public institutions, and the
worlds of business and politics. s

The different art forms are described under Appendices.
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"ATT VARA UTOVANDE KONSTNAR TROTS AKADEMIN:

UTMANINGAR FOR EN KREATIV UTOVARE INOM UNIVERSITETET"

Av Franziska Schroeder

g Al i T4 /
INTRODUKTION
Den hér texten ar ett utdrag ur en plenarférelasning som holls vid
Vetenskapsradets arliga symposium om konstnarlig forskning i Boras
den 28 novermber 2014,

I den hir féreldsningen for jag ett resonemang om konsten, det
konstnirliga utévandet och den kreativa praktiken som forskning,
och diskuterar vilken inverkan den kreativa praktiken har pd en
akademikers forskningsprofil och i hur hég grad den anses utgéra
en del av densamma.

Det finns fortfarande en forestillning om att ingen egentligen
vet hur konsten - eller, som en férlingning av detta, den krea-
tiva praktiken — ska liras ut, varfor den ska ldras ut, eller om den
ens borde liras ut. Det i sig implicerar att det finns tveksamheter
kring hur den bidrar till kunskap, samt hur denna kan och bor
utvidrderas och verifieras. Just frigan om verifiering, i synnerhet
i en vetenskaplig kontext, dterkommer jag till lingre fram i fore-
ldsningen.

Ar 2012 stod James Elkins som redaktér for en serie i fem delar,
dir den tredje delen bar titeln What Do Artists Know? 1 introduk-
tionen tar han upp frdgan om konsten och vilka olika former av
kunskap den inbegriper. Han séger:

"Ingen vet vilka kunskaper som férs in i konsten, eller vilka kunskaper den leder
fram till. Och detta giller i dubbel bemirkelse f6r den nya doktorsexamen i "studio
art”, som har gett upphov till ngra ytterst svara filosofiska fragestéllningar som

ingen, hittills, har lyckats bringa sirskilt mycket ljus dver” (2012: 2).

Jag kan inte riktigt instimma i det hér pastdendet som tycks antyda
att konsten ir ett litt verklighetsfrimmande och nist intill ogrip-
bart fenomen. Men innan jag utvecklar mitt resonemang kring
kreativ praktik i en forskningskontext, méste den hir debatten place-
ras i ett bredare internationellt sammanhang. Diskussionen om krea-
tiv praktik och utbildning, eller kreativ praktik i utbildningen, fick
ett bredare genomslag genom det EU-finansierade projektet SHARE
(2010-2013: Step-change for Higher Arts Research and Education).
Genom SHARE har det skapats mojligheter till utbyte av erfarenheter,
metoder och idéer vad giller olika former av konstnérlig och kulturell
forskning &ver hela Europa (URL 1). I en kommentar till SHARE s#gs
det att:

"P4 nationell nivd finns det &nnu inte ndgon som har tagit ett helhetsgrepp pé den
konstnirliga forskningen for att diskutera och skriva om dess villkor och férutsitt-
ningar, eller for att verka fér en serids debatt kring och utveckling av méjliga former av
konstnirlig forskning, de metodologiska problem det inbegriper, hur denna forskning
forhaller sig till olika professioner, och vad som skiljer den fran den 6vriga forskarvirl-

den och de diskussioner som pagér dir.” (2013)

I den hir foreldasningen kommer jag att ge ndgra inblickar i hur ar-
betslivet f6r en praktiserande forskare vid ett brittiskt universitet kan
se ut, i hopp om att mitt bidrag ska kunna tjina som utgdngspunkt
foér en debatt om olika méjliga former av konstnirlig forskning, el-
ler mer specifikt: vilka innebérder och konsekvenser detta har fér
praktikbaserad forskning, praktik-som-forskning eller, fér att an-
vinda den term jag kommer att ligga tonvikten pa i den hir fore-
lasningen, praktikforskning.

Nir jag fick inbjudan att halla den hir féreldsningen var det
férsta som slog mig denna dterkommande debatt, och kinslan
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av att arbeta pé béda sidor om en skenbart enorm klyfta. En
upplevelse som jag vet att ménga kreativa utdvare som arbe-
tar inom den akademiska virlden upplever. A ena sidan har
vi behovet av att kunna avsitta tid och rum for var verksam-
het, vilket dr en nddvindighet for varje kreativ utévare. Det
krivs bade tid och malmedvetenhet fér att kunna utveckla
nya begrepp, ge sig tid att teckna, 6va pa ett instrument, gora
en film eller skapa en ljudbild. Jag avser med andra ord den
del av utovarens arbete som fokuserar pa att frimja sin ge-
staltande praktik, sina praktiska fardigheter. P4 klyftans andra
sida - och det 4r ndgot som varje konstnirlig utévare maste
hantera, inte bara inom den akademiska virlden - r de ofta
trottsamma, men ocksd hogst njutningsfyllda och sjalvfor-
hirligande strategierna fér att frimja sig sjilv som konstnir,
uppdatera ett Facebook-evenemang, skapa en ny blogg, ta fo-
ton eller ladda upp ljud p& SoundCloud och sa vidare. Liksom
givetvis att stka bidrag for att kunna bedriva sin verksamhet,
visa sin film, 4 sin pjis uppsatt, fa sin vistelse finansierad, ett
festivaluppdrag sikrat och sa vidare.

Efter det att jag hade fatt inbjudan att hélla den hir fore-
lasningen och bérjat tinka tillbaka pé alla ar av intern debatt
om vad det innebir att vara en forskande konstutévare, har jag
upplevt en stigande kinsla av irritation, néstan hat, gentemot
den akademiska virld som inte alltid formar se vad den kreativa
utbvaren faktiskt behéver gora. Som akademiker uppmanas vi
standigt till att "undervisa”: kom ihag att det &r eleverna som
drar in pengar och i slutindan betalar vira 16ner! Dessutom
ombeds vi att sitta med i ofattbart m&nga kommittéer. Och vi
ir stindigt under press eftersom vara akademiska profilers gil-
tighet hela tiden kontrolleras och utvirderas: varje akademiker

i Storbritannien granskas vart femte &r och far sin forsknings-
giltighet och sin egen fortsatta anstillningspotential bedémd
i ett riksomfattande utvirderingssystem. Ar 2008 kallades det
RAE (Research Assessment Exercise), 2014 REF (Research Excel-
lence Framework).

Dessutom har den kulturpolitiska retoriken invaderats av
begrepp som "kulturindustri”, "kreativ ekonomi”, "kreativitet”
och "kunder” (ja, studenterna &r vara kunder!). I den kreativa
ekonomins frodiga retorik kan vi se hur litt "konst och utbild-
ning inordnas i en ekonomisk utvirderingslogik, vilken fére-
sprakar ekonomisk avkastning och marknadsliknande konkur-
rens for resurser i den offentliga sektorn” — ett argument som
laggs fram av Wilson och van Ruiten i SHARE Handbook (2013).

Dirfor dr det inte svért att forstd att akademiker 14tt kan f8
kinslan av att deras kreativa praktik — den som de s3 émt har
vardat under 13nga perioder av eftertanke, tystnad och intros-
pektion — hamnar i direkt konflikt med en siddan ekonomisk
utvirderingslogik. Ja, med sjidlva den akademiska virlden som
sddan.

Titeln pa den hir féreldsningen, "Att vara utévande konstndr
trots akademin: utmaningar for en kreativ utévare inom universite-
tet”, avspeglar denna situation av att inte ha den tid som vi tyck-
er att vi fértjanar, av att vara tvungen att leverera akademiska
arbeten trots det faktum att vi som konstnirliga utvare kén-
ner att vi borde utdva var konst eller arbeta med att férbéttra
vara uttrycksmedel. Att vara utovande konstndr trots akademin
syftar pd just detta: att vi "utévar” vara konster trots tunga ar-
betsbérdor och akademiska krav, att vi utvecklar och férfinar
var konstnirliga praktik trots det stindiga kravet av att behéva
rattfardiga just denna praktik som forskning.
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PRAKTIK OCH FORSKNING

Men innan jag sitter fokus p& min egen stillning som konst-
nirlig utdvare i en forskningsmiljé vill jag reda ut begreppen
praktik och forskning en aning'. Det finns alltfér manga forvir-
rande beskrivningar, med praktik som forskning i spetsen, men
dven begreppen praktikledd forskning, praktikbaserad forskning
och PARIP (Practice As Research In Performance) forekommer.
Det inkonsekventa terminologibruket, som kan spdras bakat
i tiden, togs upp av Suzanne Little i kapitlet Practice and per-
formance as research in the arts i "Dunedin Soundings” (2011).
Medan myndigheterna i Storbritannien och Australien har ut-
fardat riktlinjer om hur denna forskning i kreativ praktik ska
definieras, och 4n viktigare hur den ska kunna utvirderas och
kvalitetsbedémas, har 6vriga linder inte riktigt accepterat el-
ler anammat idén om praktik som forskning. I Australien och
Storbritannien anvinds féretridelsevis begreppen PaR (Prac-
tice as Research) och PARIP (Practice as Research in Performance),
med den skillnaden att det senare inbegriper fler element av
konstnirligt utférande én det tidigare som tenderar att foku-
sera pd de kreativa processerna. PBR och PLR (Practice-Based
Research respektive Practice-Led Research) dr termer som dven
anvinds inom 6vriga vetenskaper och i USA tenderar termen
PAR (Performance as Research) att vara den vanligast férekom-
mande. Men férutom dessa finns det flera varianter och dver-
lappande termer.

Det hir steget att inkludera praktikbaserat arbete i forsk-
ningsmiljén var viktigt vid den hir tiden - och den hir debat-
ten dr som bekant minst tio &r gammal - eftersom de traditio-
nella metoderna for att studera konst hade kompletterats och
utvidgats genom forskning, men forskningen hade inte letts el-

ler priglats av den konstnirliga praktiken. Under den hir tiden
skedde en markant férskjutning genom att HEI erbjéd utbild-
ningar som placerade praktiken i centrum for sina forsknings-
program, ndgot som vi idag i Storbritannien ar 2014 éverhuvud-
taget inte ifrdgasitter. Men det har inte alltid varit pa det viset,
och det ir viktigt att ha i dtanke. Konstnirlig verksamhet och
kreativ praktik har inte alltid betraktats som en forskningsak-
tivitet. Och dven om utdvande praktik alltid hade setts bidra
till kunskapsbildningen sa var foérestillningen att den kunde
innefatta ndgot mer 4n sjilva produktionen av konstnirliga
verk, att den kunde generera intellektuella frgestillningar och
stimulera till debatt eller att den kunde bidra till nya insikter
och en ny férstaelse, ndgot helt nytt.

En av frigorna i den hir debatten var uppenbarligen defini-
tionen av vad forskning egentligen ir for ndgot, i synnerhet i
avseende pa det faktum att traditionell forskning ofta delades
in i kvalitativa och kvantitativa paradigm.

PRAKTIK OCHl KhOPP

Kvantitativ forskning ligger ofta nira den vetenskapsbaserade
forskningen, och forséker "standardisera de sociala vetenska-
pernas metoder och eliminera besynnerligheter” (Billig i Seale
2004: 14), medan de kvalitativa forskningsmetoderna, vilka ten-
derar att associeras till de kreativa konsterna och humaniora,
i mycket hdg grad anvinder sig av sddana individuella besyn-
nerligheter och gér ansprak pa bade bred och djup kunskap,
samtidigt som de gér "kopplingar mellan tillsynes disparata
fenomen” (Ibid). Jag vill hivda att de kvalitativa forskningsme-
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toderna vann popularitet i synnerhet genom den fenomenolo-
giska reciproka metod fér specifikation och urval som den fran-
ske fenomenologen Merleau-Ponty la fram i sitt arbete "The
Structure of Behaviour” (1963). Hir beskriver Merleau-Ponty
organismen inte som en passiv enhet fér in- och utdata, utan
som sjilva frambringaren av virlden, som ndgon som ir direkt
involverad i skapandet av sin omgivning och som nagon som i
sjdlva verket bidrar till sjilva iscensittandet av den omgivande
miljén.

Det var genom denna svingning i 1goo-talets filosofi som
kroppen, och dirigenom idén om "férkroppsligad kunskap”,
intog en mer central position. Idén om forkroppsligad kun-
skap, som den ungerskfédde vetenskapsmannen och filosofen
Michael Polanyi (1891-1976) tar upp 1i sitt férfattarskap, inne-
bér att vi alltid har kunskaper som vi inte kan uttrycka — ndgot
som han kallar "tyst kunskap”. Polanyi ger som exempel hur
ett verktyg som vi anvinder blir mer 4n bara ett verktyg. Han
menar att nir vi anvinder verktyget upplever vi det inte som
ett sddant, utan vi kdnner genom verktyget. Verktyget blir till en
forlingning av var hand och vi borjar leva genom verktyget, pa
samma sitt som vi kan leva genom vér egen kropp.

Barbara Bolt (2007) argumenterar att sddan forkroppsligad,
tyst eller placerad kunskap som uppstér genom forskningspro-
cesser "har potentialen att kunna generaliseras och darigenom
fa de befintliga paradigmen i en disciplin att borja vackla”. Och
vad som &r dn viktigare, faststiller hon, dr att praktiken kan bli
teoribildande, men enbart om vi kan slippa forestillningen om
praktiken som négot som drivs av teoretiska och konceptuella
begrepp, och istillet ser materialen och processerna som pro-
duktiva i sig sjilva. Idag har "kreativ praktik som forskning”

fatt in en fot i akademin, och mitt férslag r att vi — istéllet
for att anvanda oss av litt sjalvférklenande begrepp som praktik
som..., konstndrligt utférande som..., praktikbaserad, praktikledd,
praktik som konstndrlig forskning — pa ett mer resolut sitt refere-
rar till vdr verksamhet som praktikforskning.

I min foéreldsning kommer jag mer i detalj att ga in pa sddana
begrepp som ”integritet, drlighet och autencitet”, och pa hur vi
kan "verifiera” praktikforskning. I detta kommer jag att utgd
frdn Grayson Perrys BBC Reith Lectures frén 2013.

Den hir foreldsningen har utdkats och reviderats i en artikel
som kommer att publiceras under titeln "Bringing practice clo-
ser to research — seeking integrity, sincerity and authenticity” i
International Journal of Education through Art.?









"PERFORMING IN THE FACE OF THE ACADEMY:

CHALLENGES FOR A CREATIVE PRACTITIONER WITHIN A UNIVERSITY”

By Dr Franziska Schroeder

INTRODUCTION
This piece of writing Is an excerpt from a keynote talk given at

the Symposium on Artistic Research in Boras, Sweden, on 28
November 2014.

In this talk I elaborate on art / performance / creative practice
as research and discuss how creative practice impacts on, or is
considered as part of an academic’s research profile.

There is still a presumption that nobody really knows how
art — or as extension to this creative practice - should be taught,
why it should be taught, or if it should be taught, which then
also implies that there are doubts around how it contributes to
knowledge and how it should or can be assessed / validated. The
last question on ‘validation’, specifically in a research context,
will be taken up later on in this talk.

In 2012 James Elkins edited a 5-volume series, the third being
What Do Artists Know?, and in the introduction he probes this
question about art and what types of knowledge it involves. He
states,

“No one knows what knowledge goes into art, or what knowledg comes out of
it. And this goes doubly for the new PhD degree in studio art, which has raised
some extremely difficult philosophic problems that no one, so far, has made

much headway with” (2012: 2).

I don’t quite agree with this statement which seems to imply
that art is this airy fair, not quite graspable thing, but before

elaborating on creative practice within a research context, I
must set this debate into a wider, international context. This
discussion on creative practice and education, or creative
practice within education, gained wider visibility through the
EU-funded project SHARE (2010-2013: Step-change for higher
art research and education). SHARE created a European-wide
exchange opportunity for different experiences, practices and
ideas covering diverse artistic and cultural research in Europe
(URL 1). It became clear from some SHARE remarks that,

“at the national level there is still nobody that gathers the artistic research
discipline to discuss and write about its conditions and circumstances, or to
conduct high-level debate and development concerning the possible forms of
artistic research, the methodological problems that arise, how it relates to the
professions, what distinguishes it from the rest of the research community and

discussions on-going there” (2013).

In this talk I will offer some insight into the working life of a
practitioner researching at a UK university, in the hope that my
contribution can serve as a starting point for an ensuing de-
bate concerning the possible forms of artistic research, or more
specifically the implications and meanings of practice-based
research, practice-as-research or as I will continue to emphasise
in this talk Practice Research.

When I received the invite to speak, what surged rapidly
was this recurring debate, a mixed feeling of working on two
sides of a seemingly large divide; something that I know many
creative practitioners working in the academy experience.
And that is, on one side, the need for time and space for one’s
practice, something every creative practitioner requires. It is
time and a headspace for developing new concepts, for making
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time to draw, for practising an instrument, for making a film
or recording a soundscape. In short, the part of a practitioner’s
work that focuses on advancing one’s embodied practice/one’s
practical skills. The other part of the divide — something every
practitioner, not only in the academy, has to deal with - are
the often tedious, but also highly self-indulgent and self-con-
gratulatory ways of promoting yourself as the artist, updating
a Facebook event, setting up a new blog, taking photos or up-
loading sample sounds onto SoundCloud etc. as well as of course,
applying for funding in order to promote one’s practice, to get a
film screened, a play performed, a residency funded, a collective
recorded, a festival commission, etc.

After the invitation for the talk, and reflecting back on years
of internal debate on what it means to be a researching practi-
tioner, there also surged a feeling of annoyance, almost of hatred
maybe at the academy that doesn’t always recognise what a
creative practitioner actually needs to do. As academics we
are asked to ‘teach’ - remember that students bring in money
and ultimately pay our salaries! — but also, we are asked to sit
on a mind-blowing variety of committees and we are always
under pressure by being constantly measured for the validity of
our academic profile: in the UK every 5 years each academic is
scrutinised for her research validity and her continuing
employability potential by a UK-wide research assessment
exercise (titled RAE in 2008, REF in 2014).

Also, cultural policy rhetoric has been almost invaded
with terms such as ‘cultural industries’, ‘creative economy’,
‘creativity’, or ‘clients’ (yes, students are our clients!) and a flouris-
hingrhetoricof the creative economy can easily be seen tobe sub-
suming “art and education under an economic evaluative logic,

advocating return-on-investment and market-like competition
for resources in the public sector”, an argument made by Wilson
and van Ruiten in the SHARE Handbook (2013).

It is thus not difficult to see how academics could easily feel
that their creative practice - so tenderly nurtured with extended
periods of time for contemplation, silence and introspection -
might be considered as being interfered with by such economic
evaluative logic, or indeed by the academy itself.

The title for this talk — “Performing in the face of the academy:
challenges for a creative practitioner within a university” — recalls
this situation of not having the time that we think we deserve,
of having to deliver academic work despite the fact that as
practitioners we feel we should be performing or improving
our embodied practices. ‘To fly in the face of something’
implies to challenge something, and Performing in the face of
the academy connotes that we ‘perform’ despite heavy work-
loads and academic pressures, that we develop and craft our
practice despite the constant need to justify that same practice
as research.

PRACTICE RESEARCH

But before focusing on my personal position as a practitio-
ner in a research environment, I want to tease out a little the
idea of practice and research'. There are too many confusing
descriptors, with Practice as research (PaR) leading the way, or
what has also been referred to as practice-led or practice-based
research (PBR) or Practice as Research in Performance (PARIP) 2.
The inconsistencies in the usage of the term can be traced
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back and were pointed to by Suzanne Little in her chapter
entitled Practice and performance as research in the arts in
“Dunedin Soundings” (2011). Whereas in the UK and Australia
government bodies have issued guidelines on what constitutes
this kind of research in creative practice, and more importantly
how it could be assessed and ranked, other countries haven't
quite accepted or warmed to the idea of practice as research.
In Australia and in the UK the terms PaR (Practice as Research)
and PARIP (Practice as Research in Performance) tend to be used,
the latter often involving more performance elements than
the former, which tends to focus on the creative processes. PBR
and PLR (Practice-based and practice-led research) are terms also
used in the sciences, and in the US the term PAR (Performance
as Research) tends to be more common, and there are many
variations on and overlaps of the term.

This move to include practice-based work into a research en-
vironment was important at the time — and we may recall that
the debate is at least 10 years old -, as traditional approaches
to the study of art had been complemented and extended by
research, but research had not been led or informed by practice.
During that time there was a major shift in HEI offering degrees
that placed practice at the heart of their research programmes,
something that today in 2014 in the UK, we don’t question any-
more, but it wasn’t always that way and it is important to bear
that in mind. The arts / creative practice were not always con-
sidered to be a research activity, and while performance practice
had always contributed to knowledge, the idea that it could be
more than the production of a work, that it could generate an
intellectual enquiry and stimulate debates, and that it could
contribute to new insights and a new understanding, was novel.

One of the issues surrounding this debate was evidently the
definition of what research actually is, specifically with a view
to the fact that traditional research tended to be divided into
qualitative and quantitative paradigms.

PRNCIICE TOWARDS

Quantitative research is often aligned with science-based
research, attempting “to standardise the practice of the social
sciences and to eliminate quirkiness” (Billig In Seale 2004: 14),
whereas qualitative research practices, that tend to be aligned
with the creative arts and humanities, very much make use
of such individual quirkiness and assume a breadth and depth
of knowledge as well as the making of “connections between
seemingly disparate phenomena” (Ibid). I argue that qualitative
research approaches gained popularity particularly since the
phenomenological approach of reciprocal specification and
selection of French phenomenologist Merleau-Ponty, outlined
in his work “The Structure of Behaviour” (1963). Here, Merleau-
Ponty describes the organism not as a passive input-output
device, but as the initiator of the world, of being involved in the
making of his surroundings, as one that in fact contributes to
the enactment of his surrounding environment.

It was this turn in 20th century philosophy that nudged the
body and thereby the idea around ‘embodied knowledge’, into
a more central position. The idea of embodied knowing, noted
in the writings of Hungarian born scientist and philosopher
Michael Polanyi (1891-1976), states that we always have some
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knowledge that we cannot articulate, something he called ‘tacit
knowledge’. Polanyi gives the example of a tool that when in use
becomes more than just a tool, stating that when we use the tool,
we soon don'’t feel it as such, but we feel through the tool. The
tool becomes an extension of our hand and we start to inhabit
the tool in the same way that we may inhabit our own body.

Barbara Bolt (2007) argued that such embodied, tacit or situa-
ted knowledge which emerges through research processes “has
the potential to be generalised so that it sets wobbling the exis-
ting paradigms operating in a discipline”, and more importantly
she states that practice can become theory-generating, but only
if we can conceive of practice not as much driven by theoretical
and conceptual concerns, but as the materials and processes
which are productive in their own right. Today ‘creative prac-
tice as research’ already has a very firm foot in the door of the
academy, and I want to suggest that — rather than thinking of
a rather apologetic Practice as.., Performance as .., Practice-based,
Practice-led, Practice as Research in Performance — there is a need
to refer more resolutely to Practice Research.

My talk will continue to elaborate notions of 'integrity, sin-
cerity and authenticity, and on how we might ‘validate’ practice
research, and I will do this by drawing on the 2013 BBC Reith
lecturer Grayson Perry.

This keynote talk has been expanded and re-written into a
journal article, which will be published under the title: “Bring-
ing practice closer to research - seeking integrity, sincerity and
authenticity”. In: International Journal of Education through
Art3 sk









KONSTNARLIG FORSKNING SOM INSTITUTIONELL PRAKTIK

Av Esa Kirkkopelto

Diskussionen i den hir artikeln bygger p4 ett tidigare fért reso-
nemang kring definitionen av konstnirlig forskning, vilket jag
la fram férsta gdngen for snart sju ar sedan och som jag alltse-
dan dess har fatt férsvara vid ett flertal tillfillen.! Enligt denna
definition genomférs konstnirlig forskning vid en humanistisk
institution, till exempel vid ett universitet. Trots vad denna
definition kan ge sken av vid en forsta anblick s 4r den inte
enbart pragmatisk eller opportunistisk (4ven om det fanns en
tydlig pragmatisk orsak da jag presenterade den). Inte heller dr
den (enbart) "institutionell”, vilket med andra ord innebir att
den inte enbart rittar sig efter den "institutionella teorin” om
konst. I sjélva verket har den ett mer substantiellt innehall vil-
ket jag ska férsoka forklara hir. Enligt mitt resonemang har det
dilemma som tidigare var foérknippat med den "institutionella
kritik” som praktiserades av konstnirerna® nu eliminerats fran
den akademiska virlden. Vilka nya vigar och metoder moijlig-
g6r den nya institutionella miljén for den hir typen av kritik?
Som utgangspunkt anvinder jag mig av en allmin iakttagelse
av det sitt pa vilket konstnirer idag har fér vana att bedriva
sin forskning pé i akademiska sammanhang. Oftast sker denna
forskning inom ramen fér en doktorandutbildning, men sa be-
hover inte nédvindigtvis vara fallet. Oavsett vilket det specifika
institutionella sammanhanget &r s& vicker redan blotta kom-
binationen konstnirlig praktik—forskning—institution férvint-
ningar, vilka jag vill formulera pd féljande sitt: dessa projekt
tenderar att medféra en viss férindring, en transformation, i
de rddande och normala sakernas tillstdnd, i var verklighet och
i var relation till den. Denna forindring giller férst och frimst

sjdlva skapandets och handlingens medium: en konstndr forind-
rar sitt konstndrliga medium till ett medium for forskning. Resul-
tatet av denna forskning, oavsett vilken dess slutliga form blir,
utgors av ett forskningsmedium vilket kan diskuteras offentligt
och dirmed rimligen bedémas. Dessutom alstrar projektet en
ny sorts konstnirlig agent, en konstndrsforskare, som samtidigt
ir den frimsta experten pa det medium som han eller hon sjilv
har skapat.

MEDIALITET

Som vi ser forblir termen "medium” densamma nir vi ror oss
frén en domin till en annan, fran konsten till forskningen. Nar
ett konstnirligt medium omvandlas till ett forskningsmedium,
indras inte bara dess funktion, utan dess mediala natur trider
dven fram p3 ett nytt och problematiskt sitt. Rent konceptuellt
borjar denna problematisering i och med att vi distanserar oss
fran det gingse bruket av termen "medium”, i betydelsen kom-
munikationsinstrument, och tergér till dess ursprungliga filo-
sofiska innebord som bade intervall och overforing (Aristoteles:
to metaxou; Thomas av Aquino: medium).® Ett medium ir inte
bara en vig, en "metod”, en 6vergdng frén en plats till en
annan, utan dven den materiella och tekniska grund pé vilken
den vigen l6per, en plats for placerande och en hindelse. Ett
medium méjliggor inte bara en férindring, utan det fér dess-
utom foérindringen att ske pa ett visst sitt, i enlighet med de
villkor som det férmedlande materialet eller tekniken anger.
Mediet inskriver sig sjilvt i férindringen genom det unika sitt
pa vilket férindringen dger rum.
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Ett konstndrligt medium mdijliggér i synnerhet en viss forand-
ring, en 6vergdng frén ett tillstdnd till ett annat, och visar den,
utfér den. Detta utférande kan 3 sin sida antingen ske genom
att dolja mediets férmedlande funktion, till exempel dess mate-
rialitet eller teknik, eller genom att medverka till att blottligga
den. D4 ett konstnirligt medium férindras till ett forsknings-
medium, s3 som jag hidvdar, sker den férmedlande éverforingen
mellan de kinda och etablerade perceptions- och diskursniva-
erna och de okinda, vilka genom denna process blir férnim-
bara och uttryckbara. P4 grund av férdndringens mediala natur
forblir den villkorlig. I den mén som mediet kan genomféra en
rorelse mot det okinda och visa sin funktion, kan det aldrig
helt fullborda den 6vergdng som det kommunicerar. Det férblir
hingande mellan tva punkter, och kan bara antyda 6vergdngen
genom att upprepa den ging pa gdng, men alltid pa nytt.

Forskningsmedier av denna typ #r alltid "tekno-logiska” i
vid bemirkelse. De producerar kunskap om produktions- eller
handlingstekniker, oavsett om de utgors av ndgot nytt tekniskt
hjilpmedel, ett instrument eller enbart ett konceptuellt omar-
rangemang av vara sitt att uppfatta, producera och agera. I det
senare fallet kan denna nya teknik nd upp tll nivén fér vér psy-
kosociala konstitution, vara "kropps-medvetanden”; varvid den
kan organisera om vart sitt att rora oss, kdnna, anvinda véra
roster, uppfatta och méta andra manniskor, vare sig de ér lika
eller olika oss, och kommunicera med dem.

Sa langt, vill jag hivda, r fordndring ett avgérande villkor
for alla konstnirliga forskningsprojekt. Ett projekt dstadkom-
mer och visar en viss férindring i relation till en praktik och
dess utdvare, och skapar pa si vis forutsittningar for ytterli-
gare forindringar i de praktiker, grupper och sammanhang som
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forskningen berdr. Vilka mojligheter har projektet, och vi, att
hantera sjilva denna férindrings natur, och att kritisera den?
Vad ir det egentligen som férindras, och hur? Och hur kan
konstnirlig forskning, s som vetenskaplig forskning gér, ritt-
fiardiga sig sjilv som en sjdlvkritisk praktik?

Den konstnirliga forskningens resultat behover inte néd-
vindigtvis kunna verifieras empiriskt genom att jamféras med
fakta. I likhet med konstnirlig produktion i allménhet produ-
cerar den konstnirliga forskningen nagot nytt, okint och tidi-
gare aldrig skddat: den foreslar nya sitt att férnimma, tala och
agera pd, att existera pd. Men till skillnad fran ett konstverk
maste det konstnirliga forskningsprojektet forklara sin exis-
tens, det vill siga etablera sig sjdlvt diskursivt i férhallande till
andra, redan befintliga, praktiker och de diskurser som stéder
dem. Dirfér maste den kritiska uppmirksamheten riktas mot
det sitt pa vilket projektet férindrar sakernas tillstdnd i rela-
tion till ett givet institutionellt sammanhang, det vill siga mot
det som gor det till en "nyhet”.

INNOVATION, UPPFINNING
Om det ska vara méjligt att genomfora kritik behover vi i all-
minhet minst tre faktorer: tva klasser som jamfoérs med varandra,
och en gemensam namnare i férhéallande till vilken jamforelsen
kan goras. I den givna kontexten dr mitt férslag till dessa tre
faktorer "innovation”, "uppfinning” och "institution”.
Innovation, som #r en av nyckeltermerna i den kreativa eko-
nomin, ir ett begrepp som i sin moderna ekonomiska betydelse
introducerades av Gabriel Tarde och vidareutvecklades av Joseph
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Schumpeter. Med innovation avser jag hir nya produktionssitt,
utveckling och introduktion av nya typer av produkter och till-
ldmpningar, dir nyhetsgraden beror pa férvintningarna hos en
viss anvindar- eller konsumentgrupp (innovare, "att géranytt”).*
En innovation ir en ny sorts objekt, ett instrument. Om, 13t oss
sidga, en innovation kan betraktas som ett méjligt resultat av ett
konstnirligt forskningsprojekt (som ér den allmint vedertagna
asikten) kan alternativet inte lingre vara ett "rent” konstverk.
Istillet har hela diskussionsmiljén fordndrats. Nir portarna
for instrumentaliseringen av konsterna 6ppnas genom innova-
tion, kan ingen konstinstitution lingre basera sina virden pa
motsatsférhallandet mellan "ren” och "tillimpad” konst efter-
som renhetens domin, enligt den givna logiken, befinner sig
i ett stindigt krympande, medan tillimpningens domin inte
upphér att vixa. Mot den kreativa ekonomins intresse maste
vi dirfor stilla en annan typ av intresse, som ir lika starkt som
det férsta, utan att motsiga det. Om vi vill sitta ett namn pa
de konstnirliga forskningsprojektens slutprodukt eller resul-
tat, det objekt som ska utvirderas, maste vi dirfér anvinda en
annan term. Jag foresldr en term som ndstan ir synonym med
innovation, men som #r betydligt mer ambivalent, ndmligen
"uppfinning” (invenire: in+venire, "’komma att”, "uppticka”).’
Uppfinningar behover 3 ena sidan inte nédvindigtvis upp-
fattas som ndgot "nytt”, men diremot kan de & andra sidan
ses som nagot konstigt och 6verraskande. Det nya hos dem
kan vicka motstand, eller s3 uppmirksammas det knappt alls.
Deras anvindbarhet, for att inte tala om deras lénsamhet, ir
mindre viktig in den dolda, osynliga eller tysta dverraskning,
den hindelse, till vilken de ger upphov i vart sitt att férnimma,
agera, tinka och diskutera. Uppfinningar kan ha sin grund i

plotslig inspiration. De kan skjuta dver malet eller bara vara
hipnadsvickande. Slutligen kan uppfinningar aterféra konst-
skapandet till ett mer faustiskt eller hybristiskt landskap med
motsvarande etiska frigestillningar. Det visentliga ir att efter
deras ankomst inom ett givet filt blir ingenting nigonsin som
forut. En del av var vanliga virld, ndmligen den som har berérts
av denna specifika konstnirliga forskningspraktik, breddas el-
ler rekonstrueras.

Sanna konstnirliga uppfinningar, historiska férandringar vad
giller konstnirlig perception, representation eller handling, 4r
av denna typ. A andra sidan 4r verkliga uppfinningar mycket
sillsynta eftersom de #r svara att stadkomma. Hur bedémer vi
ett konstnirligt forskningsprojekts uppfinningspotential? Och
vad &dr det som skiljer det senare frén ett "vanligt” misterverk,
ett konstverk? Ar det méijligt att ange en uppfinningshorisont?
Jag skulle foresld att det bésta sittet att betrakta en uppfinning
pa ir att placera den intill och konfrontera den med innovation.
Jamforelsen gors i relation till institutioner.

INSTITUTIONER

I s matto att alla institutioner etableras och uppratthalls av
miénniskor, har de alla ndgon gang varit genuina méanskliga
uppfinningar. Det finns inga naturliga institutioner. "Naturen”
ir snarast benimningen pa det tillstdnd som rader utanfér in-
stitutionerna. Aven om det 3r enkelt att konstatera detta fak-
tum, s8 dr det alltid svart att pdvisa och indikera dess giltighet
i det specifika fallet for varje enskild och befintlig historisk
institution, eftersom det verkar som om institutioner alltid
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tenderar att legitimera sig sjilva, och omvandla sig till "fakta”.
Institutioner fds till att dverleva och géra motstand: de impli-
cerar en oro for sin fortlevnad. Mojligheten till institutionell
kritik dr implicit for institutionerna sjilva. P& motsvarande
sitt innebdr varje diskussion om konst eller vetenskap som
ett medel for att utveckla och reformera samhillet att upp-
finningen kan &verga i institution i begreppets aktiva och af-
firmativa betydelse, som institutionaliserande.® Grundandet av
en ny institution implicerar att uppfinnande och uppfinningar
alltid dr potentiella institutioner. S snart som en uppfinning
visar sig, det vill siga nir den kdnns igen som en uppfinning,
forlorar den paradoxalt nog sin originalitet, sin droit d’auteur,
och férvandlas till en forbrukningsartikel, tillgénglig for alla.’
Eftersom uppfinningarna tenderar att bli institutionella, da
de har en institutionell potentialitet, bér de betraktas som mer
fundamentala in innovationer. Innovationerna behéver inte
ha denna institutionellt kreativa kraft. Det sitt pd vilket de
tridder fram ligger inbidddat i det givna institutionella land-
skapet och dess forviantningar, vilket sjilvklart inte utesluter
mojligheten till Gverraskningar. Innovationerna ersitts av an-
dra innovationer: de ir en del av de vedertagna produktions-
sitten som i grunden representerar en annan typ av historiska
institutioner. Innovationerna #r alltid institutionella, medan
uppfinningarna aldrig &r det.

Om vi nu betraktar ett konstnirligt forskningsprojekt i
denna kritiska inramning fér vi ett klart och tillimpbart kri-
terium pa dess originalitet. Det konstnirliga forskningsme-
diet férhandlar med vara givna perceptiva och beteendemis-
siga egenskaper i den mén som de ir givna, styrs av och bestar
av lika ménga perceptions- och beteendemaissiga institutioner.
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Mediet 6ppnar ett utrymme for (dter-)institutionaliserande och
gor det mojligt att genomféra férindringarna inom dess ra-
mar. Forskningen ger upphov till uppfinningar, vilka i den
man de ir av allmint intresse dven ir (3tminstone potentiellt)
nya institutioner, och dirigenom genomfér de viktiga dnd-
ringar i det institutionella status quo. En uppfinnings nyska-
pande férmaga 4r darfor lankad till institutionerna, som deras
framtid.

Som en f6ljd av detta skulle utvirderingskriterierna besta
av att man studerar i vilken utstrickning en konstndrlig forskare
kan presentera sin uppfinning som en potentiell ny institution. Om
forskaren lyckas med detta far hans eller hennes forskning be-
tydelse for alla och vi har anledning att hivda att den produ-
cerar kunskap. Och dven om en forskare inte skulle presentera
sin forskning i dessa termer, skulle det fortfarande vara méjligt
att betrakta och kritisera dess resultat ur detta perspektiv: i
vilken utstrickning kan resultatet beakta och 3terta sina egna
institutionaliserande aspekter och ta ansvar for dem? Om det
inte kan gora det, kan detta betyda att det enbart bestar av in-
stitutionell eller akademisk konst, vilket inte nédvéindigtvis ar
Snskvirt.

AN

Bada begreppen, innovation och uppfinning, kan fortfarande
anvindas synonymt, eller ersittas av termer som ir mer lim-
pade for respektive syfte. Mitt méal har inte s& mycket varit att
kriva en terminologisk férindring som att artikulera en kri-
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tisk skillnad, enligt vilken konstnirlig forskning skulle kunna
betraktas som en sjilvkritisk praktik. Vad vi dn gér med insti-
tutionerna inom institutionerna, ir det tydligt att vi kvarstar
i en dubbelbindning med dem och stir infér samma typer av
problem som den institutionella kritiken av tradition alltid
har gjort. Lat mig ta ett exempel: vad &n vi gér under rubriken
konstnirlig forskning, oavsett om vi skapar eller kritiserar den,
sa hinger var verksamhet mellan tva extremer, innovation och
uppfinning, och kontamineras av dem. I fallet med konstnir-
liga forskare behéver dock denna dubbelbindning inte paraly-
sera oss. Orsaken till detta 4r den konstnirliga forskningsprak-
tikens egen inneboende nyskapande natur.

Utifran detta kan jag nu aterga till mitt tidigare resonemang
om konstnirlig forskning som institutionell forskning: den
konstndrliga forskningen genomfors inte bara i institutioner, utan
bor dven genomfiras pd dem och gora institutionerna till sitt ob-
jekt. Med detta menar jag inte bara den specifika institution
dir forskningen rikar dga rum, utan dven institutioner i vidare
mening - frdn de estetiska institutionerna for perception och
paverkan till den aktuella politikens institutioner — genom att
visa hur de senare ir forknippade med de forra, eller till och
med baserade pé dem. Foljaktligen méste en uppfinnings ny-
skapande egenskaper beddmas i relation till de institutioner
som omger och uppritthéller den. Vi maéste friga oss i vilken
utstrickning en uppfinning har potentialen att fériandra dessa
institutioner och, slutligen, varfér de borde férindras.

Den modell som presenteras hir behéver inte nédviandigtvis
inskrinka den konstnirliga forskningen till enbart den akade-
miska virlden. Det verkar dock som om den konstnirliga forsk-
ning som bedrivs av konstnirer utanfor offentligt eller privat

subventionerade institutioner ir vird namnet enbart om den
far institutionella konsekvenser och om den kan artikulera sig
sjélv i relation till institutionerna, om s enbart f6r att géra mot-
stand mot dem. Eftersom konstnirlig forskning av detta slag
alltid sker inom det konstnirliga filtet, bér konsthégskolorna
inte stinga sina portar fér de initiativ och influenser som hir-
stammar direkt frdn det konstnirliga filtet, utan istéllet visa
ett konstant intresse for dessa initiativ och fungera som ett fo-
rum dit olika typer av konstnirer och utévare kan ta med sig
sina idéer for ett kritiskt utbyte. Dessutom boér den postdok-
torala konstnirliga forskningens status och metoder ses ur ett
bredare perspektiv dn enbart det akademiska.

En annan férdel med denna typ av resonemang ir att det
befriar utvirderingen av den konstnirliga forskningen fran
dverflédiga epistemologiska harklyverier om den konstnirliga
kunskapens natur. Den konstnirliga forskningens resultat kan
ta formen av fiktion eller tankeexperiment, men endast om
dess institutionella konsekvenser — dess transformativa poten-
tial i férhéllande till befintliga institutioner — pa ett eller annat
sitt dr viktiga och fruktbara. Den konstnirliga forskningens
resultat kan vara ett relativt oberoende konstverk, férutsatt
att det samtidigt foreslar en ny positionering av konstverken
i forhallande till det givna sociala féltet och till var forstielse
av dem béada. Dessa konsekvenser kan vara etiska, politiska el-
ler pedagogiska. Slutligen kan den konstnirliga forskningen
atervinna sin status som akademisk forskning som #r likvirdig
vetenskaplig forskning, och konsthégskolorna kan inta sin plats
bredvid vetenskapsuniversiteten enligt samma logik: om vi
forestiller oss att den konstnirliga forskningen kring institu-
tioner inte begrinsar sig till enbart konstnirliga institutioner,
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utan att den kan studera alla typer av institutioner, inklusive
de vetenskapliga. P4 samma sitt som konst kan studeras pa
ett vetenskapligt sitt kan den vetenskapliga praktiken un-
derkastas konstnirlig analys med avseende pa denna praktiks
mediala aspekter.

SAMMANIFATTNING

Medan den nyliberala marknadsekonomin férstér institutio-
nerna, eller snarare uppritthaller dem bara fér att kunna ex-
ploatera dem, bér de personer som ansvarar for utvecklingen
av den hogre utbildningen inom konsten férsvara institutio-
nerna genom att dekonstruera dem, s som exempelvis har be-
skrivits ovan. For att gora sin kamp mer aktiv och en gang fér
alla sitta punkt fér det stindiga retirerandet, for konflikterna
kring minskade resurser, skulle de kunna anamma en bredare,
mer affirmativ och aktiv uppfattning om vad begreppen insti-
tution och institutionalisering kan innebdra. Institutionerna
definierar de grundliggande formerna fér vér erfarenhet och
vara handlingar. Institutionalisering implicerar alltid dter-insti-
tutionalisering, en férdndring av dessa grundlidggande former. I
synnerhet nir det giller konstnirlig forskningspraktik bor vi
ta hiansyn till dess kombinerat nyskapande och institutionella
natur, och betrakta dess resultat som ett uppfinnande medium
med betydande institutionella konsekvenser. s










ARTISTIC RESEARCH AS INSTITUTIONAL PRACTICE

By Esa Kirkkopelto

The discussion in this short article builds on an earlier argu-
ment on the definition of artistic research that I first suggested
almost seven years ago and that I have defended ever since on
several occasions.' According to this definition, artistic research
is research conducted at an art institution, for instance in an art
university. Despite its appearance, this definition is not merely
pragmatic or opportunistic (even if at the moment I presented
it there were clear pragmatic reasons for it); neither is it (only)
“institutional”, that is to say: it does not solely conform to the
“institutional theory” of art. Rather, it has more substantial
content that I try to explain here. As I will argue, the dilem-
mas that were formerly related to the “institutional critique”
practised by artists? have now been removed within academia.
What kind of avenues or means does the new institutional set-
ting open for this type of critique?

As my starting point, I take a general observation concer-
ning the way artists nowadays are used to conducting their
research in academic contexts. Most often this research takes
place within the framework of doctoral training, but this is not
necessarily the rule. Irrespective of the particular institutional
framework, the mere combination artistic practice-research-
institution raises expectations which I would formulate in
the following way: These projects tend to conduct a certain
change, a transformation, in the prevailing and common state
of things, in reality, and in our relation to it. This change
concerns first and foremost the medium of making and
action itself: an artist changes her artistic medium into a medium
of research. The outcome of the research, no matter what its

final mode of composition, consists of a medium of research,
which can be publicly discussed and reasonably assessed. In
addition, the project gives birth to a new kind of artistic agent,
an artist-researcher, the primary expert on the medium that she
herself has created.

As one might notice, the term “medium” remains the same as we
move from one domain to another, from art to research. When an
artistic medium changes into a medium of research, it not only
changes its function, but it also brings forth its medial nature in
anew and problematic way. Conceptually, this problematisation
begins by distancing ourselves from the common use of the
term “medium”, as a mere instrument of communication, and
by returning to its original philosophical sense, simultaneously
as interval and as transmission (Aristotle: to metaxou; Thomas
Aquinas: medium).® A medium is not only a path, a “method”,
a transition from one place to another, but also the material and
technical ground on which that path is traced, a place for placing
and a happening. A medium not only enables a change, but
makes it happen in a certain way, according to the conditions set
by the mediating material or technique. The medium inscribes
itself into the change by the singular way the change takes place.

An artistic medium in particular enables a certain change, a
transition from one state of things to another, and displays it,
performs it. This performance in turn can take place by either
tending to hide the mediating function of the medium, for
instance its materiality or technique, or by tending to lay it
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bare. As an artistic medium changes into a medium of research,
as I suggested, then the mediating transmission takes place
between the known and established levels of perception and
discourse and the unknown ones, which through this process
are becoming perceptible and articulable. Due to the medial
nature of the change, it remains conditional. Insofar as the
medium can carry out a movement towards the points un-
known and display its operation, it cannot ever fully accomplish
the transition it communicates; it remains suspended between
two stages; it can only suggest the transition by repeating it
endlessly but always anew.

This kind of research medium is always “techno-logical” in a
broad sense. It produces knowledge concerning the techniques
of producing or acting, whether or not it consists of some
new technical device, an instrument, or of a mere conceptual
rearrangement concerning the ways we perceive, produce or
act. In the latter case, this new technology may reach the level
of our psychophysical constitution, our “body-minds”; it may
reorganise our modes of moving, feeling, emitting voices, per-
ceiving and encountering other beings like or unlike us, and
communicating with them.

So far, as I have maintained, change is the major criterion of
any artistic research project. A project accomplishes and dis-
plays a certain change in relation to a practice and its practi-
tioner and, in this way, sets a scene for further changes in the
practices, communities and contexts with which the research
deals. What ways does it have, do we have, for considering
the nature of that change itself, and for criticising it? What
actually changes and how? And how can artistic research, like
scientific research, legitimate itself as self-critical practice?

ARTISTIC RESEARCH AS INSTITUTIONAL PRACTICE

The results of artistic research cannot necessarily be verified
empirically by comparing them to facts. Like art-making in
general, artistic research produces something new, unseen,
unheard of; it suggests new ways of perceiving, talking and
acting, or existing. Unlike an artwork, the result of an artistic
research project has to explain its existence, i.e. establish itself
discursively, in relation to other, already existing practices and
the discourses supporting them. Therefore, the critical atten-
tion should be focused on the manner in which it changes the
state of affairs in relation to a given institutional setting, i.e. on
the quality of its “novelty”.

INNOVATION, INVENTION
Generally, if we ask for the possibility of critique, we need at least
three factors: two classes that are compared to each other, and
a common denominator in relation to which the comparison
takes place. In the given context, my suggestions for these three
factors are “innovation”, “invention” and “institution”.
Innovation, one of the key-terms of the creative economy,
is the concept introduced in the modern economic sense by
Gabriel Tarde and further developed by Joseph Schumpeter.
By innovation I understand here new kinds of production,
development and the introduction of new kinds of products
and applications, where the degree of novelty is dependent on
the expectations of a certain group of users or consumers (inno-
vare, “to make new”).* An innovation is a new kind of device, an
instrument. Now, if an innovation is considered as one possible
outcome of an artistic research project (asitis widely considered)
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its alternative can no longer be a “pure” work of art. Instead, the
whole argumentative milieu has changed. As the gates for the
instrumentalisation of the arts are opened through innovation,
no institution of art can any longer base its values on the
opposition between “pure” and “applied” arts since, in the given
logic, the domain of purity is constantly shrinking, whereas
the domain of application does not cease to get larger. Against
the interest of the creative economy, therefore, another kind of
interest has to be found which would be as powerful as the first
one, without contradicting it. Therefore, if we want to name the
end product, the outcome, the object of evaluation of artistic
research projects, we should use another term. I suggest here
a term which is almost synonymous with innovation, but
crucially more ambivalent, namely “invention” (invenire: in+
venire, “come into”, “discover”).’

Inventions are not necessarily recognised at first as something
“new” but they can also seem strange and surprising. Their
novelty can evoke opposition or it can be barely recognised at all.
Their usefulness, not to mention profitability, is secondary to the
hidden, invisible or silent surprise, the event, to which they give
rise in our ways of perceiving, acting, thinking and discussing.
Inventions can be due to a sudden flash of inspiration. They may
be overreaching or just amazing. Finally, inventions can return
art-making to a more Faustian or hubristic landscape with corre-
sponding ethical concerns. What counts is that after their arrival
within the given field, nothing is the same as before. A part of
our common world, namely the one touched upon by that parti-
cular artistic research practice, is widened or deconstructed.

True artistic inventions, historical changes in the ways of ar-
tistic perception, representation or action, are of this kind. On

the other hand, the real inventions are rare and they are hard to
make. How do we assess the inventive potential of an artistic
research project? And what distinguishes the latter from an “or-
dinary” masterpiece, a work of art? s it possible to set a horizon
for invention? As I would suggest, the best way to consider an
invention is precisely to juxtapose and confront it with inno-
vation. The comparison takes place in relation to institutions.

INSTITUTIONS

Insofar as every institution is established and sustained by
human beings, each one of them has once been a genuine human
invention. There are no natural institutions. “Nature” is rather
a name for the state outside institutions. Even though this is a
simple fact to note, it is always difficult to prove and indicate
its validity in the specific cases of singular and existing histo-
rical institution, since it seems that institutions always tend to
legitimate themselves, and turn into “facts”. Institutions are
born to subsist and resist: they imply a worry about their main-
tenance. The possibility of institutional critique is implicit to
the institutions themselves. Correlatively, any discourse about
art or science as a means for developing and reforming society
implies that invention can turn into institution in the active
and affirmative sense of the term, as instituting.® The founding
of a new institution implies inventing and inventions are
always potential institutions. An invention as soon as it appears,
i.e. as it is recognised as an invention, paradoxically loses its ori-
ginality, its droit d’auteur, and opens up as a disposable means to
everybody.” Since the inventions tend to become institutional,
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since they have an institutional potentiality, they should be con-
sidered as more fundamental than innovations. The innova-
tions do not need to have this kind of institutionally creative
power. Their way of coming forth is embedded in the given
institutional landscape and its expectations, which of course
does not exclude surprise either. The innovations are replaced
by other innovations: they are part of the acknowledged
modes of production, whereas those modes are basically diffe-
rent kinds of historical institutions. The innovations are always
institutional, the inventions never.

If an artistic research project is now considered in this kind
of critical setting, we have a clear and applicable criterion for
its novelty. The artistic research medium negotiates with our
given modes of perception and behaviour that, insofar as they
are given, are governed by and consist of as many perceptual
and behavioural institutions. The medium opens a space of (re-)
institution and makes it possible to carry out changes within its
limits. Research makes up inventions which, insofar as they
are of public interest, are also (at least potentially) new insti-
tutions, and thus carry out critical changes in the institutional
status quo. The inventiveness of an invention is therefore linked
to the institutions, as their future.

As a consequence, the criteria for evaluation would consist
of considering to what extent an artist-researcher is able to pre-
sent her invention as a potential new institution. If they manage
to do that, their research has significance for everyone and we
have reasons to claim that it produces knowledge. And even if
a researcher would not present her research in these terms, it
should still be possible for their results to be considered and
criticised from this perspective: to what extent can the out-
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come take into account and reclaim its own instituting aspects
and responsibility for them? If it cannot do that, this may mean
that it consists of mere institutional or academic art, which is
not necessarily desirable.

INSTITUTIONAL RESEARCH

Both terms, innovation and invention, can still be used syno-
nymously, or they can be replaced by terms that are more fitting
for each purpose. My aim has not been so much to require a
terminological change as to articulate a critical difference,
according to which artistic research could be considered as a
self-critical practice. Whatever we do with institutions within
institutions, it is clear that we remain in a double-bind with
them and face the same types of problems that the institutional
critique has traditionally done. For instance: whatever we do
under the heading of artistic research, no matter if we make it
or criticise it, our activity is suspended between two extremes,
innovation and invention, and contaminated by them. In the
case of artist-researchers, however, this double-bind does not
need to paralyse us. The reason for this is the institutionally
inventive nature of artistic research practice itself.

On this basis I can now return to my earlier argument con-
cerning artistic research as institutional research: artistic
research not only takes place in institutions, but it should also con-
duct research on them, take institutions as its object. By this, I
mean not only the particular institution where the research
happens to take place but also institutions in a broader sense:
from the aesthetic institutions of perception and affect to current
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political institutions, through showing how the latter are
connected to the former or even based on them. Hence, the
inventiveness of an invention is to be assessed in relation to
institutions that surround and sustain it: we should ask to what
extent an invention has the potential to change these institu-
tions and, finally, why they should be changed.

The model presented here does not necessarily confine
artistic research to academia alone. However, it seems to me
that artistic research performed by an artist outside publicly
or privately subsidised institutions is worthy of the name only
if it has institutional consequences and if it can articulate
itself in relation to institutions, if only in order to resist them.
Since artistic research of this kind is happening in the arts
field all the time, art universities should not close their gates
to initiatives and influences stemming directly from the arts
field, but they should show a constant interest towards these
initiatives and serve as a forum where different kinds of artists
and practitioners can bring their ideas under critical reflection.
Also the status and the modes of post-doctoral artistic research
should be considered from a broader perspective than the
merely academic.

Another benefit of this kind of reasoning is that it liberates
the evaluation of artistic research from superfluous epistemic
speculations concerning the nature of artistic knowledge.
An artistic research outcome can consist of a fiction, of a
thought experiment, if only its institutional consequences,
its transformative potential in relation to prevailing insti-
tutions, are somehow important and fruitful. An artistic re-
search outcome can be a relatively independent art work, if it
simultaneously suggests a change in the position of art works

in relation to the given social field and to our understanding
of both. These consequences can be ethical, political or
pedagogical. Finally, artistic research can reclaim its status as
academic research equal to scientific research, art universities
alongside science universities according to the same logic:
if we think that the artistic research of institutions does
not limit itself to mere artistic institutions, but that it can
observe all kinds of institutions, including scientific ones.
Just as art can be studied scientifically, scientific practice can
be subjected to an artistic analysis concerning the medial
aspects of that practice.

CONCLUSION

Whereas the neo-liberal market economy destroys institutions,
or rather, maintains them only in order to exploit them, the
people in charge of the development of the institutions of
higher education in the arts should defend institutions by
deconstructing them, for instance in the way explained above.
In order to make their struggle more active and to put an end to
the constant withdrawing, to the disputes over the diminishing
resources, they could adopt a wider, more affirmative and active
idea of what institution and instituting may mean. Institutions
define the fundamental forms of our experience and action.
Instituting always implies re-institution, the changing of those
fundamental forms. Particularly in the case of artistic re-
search practice we should take into account its simultaneously
inventive and institutional nature, consider its results as media
of invention with significant institutional consequences. i
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Jesper Olsson recenserar Fredrik Nybergs avhandling
Hur later dikten? Att bli ved 11

Hur ldter dikten? Att bli ved IT (www.konst.gu.se). S& heter och later
titeln pa rikets forsta doktorsavhandling i litterdr gestaltning,
framlagd vid Géteborgs universitet vren 2013. Amnet: de sitt
pa vilka poesins sprék tar akustisk gestalt — i den skrivande po-
etens kropp och mentala rymd, under upplisning pé en scen, i
samspel med instrument och ljudteknologier, i ldsarens fatélj.
Forfattare: poeten Fredrik Nyberg, som under mer 4n ett de-
cennium har testat och kint pa poesins brusande puls och per-
formativa potential i sin praktik — inte minst i samarbete med
kompositéren Lars Carlsson — och som nu kront detta arbete,
eller snarare fogat in det i en annan form, genom en avhandling
i konstnirlig forskning.

Om avhandlingstitelns inledning pa ett tydligt sitt ringar in
en problematik, s undrar férstds vin av ordning vad det andra,
metaforiskt krékta, ledet betecknar. "Att bli ved” refererar till
den diktsamling som ocksa har skrivits inom ramen for fors-
karutbildningen och som kretsar kring det minskliga "vedbli-
vandet” (dndligheten) och den pockande oro som livet fram-
kallar: kring att vara far och son, vuxen och barn. Och kring
ansvaret, skrivandet och reflekterandet &ver dessa existentiella
villkor, fér att sammanfatta det hela kort och bryskt. Diruto-
ver rymmer det komplexa projektet ytterligare en komponent:
en CD med text-ljudkompositionerna "Att stré ut cypresser”
och ADSR som Nyberg har skapat tillsammans med Carlsson
och som dven diskuteras i avhandlingen. Skivan vidgar och dif-
ferentierar projektets mediala uttryck pa ett sitt som skjuter
fram frgor om férmedling, perception och mening, och i for-

langningen, potentiellt, om kunskap och i vilken utstrickning
den kunskap som konstnirlig forskning frambringar skiljer sig
frdn den i andra (akademiska) kontexter.

Om vi bérjar med den omfattande avhandlingsvolymen (618
sidor!), sa bestar den av tre stora kapitel, inramade och inter-
folierade av ett knippe "exkurser” som ger resonans &t fram-
stillningen. Bland annat flitas poetens eget liv in i diskussio-
nen: det talade ordet ir ett psykofysiskt laddat problem med
rotter i barndomens blyghet och besok hos talpedagog, vilket
har gjort upplésningen och den poetiska résten till en provo-
sten for Nyberg. Mot denna fértitade bakgrund utvecklas sa
de centrala fragorna: Vad hinder med en dikt nir den ldses upp
hogt? Hur ser relationen mellan skriven och upplist dikt ut?
Ska det skrivna ordet, i paritet med notskrift, uppfattas som ett
partitur fér hoéglasning? Hur kan man tala om ljud och roster
nir man ldser tyst? Hur producerar ljud mening? Vilken roll
spelar poesins mediala miljoer?

Kapitel ett har rubriken "Poesiupplisningens teori och prak-
tik” och bestar av tva avdelningar. Dels en som ur ett érnper-
spektiv diskuterar upplisningens moderna historia, férhal-
landet mellan muntligt och skriftligt i litteraturen och hur
modernismen inbegrep en rérelse mot skriftliggorande av dik-
ter, samtidigt som den sekundira muntlighet som uppstod med
19oo-talets vixande inspelningskultur (enligt Walter J. Ong,
Marshall McLuhan och andra) befordrade en renissans for rés-
ten och den ljudande dikten, vilket manifesteras i exempelvis
beatpoesi av Allen Ginsberg och Jack Kerouac eller i den ljud-
poesi som Nyberg ska granska lingre fram. Dels finns hir en
avdelning dgnad 4t den egna upplidsningspraktiken: sex olika
lisningar pa olika platser under 2009—2010 av dikter ur Att bli



56 - 4

ved. I en exkurs dgnad David Vikgrens diktsamling Inomhuslek-
tionen (2006), undersdks dven den tysta ldsningens ljudspar via
Garrett Stewarts begrepp “transsegmentala glidningar”, vilket
ska komma till bruk i studiens analyser.

Det andra kapitlet ir av en annan karaktir. Det har en in-
ledande del om lyrikperformance (som 4r nagot annat én ly-
rikuppldsning, dven om skillnaden forblir diffus), text-ljud-
kompositioner och ljudpoesi. Det vill siga, poesi dir tonvikten
ligger pa sprak och rost som akustiska fenomen. Dirpé féljer
tva essder dgnade at de tva svenska ljudpoeterna Ilmar Laaban
och Sten Hanson. I bigge essderna flidtas poeternas liv och verk
samman, men medan Laabans poesi sigs vara priglad av ett
improvisatoriskt element, karakteriseras Hansons experiment
med ljud och rést av tekniska ingrepp med bandspelaren som
poetiskt redskap. I kapitlet ryms dessutom tva kortare inspel
eller "milder” gnade 4t Sonja Akesson och Susan Howe.

Avhandlingens avslutande kapitel tor forfattarens egen
praktik: dels arbetet med Lars Carlsson i sviten ADSR ("At-
tack”, "Decay”, "Sustain”, "Release”), dels diktsamlingen Att
bli ved. Nyberg vill dock undvika skapandet av en metadiskurs
som nirmar sig verken som objekt fér analys. Han vill sna-
rare se avhandlingens texter som nya “realiseringar” av dem.
Lisningen-lyssnandet av ADSR trider hirmed i dagen som ett
slags montage av klipp och kontraster, vilka dock bland annat
halls samman av ett tema kring politiskt véld. Diskussionen av
Att bli ved pdminner didremot om en formalistiskt firgad, men
friare utvecklad nérlasning (Roman Jakobson #r ocks8 en viktig
referens). Tonvikten ligger pa ljudlikheter, slingor och loopar,
meter, rytm och radbrytningar — inte minst bildar spelet mel-
lan fras och rad ett nav. Det viktigaste begreppet ir emellertid
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”slingan”, som har en direkt link till den egna kroppen, minnet
och begiret. Det dr ett klingande, rytmiskt, kognitivt och kins-
lomissigt spér fran den egna livserfarenheten.

Denna slinga utgoér dirmed en motor i skrivandet. Kanske den
till och med kan lyftas fram som dess gata, vilket har resulterat i
ett arbete med konstnirlig forskning, snarare &n en avhandling i
litteraturvetenskap. Skillnaden 4r dock inte s& enkel som att den
ena genren rymmer subjektiva element, medan den andra ute-
sluter dem. De férekommer i bigge. Diremot skiljer sig méjlig-
heterna fér hur de kan exploateras. En styrka i den konstnirliga
avhandlingen ligger i mojligheten att inifrdn beskriva erfaren-
heten av en praktik, vilket inte 4r samma sak som att vara per-
sonlig. Det handlar om en perspektivforskjutning, som 6ppnar
f6r andra fragor. Sledes kan Nyberg, till exempel, i analyserna
av sina egna upplidsningar utveckla ett deskriptivt och reflexivt
register som sillan fir utrymme inom litteraturvetenskapen:
Vilken roll spelar stolarnas placering i rummet fér uppldsningen
och dikternas sitt att framkalla betydelser och kinslor?

Detta pdminner dven om, att Nyberg faktiskt har levererat
den forsta genomférda analysen av en uppldsningens praktik
och poetik pé svensk botten. Den ir jamférbar med interna-
tionella studier, som den av Charles Bernstein en ging redi-
gerade och inflytelserika antologin Close Listening. Poetry and
the Performed Word (Oxford UP 1998). Hur léter dikten? &r ett
pionjirarbete, som samtidigt visar hur mycket som aterstar att
gora. Och inte bara i anslutning till poesi och estetiska pro-
blem. Aven om Nyberg kunde ha gjort mer p4 denna punkt,
riktar avhandlingens undersékning av résten och lisningens
performativa moment dven uppmirksamheten mot hur min-
niskor brukar medieteknologier sdsom bécker, ljudinspelningar
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och datorer — ett problemfilt av vikt idag. I vilken utstrackning
formar medier vira sitt att tinka och handla? I vilken utstrick-
ning ir det vi som formar dem och vad de betyder? Det handlar
om sidant som subjektivitet, agens och ansvar, och att just ros-
ten kan spela en viktig roll i detta sammanhang har inte minst
det senaste decenniets tyska humaniora visat (se till exempel
Sybille Krimers och Doris Koleschs antologi Stimme. Annd-
herung an ein Phédnomen, Suhrkamp 2006). Jag énskar att nigot
av denna diskussion hade fogats in i Nybergs studie - sjélva fra-
gorna cirkulerar bide i de mer analytiska delarna och i poesin.
Hirmed nirmar vi oss en annan, men nirliggande, friga som
dven berdrdes vid disputationen i Géteborg: Varifrdn kommer
denna omtalade slinga? Hur har den fétt liv och form? Ibland
tenderar analysen att stanna vid dess genes i poetens inre. Sub-
jektet blir killa och ursprung till klangen, rytmen och dikterna.
P4 samma sitt kan ljudpoeten Laabans improvisatoriska och
kroppsligt férankrade poesi hyllas som nigot bortom den exter-
na "diskursen”. I andra fall vill dock Nyberg i stillet — med stod
i Thomas Gétselius studie Sjdlens medium (Glanta 2010) - peka
pa hur ocksa det poetiska skrivandet och talandet priglas av dis-
kurser, praktiker och teknologier bortom den enskilda indivi-
den. Hir finns, om inte en motségelse, sd &tminstone en obalans.
Och hur ska vi egentligen se pa poesin? Ar den en del av "Dis-
kursen” med stort D eller ndgonting annat — ett frimmande
sprakelement som fran sidan eller underifrdn kan kritisera och
bjuda estetiskt och politiskt motstdnd? Det dr kanske orittvist
att be en avhandling svara pa detta, men hir finns alltsd en vack-
lan, som #ven kan betraktas ur ett lite annat perspektiv. Nyberg
aterkommer till att hans analyser och ldsningar inte ska uppfat-
tas som en metadiskurs som ovanifrdn belyser den egna poesin

(att detta dr svart att undvika 4r en annan sak, som det inte finns
utrymme att diskutera vidare hir). I stillet talar han alltsd om
olika "realiseringar” av poesin (slingan?). Detta svarar mot hans
av Bernstein inspirerade syn pa férhéllandet mellan skriven och
upplist dikt, mellan vilka ingen hierarki ska upprittas. Det ir
ett perspektiv som relativiserar férestillningen om "verket”: det
finns inget original som kan férmedlas i olika mer eller mindre
lyckade versioner. Det finns bara X antal realiseringar.

En beslidktad ambition kanske ocksé kan spéras i forsknings-
projektets 6vergripande metod, om en sédan later sig urskiljas.
Den skulle d& kunna beskrivas med termer som "montage” och
"sidoordning”. I stéllet for att ringa in och med hierarkiskt ar-
rangerade argument behandla ett forskningsobjekt (dven om
sddana operationer aldrig kan undvikas helt), sd placeras olika
"realiseringar” intill varandra fér att skapa resonans. Det senare
begreppet ir ju bade bokstavligt och bildligt motiverat. Hir ld-
ter analyser och teoretiska reflektioner sida vid sida med skrivna
dikter och inspelade roster och ljud. Projektet och processen
i sin helhet - den tjocka boken, diktsamlingen, CD:n, upplis-
ningarna, och s vidare - skulle kunna beskrivas som konstruk-
tionen av ett "nitverk”, eller varfér inte som en icke-hierarkisk
"medie-ekologi”, i vilken klang och resonemang samverkar f6r
att skapa kunskap pé ett annat sitt in den gingse akademiska
framstéllningen inom humaniora. Hari skulle Nybergs projekt
kunna liknas vid de forsok att uppfinna alternativa presenta-
tions- och argumentationsformer som karakteriserar digital hu-
maniora i ndgra av dess ménga skepnader. P4 denna punkt —~mer
in i den personliga reflektionen kring det egna arbetet — tror
jag att den konstnirliga forskningen kan bidra till att vidga och
differentiera synen pa kunskapsproduktion inom akademin.
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VOICE, EAR LOOP - THE ACOUSTIC LIFE OF POETRY

Visuell poesi och/eller grafiskt partitur? Ur den skrivna versionen av
"Att stré ut cypresser” (Hur later dikten? Att bli ved I, sid. 20).




ROSTEN, ORON, SLINGAN - OM POESINS LJUDANDE LIV 4 - 59
VOICE, EAR, LOOP - THE ACOUSTIC LIFE OF POETRY

ni--uuam

mrmp-

S aging

el e e i B R ]
REEE 1.
b vt iy e i

= il Ty r.'!'l-r-! "ﬂm;hl
’ FHF-W-I

o - 'H-hr
Wk [y en bl T =i
e nﬂ%ﬂhﬂm#dﬁ
B [ e e e ﬂq. . “ |
LA TRy
R MR R e
Kok i BB el mTHE = E'Hi-n'rﬂlu,f_'r

Fim kg ks N 4 \' l_, (25 o
WL ]

e - 1 1] © b Ry il ] e gy i i,

. '\:nhh:iur!:ilu 1 e LR el e gt
o i o, b ihr” 1 HJ..-"l-lul.,,u..-...-u..

i lh-urilll'r i|'|.r -...1 b r|-|--1.-h

- HET i

S —— ;rﬁm“

Visual Poetry and/or graphic score. From the written version
"Att stro ut cypresser” (Hur later dikten? Att bli ved II, page 20).
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Jesper Olsson reviews Fredrik Nyberg’s thesis
What is the Sound of the Poem? Att bli ved II

What is the Sound of the Poem? Att bli ved II (www.konst.gu.se).
This is the title of Sweden’s first doctoral thesis on literary com-
position, presented at the University of Gothenburg in spring
2013. The subject: the ways in which the language of poetry
takes on acoustic form - in the body and mental space of the
writing poet, during the reading on stage, in its interplay with
instruments and audio technology, in the reader’s armchair. The
author: the poet Fredrik Nyberg, who has spent over a decade
testing and feeling the voice and noise and performative
potential of poetry in practice, not least in collaboration with
the composer Lars Carlsson — and who has now crowned this
work, or rather refashioned it in a different form, with a thesis
in the field of artistic research.

While the first part of the thesis title clearly sets out a pro-
blem, fans of order may well wonder what the other, more
metaphorical, element is about. “Att bli ved” refers to the
collection of poems that was also written within the framework
of the research studies and that focuses on a human becoming-
firewood (i.e. finitude) and the deep anxiety that defines life,
on being a father and a son, adult and child, on responsibility,
writing and reflecting on these existential circumstances - to
give a rather brisk summary. The complex project also has an-
other component: a CD containing the text and sound compo-
sitions “Att strd ut cypresser” and ADSR, which Nyberg created
with Carlsson, and which are also discussed in the thesis. The
disc expands and differentiates the project’s medial expression
in a way that raises questions about mediation, perception and

meaning; and in the long run, potentially, about knowledge and
the extent to which the knowledge that artistic research brings
differs from knowledge in other (academic) contexts.

If we begin with the central thesis, a large volume at 618
pages, it comprises three main chapters, framed and interlea-
ved with a scattering of “digressions” that lend resonance to the
account. The life of the poet is also woven into the discussion:
the spoken word is a psychophysically charged issue with its
roots in childhood shyness and visits to a speech therapist, which
made recitation and the poetic voice a touchstone for Nyberg. It
is against this formative background that the central questions
have been developed: What happens to a poem when it is read
out loud? What is the relationship between written and spoken
poem? Is the written word, like musical notation, to be seen as a
score for performance? How can one talk about sound and voices
when reading silently? How does sound produce meaning?
What role do the media environments of the poetry play?

Chapter one has the heading “The theory and practice of
poetry performance” and comprises two sections. One section
takes a panoramic perspective in discussing the modern
history of poetry performance, the relationship between the
oral and the written in literature and how Modernism embraces
a move towards the writing down of poems, while at the
same time the secondary orality that arose with the emerging
recording culture of the 19oos (according to Walter J. Ong,
Marshall McLuhan and others) prompted a renaissance for the
voice and performance poetry — manifested for example in the
beat poetry of Allen Ginsberg and Jack Kerouac or in the sound
poetry that Nyberg examines later on. There is also a section
dedicated to the author’s own performance practice - through
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six different readings of poems from Att bli ved in different
locations over the course of 2009-2010. A digression devoted to
David Vikgren’s poetry collection Inomhuslektionen (2006) also
examines the soundtrack of silent reading via Garrett Stewart’s
concept “transsegmental drift”, which proves useful in the
study’s analyses.

The second chapter takes a different tack. It has an opening
section on poetry performance (which differs from poetry
reading, although the difference remains obscure), text-sound
compositions and sound poetry — which is poetry that places
the emphasis on language and voice as an acoustic phenomenon.
This is followed by two essays on the two Swedish sound poets
Ilmar Laaban and Sten Hanson. Both essays weave together the
life and work of the poets, but while Laaban’s poetry can be said
to be characterised by an improvisational element, Hanson’s
experiment with sound and voice takes on a technical edge,
deploying the tape recorder as a poetic tool. In addition, the
chapter includes two pieces on Sonja Akesson and Susan Howe.

The closing chapter of the thesis looks at the author’s own
practice through his work with Lars Carlsson on the suite ADSR
(“Attack”, “Decay”, “Sustain”, “Release”) and his poetry collection
Att bli ved. Nyberg wishes, however, to avoid creating a meta-
discourse that approaches the works as objects for analysis.
Instead, he presents the texts in the thesis as new “realisations”
of them. Reading/listening to ADSR thus emerges as a kind of
montage of clips and contrasts, bound by a theme of political
violence. The discussion of Att bli ved is, however, reminiscent of
a formalistically tinged, but more freely developed, close reading
(Roman Jakobson is also a key reference). The emphasis is on
sound repetition, loops, metre, thythm and line breaks — with
the play between phrase and line as a hub. The most important
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term here though is the “loop”, which links directly back to the
body, memories and desires. It is a ringing, rhythmic, cognitive
and sensual track originating in personal experience.

This loop thus serves as an engine for the writing. It could
perhaps even be posited as its enigma, which has resulted in a
work of artistic research rather than a thesis on literary theory.
The difference is not, however, as simple as one genre accepting
subjective input and the other excluding it. This occurs in
both - but there is a variation in the way it can be exploited. A
strength of the artistic thesis lies in the possibility of describing
the experience of a practice from the inside, which is not the
same thing as being personal. It is a question of shifting per-
spective, which raises different questions. In his analyses of
his own performances, Nyberg is thus able, for example, to
develop a descriptive and reflexive register that is rarely given
breathing space in the field of literary theory: What effect does
the positioning of the chairs in the room have on the perfor-
mance and the way the poems tease out meaning and emotion?

This serves as a reminder that Nyberg has, in fact, delive-
red the first in-depth analysis of poetry and the practice of
poetry performance in a Swedish context — comparable with
international studies, such as the influential anthology Close
Listening. Poetry and the Performed Word (Oxford UP 1998),
edited by Charles Bernstein. What is the Sound of the Poem?
is thus a pioneering work that, at the same time, shows how
much remains to be done, and not just in relation to poetry and
aesthetic issues. The examination, in the thesis, of the voice and
the performative aspects of reading direct attention (although
Nyberg could have done more on this point) towards how
people use media technologies such as books, sound recordings
and computers - an important field of enquiry in today’s world.
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To what extent do media shape our way of thinking and acting?
Towhatextent isit we whoshape them and what theymean? The
key issues here include subjectivity, agency and responsibility,
and the way the voice can play an important role in this context
has been shown, not least by German academics, over the past
decade (see, for example, Sybille Krimer and Doris Kolesch’s
anthology Stimme. Anndherung an ein Phdnomen, Suhrkamp
2006). I would like to have seen more of this discussion incor-
porated into Nyberg’s study, since the issues are pertinent in
both the more analytical sections and in the poetry.

This leads us on to another, more immediate question, that
was also tackled during the defence of the thesis in Gothen-
burg: Where does this loop come from? How is it given life and
form? The analysis sometimes tends to stop at its genesis within
the poet. The subject becomes the source and origin of the
sound, the rhythm and the poems. It is in this way that sound
poet Laaban’s improvisational and physically rooted poetry
can be held up as something taking shape beyond the external
“discourse”. In other cases — supported by Thomas Gétselius’
study Sjdlens medium (The Medium of the Soul, Glinta 2010) -
Nyberg seeks to underline how the writing and performance
of poetry also embodies discourses, practices and technologies
beyond the individual. There is, if not a contradiction, then at
least an imbalance here.

And how should we actually understand poetry? Is it part of
the “Discourse” with a capital D or is it something else — a strange
linguistic element that, sideways or from below, can criticise and
offer aesthetic and political opposition? It is perhaps unfair to
expect a thesis to answer this, but there is some indecision here,
which can also be seen from a slightly different perspective.
Nyberg repeats that his analyses and performances should not be

seen as a metadiscourse that shines light on his own poetry from
above (the fact that this is hard to avoid is another matter, but not
one to be discussed here). Instead, he talks about different “rea-
lisations” of the poetry (loop?). This reflects his view, inspired
by Bernstein, of the relationship between written and perfor-
med poetry, between which no hierarchy should be established.
It is a perspective that also relativises the idea of the “work”:
there is no original that can be conveyed in different, more or
less successful, versions. There are just X number of realisations.

A related ambition might also be discerned in the research
project’s overall method, if such a thing can be pinned down.
It could be described using terms such as “montage” and “juxta-
position”. Instead of separating out and, using hierarchically or-
ganised arguments, processing the research object (even if such
operations can never be entirely avoided), different “realisations”
are placed next to each other to create resonance. The latter con-
cept is both literally and figuratively motivated. Here analyses
and theoretical reflections resonate alongside written poems and
recorded voices and sounds. The project, and the process as a
whole - the thick book, the poetry collection, the CD, the per-
formances and so on - could be described as the construction of
a “network”, or perhaps even a non-hierarchical “media ecology”,
in which sound and reasoning combine to create knowledge in
a way that is different from the usual academic accounts in the
humanities. In this respect, Nyberg’s project could be compared
with the attempts to invent alternative forms of presentation
and argumentation that characterise the digital humanities in
some of their many guises. It is on this point — more than in per-
sonal reflections on the artist’s own work — that I believe artistic
research can help to expand and differentiate the approach to
knowledge production in academia.
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En avhandling av Niclas Ostlind,
recenserad av Christine Hansen

Performing History. Fotografi i Sverige 1970—2014 av fotografen
och curatorn Niclas Ostlind 4r ett omfattande arbete. Syftet med
denna konstnirliga forskning ir att genom curatoriella medel
kartldgga, utforska och konstruera den svenska fotografins histo-
ria fran 1970 till 2014. Ostlinds curatoriella metoder omfattar allt
frén produktion av utstillningar och kataloger till redaktionell,
pedagogisk, finansiell och kritisk verksamhet. Han mal 4r att kri-
tiskt utforska den svenska fotografins institutioner och dess his-
toriska ramverk. Den curatoriella praktiken i Ostlinds avhand-
ling och utstéllning beskrivs som ett gestaltande medium. Dess
ambition ir att gora historia - inte att spegla eller rekonstruera
historien. Ostlind anvinder sig av kulturella, sociologiska, kultuz-
historiska och narrativa teorier.

BRI

Resultatet av Ostlinds forskning presenteras i tolv utstillningar
och tio kataloger. Verkligen, Bldndande bilder och Lika med, ut-
stillningar frén 1978, 1981 och 1991, dteruppfordes péd Hassel-
blad Center i Goteborg. Tre fotografer. Tre tendenser stilldes ut i
Marabouparken konsthall i Sundbyberg. Utstillningen presen-
terar Yngve Baum, Stina Brockman och Lotta Antonsson. Virl-
dar och verkligheter omfattade tre utstillningar vid Linsmuseet
Givleborg och Givle Museum. Tidslinjen skapades fér 30-ars-
jubilerande Hogskolan for fotografi vid Géteborgs Universitet
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(idag Akademin Valand), och omfattade svenska och utlindska
fotografer som hade undervisat vid skolan. Mellan Verkligheter
pa Hasselblad Center i Goteborg presenterade en kontinuerlig
historia om svenskt fotografi fran 1970 till 2000, och komplet-
terades med en omfattande katalog. Det synliga. Samtida svensk
fotografi pa Artipelag (Virmdo/Stockholm) presenterade sam-
tida fotografi fr&n de senaste fem &ren. Hosten 2014 (efter att
ha férsvarat sin avhandling) publicerade Ostlind Fotografi i
Sverige 1970—2014 som innehéller intervjuer med personer med
anknytning till Fotografiska Museet (Moderna Museet, Stock-
holm), Fotografiska museets vinner, Fotograficentrum, Camera
Obscura och Hasseblad Center, plus en katalog till utstillning-
en Tidens langsamhet och livets flykt. Fotografi fran 18oo-talet till
idag i kulturhistoriska samlingar och arkiv som visades pa Vister-
bottens museum i Ume4.

Ostlinds projekt ar stort. Han har samlat en stor méingd fo-
tografier, genomfort otaliga intervjuer och haft huvudansvaret
(3ven om han har samarbetat med mé&nga minniskor) fér ut-
formningen av utstillningar och kataloger. Ostlind har haft det
redaktionella ansvaret for katalogerna. Publikationerna har en
professionell och tilltalande utformning. Ett exempel dr boxen
som innehéller Mellan verkligheter och Det synliga. Designen
ar sofistikerad och genererar ett visuellt intresse. Bockerna har
en tydlig struktur och tryckkvaliteten 4r hodg, vilket frimjar
ett estetiskt betraktande av fotografierna. Detta giller i syn-
nerhet Mellan verkligheter som jag anser dr den starkaste delen
i Ostlinds arbete. Det #r en bok som innehéller ménga roster
och perspektiv. Hir kan man till exempel {3 reda pa hur Roland
Barthes och Susan Sontag togs emot i Sverige. Den innehaller
historiska artiklar, intervjuer och faksimiler av de publikatio-
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ner dir fotografierna en ging ingick. Aven utstillningen Mellan
verkligheter har en tilltalande estetik och en tydlig struktur. Ut-
stillningen visar originalverk och dven ett flertal publikationer
fran den hir perioden. Ett annat utmirkt pedagogiskt verktyg i
utstillningen #r en video som visar Ostlind i ett samtal om ut-
stillningen. Hans projekt dr dvertygande pa flera nivder. I syn-
nerhet visar det pa Ostlinds enastiende kapacitet att genom-
fora ett stort projekt.

UPPREPA HISTORIEN

Att skriva och konstruera historien ir ett komplext vagstycke.
De fotografier som visas i Ostlinds utstillningar ingick en ging
i tiden i en historisk kontext. Utstillningarna i det nuvarande
forsoker rekonstruera dessa dgonblick i det forflutna, sam-
tidigt som de forsSker konstruera en ny situation. I Ostlinds
curatoriella arbete 4r denna rekonstruktion som mest bok-
stavlig och iscensatt i de tre utstillningar som upprepas och
teruppfors. Aven om Ostlind reflekterar ver detta, s3 finns
det f8 referenser till fotografin i ett vidare perspektiv. Repeti-
tion har utvecklats till ett mycket omdebatterat &mne nir det
giller fotografins historia, och Ostlinds arbete kunde ha dragit
nytta av denna diskussion. Vad jag i synnerhet har i dtanke dr de
manga aterfotograferingsprojekt av landskap och titorter som
har genomforts under senare ar. Vi bor dven beakta det sétt
pé vilket manga postmoderna konstnirer har begagnat sig av
aterfotografering (av andra fotografers arbeten) i sina arbeten.
Detta giller till exempel Sherrie Levine som med denna metod,
ifrdgasatte konstnirens originalitet. Det jag tycker dr mest pro-
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blematiskt i det hir ssmmanhanget ar att Ostlind underldter
att nimna den &teruppférda utstillningen New Topographics
(2009). M&nga betraktar utstillningen New Topographics, som
ursprungligen visades 1975, som en av de mest epokgérande ut-
stillningarna i konstfotografins historia. Det curatoriella pro-
jektet 2009 visade att denna uppfattning i hog grad uppstod
och blev férhirskande under de nirmast féljande aren efter
utstillningen. Utstillningen 2009 ir en viktig internationell
referens som skulle kunna ha satt in Ostlinds arbete i ett stérre
perspektiv. Hir blir Ostlind alltfér kortsynt och fokuserar fr
mycket pé detaljer i den svenska kontexten, istéllet for att ta
tillfallet i akt och reflektera mer djupgéende 6ver fragor som
minne, avsikt och historia.

KONSTRUERA HISTORIEN

Ostlinds 6versiktstext, som behandlar 1970-, 1980- och 19go-ta-
len, och som dyker upp savil i hans avhandling som i Mellan
verkligheter, ligger p& manga sitt sjilva grunden for hela hans
projekt. Texten &r vilskriven, ger virdefull information och
lagger sirskild tonvikt pé den roll som kvinnliga fotografer som
Tuija Lindstrém har haft i Sverige. Inte desto mindre finner
jag det underliggande narrativet problematiskt. Detta giller i
synnerhet framstéllningen av dokumentirfotografins, moder-
nismens och postmodernismens historia. Denna historia berit-
tas i hog grad ur ett postmodernt perspektiv, och det blir for
mycket av en evolutiondr historieskrivning dir postmodernis-
men dyker upp som en "livriddare” som gor fotografikonsten
intressant, internationell och spidnnande. Postmodernismen
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presenteras ging pa gang som ett "genombrott” i Ostlinds text.
Detta dr en uppfattning som ir problematisk pa flera nivier.
Postmodernismen kulminerade i mitten av 1ggo-talet och se-
dan dess har klyftan mellan modernismen och postmodernis-
men modifierats inom méanga omraden. Det idr ocksd virt att
nidmna att arbeten som refererar till modernismen har en stark
position pa dagens konstscen. Dessutom var den postmoderna
litteraturen, vad giller diskussionen av dokumentirfotografin,
starkt influerad av de diskussioner som férdes kring statliga do-
kumentationsprojekt som FSA (Farm Security Administration,
USA) frén 1930-talet och framat. Vad som lyser med sin fran-
varo i Ostlinds arbete &r det faktum att man under 1960- och
1970-talen hade en mycket annorlunda uppfattning om vilken
roll dokumentira projekt skulle ha i samhillet. Ett exempel var
till exempel den mycket kritiska synen i USA p& manipulativa
statliga projekt som FSA. Och fér att ta dnnu ett exempel hade
det kunnat vara fruktbart att kasta en blick utanfér Sverige pa
sadana kulturella strémningar som Direct Cinema och Cinema
Verité. I likhet med Micke Bergs dokumentira arbete Skognd-
skollektivet, fokuserade dessa rorelser pa att utforska margi-
naliserade samhillsgrupper. Det ir viktigt att notera att dessa
rérelser uppstod i kélvattnet av 1968-revolterna. Om Ostlind
hade tillimpat det hir perspektivet hade det blivit tydligt att
den dokumentira traditionen i Sverige och postmodernismen
inte nddvindigtvis var varandras motsatser. | manga avseenden
bildar de en kontinuitet i samma rorelse: de anvinder sig bada
av fotografin som ett medel for att framféra social kritik och
kritisera ideologier.

Definitionen av modernism i Ostlinds arbete ir mycket
vag. Diremot upplyses vi om att USA hade ett stort inflytande

pa konstfotografin i Sverige. En mer rigorés analys av vad som
konstituerar "svensk modernism” kunde ha gjort Ostlinds ar-
bete mer dvertygande. Nir det till exempel giller konstfoto-
grafins status var situationen vildigt olika i Sverige och USA.
Moderna Museet hade inte samma hegemoniska position
som Szarkowskis fotoavdelning pd MoMA i New York hade
under 1970- och 1980-talen. Detta far ocksa konsekvenser for
hur introduktionen av den postmoderna fotografin i Sverige
bor analyseras. Stod den postmoderna fotografin i opposi-
tion till den moderna fotografin? Eller handlade det minst
lika mycket om ett uppror mot andra media som maéleri och
skulptur?

CURATORNS ROLL

Den sista frigan jag vill ta upp 4r Ostlinds roll som curator.
Min huvudsakliga kritik av hans arbete ér att hans projekt ér
for stort. Detta tillsammans med den avsaknad av fokus som
ofta blir tydlig och férhindrar en ingdende och nyanserad
forstielse av den svenska fotografins historia. Ostlinds fram-
stillning av fotografins historia ldgger grunden fo6r hela hans
curatoriella projekt. Dessutom har han genomfért samtliga
intervjuer och dven varit redaktdr f6r samtliga publikationer.
Om han hade valt att begrinsa sin egen arbetsinsats skulle
resultatet ha kunnat bli mer fokuserat och djirvare - ett pro-
jekt som i hégre grad hade gestaltat den svenska fotografins
historia i ett internationellt perspektiv. s

Avhandlingen finns att ladda ner frin www.konst.gu.se
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Bilder fran avhandlingen/Pictures from the thesis

FOTO/PHOTO: CECILIA SANDBLOM

Blandande bilder (ateruppférd)/Dazziling Pictures (reenacted)

FOTO/PHOTO: CECILIA SANDBLOM
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Lika med (ateruppford)/Equals (reenacted)

FOTO/PHOTO: CECILIA SA

Tre fotografer. Tre tendenser/Three'c'nog
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FOTO/PHOTO: BRITT MATTSSON

Varldar och verkligheter/Worlds and Realities

Tidslinjen/Timeline

FOTO/PHOTO: TOMAS SCHON
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PERFORMING HISTORY. PHOTOGRAPHY IN SWEDEN 1970-2014

A thesis by Niclas Ostlind, reviewed by Christine Hansen

Performing History by the photographer and curator Niclas
Ostlind is a comprehensive work. The aim of this artistic
research is with curatorial means to map, explore and
construct the Swedish history of photography from 1970
to 2014. Ostlinds curatorial methods encompass producing
exhibitions and catalogues, editorial work, pedagogical work,
financial work, and critical thinking. His goal is critical to
explore the institutions of Swedish photography and its histo-
rical framework. In Ostlind’s thesis, the curatorial praxis and
the exhibition are described as a performative medium. Its
ambition is to do history, not to mirror history or reconstruct
it. Ostlind employs cultural sociological, cultural historical

TN EELEENIBITIONS

The output of Ostlind’s research is twelve exhibitions accom-
panied by ten catalogues. Verkligen, Blindande bilder, and Lika
med, exhibitions from 1978, 1981 and 1991 were re-exhibited at
Hasselblad Center in Géteborg. Tre fotografer. Tre tendenser was
exhibited at Marabouparken in Sundbyberg. The show featured
Yngve Baum, Stina Brockman and Lotta Antonsson. Virldar
och verkligheter encompassed three exhibitions at Linsmuseet
Givleborg and Givle museum. Tidslinjen was made on the
3oth anniversary of Hogskolan fér fotografi (today Akademin
Valand), featuring Swedish and foreign photographers who have
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taught at the school. Mellan Verkligheter, at Hasselblad Center
presented a continuous history about Swedish photography
from 1970 to 2000, and was accompanied by a comprehensive
catalogue. Det synliga. Samtida svensk fotografi, at Artipelag
presented contemporary art photography made the last 5 years.
In fall 2014 (after his dissertation defence), he published Foto-
grafi i Sverige 1970—2014, containing interviews with persons
related to Fotografiska museet (Moderna museet, Stockholm),
Fotografiska museets vinner, Fotograficentrum, Camera Ob-
scura och Hasseblad Center and a catalogue to accompany
the exhibition Tidens Ldngsamhet och livets flykt. Fotografi fran
18o0-talet till i dag i kulturhistoriska samlingar och arkiv shown
at Visterbottens museum.

Ostlind’s project is big. He has collected a large amount
of photographs, conducted numerous interviews, and had
the main responsibility (although he has worked with many
people) for exhibition and catalogue design. Ostlind has had
editorial responsibility for the catalogues. The publications are
professional and appealing. One example is the box containing
Mellan verkligheter and Det synliga. The design is sophisticated
and generates spectatorial interest. The books are clear in struc-
ture and the print quality is good, which facilitates an aesthetic
contemplation of the photographs. This applies in particular to
Mellan Verkligheter, which 1 consider to be the strongest part
of Ostlind’s work. It is a book that contains many voices and
perspectives. One can, for example learn about how Roland
Barthes and Susan Sontag were received in Sweden. It features
historical articles, interviews and facsimiles of the publications
that the photographs once were a part of. Also the exhibition
Mellan verkligheter has an appealing aesthetic and a clear struc-



74 -5

ture. The exhibition shows original work, and also numerous
publications from the period. Another good pedagogical tool
in the exhibition is the video that features Ostlind in conversa-
tion about the exhibition. His project is convincing at many
levels. In particular, it shows Ostlind’s remarkable capacity to
execute a large project.

REPEATING HISTORY

Writing and constructing history is a complex enterprise. The
photographs exhibited in Ostlinds exhibitions were once a
part of a historical context. The exhibitions in the present
attempt to reconstruct this moment but at the same time
construct a new situation. In Ostlind’s curatorial work this re-
construction is most literal and staged in the three exhibitions
that are repeated and re-exhibited. Although Ostlind reflects
on this act there are few references to the field of photography.
Repetition has been a much-debated issue in the history of
photography and Ostlind’s work could have benefited from
this discussion. In particular I have in mind the many re-
photography projects of landscapes and urban areas that have
taken place in recent history. We should also consider the way
in which re-photography (of other photographers’ work) has
been employed in postmodern artists’ works. This concerns
for example Sherrie Levine who by this means critiqued the
originality of the artist in her work. What I find most pro-
blematic on this score is that Ostlind neglects to mention the
re-exhibited exhibition New Topographic (2009). Many con-
sidered the New Topographic exhibition, originally shown
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in 1975, to be a pivotal exhibition in the recent history of
art photography. The curatorial project in 2009 showed that
this assumption to a large degree arose and became dominant
in the years after the exhibition. The 2009 exhibition is an
important international reference that could have put
Ostlind’s work in perspective. Here Ostlind is too shortsighted
and focuses too much on details in the Swedish context, in-
stead of using the opportunity to reflect more thoroughly on
issues such as memory, intentions and history.

CONSTRUCTING HISTORY

Ostlind’s survey text, covering the 70s, 8os and gos, appearing
both in his dissertation and in Mellan Verkligheter is in many
ways a fundamental premise for his whole project. The text
is well written, provides valuable information and puts parti-
cular emphasis on the role that female photographers such as
Tuija Lindstrém have played in Sweden. Nevertheless I find the
underlying narrative problematic. This concerns especially
the history about documentary photography, modernism and
postmodernism. The history is to a large degree told from a
postmodern perspective and it becomes too much of an evo-
lutionary history in which postmodernism occurred as a “life-
saver” and made the photographic field interesting, inter-
national and exciting. Postmodernism is presented as a ‘break-
through’ over and over again in Ostlind’s text. The view is pro-
blematic on several levels. The peak of postmodernism was in
the mid-gos and since then the rupture between modernism
and postmodernism has been modified within many fields. It
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is also worth mentioning that work with reference to moder-
nism has a strong position on the present art scene. In addition,
postmodern literature, when it comes to discussions about the
documentary photography, wasstrongly influenced by discourses
around governmental documentary projects such as the FSA
from the 1930s. What is absent in Ostlind’s work is the fact that
in the 6os and 7os one had a very different understanding of
what role documentary projects should play in society. One was
for example very critical to manipulative governmental projects
such as the FSA (Farm Security Administration, USA). Again
it could have been useful to look outside Sweden to cultural
currents such as Direct cinema and Cinema Verité. Like Micke
Berg’s documentary work Skogndskollektivet, those movements
focused on exploring marginalized communities. Importantly,
these movements came in the wake of the revolts of 1968. If
Ostlind had employed this perspective it would have become
clear that that the documentary tradition in Sweden and post-
modernism were not necessarily were oppositions. In many
ways they constituted a continuity of the same movement: they
both employed photography as a means to execute social critic
and criticize ideologies.

The definition of modernism in Ostlind’s work is very vague.
However, we are told that the US had an important influence on
the art photography in Sweden. A more rigorous analysis of the
nature of the “Swedish modernism” could have strengthened
Ostlind’s work. For example the situation in Sweden and the
US were very different when it came to the status of art photo-
graphy. Moderna Museet did not have the kind of hegemonic
position that Szarkowski’s department of photography at
MoMA had in the 7os and 8os. This also has consequences for

how the introduction of postmodern photography in Sweden
should be analyzed. Was postmodern photography in opposition
to modernist photography? Or was it just as much a rebellion
against other media such as painting and sculpture?

THE ROLEOFTHE CURATOR

The last issue that I want to address is Ostlind’s role as curator.
My main criticism of his work is that his project is too large.
This and the frequent lack of clear focus have been at the ex-
pense of a thorough and nuanced understanding of Swedish
history of photography. Ostlind’s history of photography is the
fundamental premise for his curatorial project. In addition he
has conducted all the interviews and he has also been editor of
all the publications. If he had chosen to execute a smaller work
the result could have been more focused and daring. It could
have been a project that to a larger degree performed the Swedish
history of photography in an international perspective.

The full thesis can be downloaded from www.konst.gu.se
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SKRIVANDET SOM METOD

Av Hanna Hallgren

OM SKRIVANDE SOMMETOD

Under arbetet med projektet Skrivandet som metod. En studie i
poesi, skrivprocess och det reflexiva akademiska skrivandets moj-
ligheter har fragor rorande hur mening, sanning och kunskap
hoér samman med kroppslighet och stilistik stindigt varit nar-
varande. Kroppsligheten, eftersom virlden berdr, ror och om-
virver oss genom véra sinnen. Kort sagt lir vi oss genom véra
sinnen, och hjdrnan finns inuti huvudet. Vad stilistiken anbe-
langar, har jag intresserat mig f6ér hur textens litteraritet hér
ihop med menings- och kunskapsskapande, liksom hur detta i
sin tur kan tinkas hinga samman med olika tolkningstraditio-
ner av kroppslighet och kunskap.

PROJEKTSAMMANFATTNING

Mitt projekt 16pte pa halvtid under 2012 och 2013 och hade som
syfte att undersoka skrivandet som metod. Dess tva fragestll-
ningar 16d: a) pé vilka sitt kan genusvetenskaplig och femi-
nistisk epistemologi, teori och metodologi berika och utmana
det poetiska skrivandet och dess metoder?, och b) pa vilka sitt
kan poesins poetiska sanningsproduktion och skrivmetoder
berika den genusvetenskapliga forskningen? Studien var i sin
utgdngspunkt tvirvetenskaplig, och har genomférts inom ett
poetiskt och konstnirligt, samt genusvetenskapligt, litterirt,

teoretiskt och metodiskt ramverk. Vid sidan av undervisning,
nitverks- och miljébyggande, har projektet resulterat i gen-
redverskridande artiklar samt i skriften Prolog till den litterdira
vetenskapsteorin (2014), tillsammans med konstniren Melissa
Henderson.

LR %%%ﬂ‘}(fl%mp

I Prolog till den litterdra vetenskapsteorin &terfinns ett citat fran
dokumentiren Marina Abramovic: The Artist Is Present (2012),
i vilket konstniren siger: "Visa mig den otroliga vigen som vi
gatt fran att leva dir och da till hir och nu.” Att arbeta med
skrivande som metod, och att kroppsligt férnimma handens
rorelser som en form av vittférgrenat tinkande, handlar bland
annat om att skapa rum fér att erfara denna vig. Att den fram-
trader, liksom att uppticka och underséka den som en form av
kunskapsskapande.

Tematiskt kretsar Prolog till den litterdra vetenskapsteorin
kring att kdnna sorg och meningsloshet. Jag ville underséka
och gestalta mitt eget tillstdnd av sorg efter en nira anhérigs
bortgdng, och arbeta med fragan varfér endast vissa former av
textualiteter, i mitt fall frimst poesi och litteridra essder, formar
bira fram erfarenheter och kunskap pa ett sitt som upplevs som
meningsfulla. Allts8, vad fér slags sprékliga materialiteter som
i ndgon mening bringar mening in i tillstdnd av meningslos-
het. Detta dr férstds en hogst epistemologisk frdga som handlar
om att poesin i bista fall inte endast 4r halvvigs en teori och
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halvvigs en séng, utan ocksd sammansmalter teori och empiri.
Referenserna pekar si att siga in i det egna kéttet, s att krop-
pen plétsligt fattar ord. Ett sitt att besvara frigan rérande pa
vilka sitt poesins poetiska sanningsproduktion och skrivmeto-
der kan bidra till genusvetenskaplig forskning ir, att dessa ut-
gar ifrdn att texters estetiska dimensioner och deras stilistiska
utformning (deras hur eller "hurifran”) alltid har betydelse och
ir meningsbirande for den kunskap som skapas. Det vill siga:
textens hur inverkar pd - sitter ramar och riktlinjer - for dess
vad. Inom exempelvis genusvetenskaplig forskning finns det
darfér all anledning att underséka vilka begriansningar och for-
tjanster vedertagna genrer har f6r den kunskapsproduktion de
mojliggdr. Rérande fragan hur det poetiska skrivandet och dess
metoder kan berikas av genusvetenskaplig epistemologi, teori
och metodologi, finns det likas8 all anledning fér forskare inom
litterdr gestaltning att inspireras av de feministiska begrepp
och figurer — sdsom exempelvis situering, ansvariggérande och
kroppslig kunskap - som understryker betydelsen av forska-
rens egen erfarenhet, kroppslighet och etiska ansvarighet. Det
handlar, i all enkelhet, om forskningstraditioner som betonar
kroppslighet och materialitet i kunskapsskapande processer
och sammanhang.

Ay WA B (IH’ LSO

I artikeln "En queer introduktion till texten Grinslésa hun-
dar. Om queerteori, performativitet och subversiva repeti-
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tioner i skonlitterdra, kritiska och vetenskapliga texter”, i
Kvinder, Kon & Forskning nr 1 2013, diskuterar jag menings-,
sannings- och kunskapsskapande ur lite andra aspekter én
ovan. Med utgdngspunkt frdn sprdk- och queerteori fragar
jag om det kan vara s8 att vetenskapliga genrers kunskapsska-
pande harmonierar med en underbetoning av det vetenskap-
liga sprikets karaktir av konstruktion, liksom med en svag
reflexivitet kring hur deras kunskap etableras. Varfér? Darfor
att vetenskapliga sanningar utgér fran, verkar och fungerar
genom forestillningar om att fiktionaliteten utesluts, vilket
bidrar till att det snarast skapas en énskan om att inte av-
sloja det egna sprikets performativa mekanismer. Méjligen
gar det till och med att hivda att det vetenskapliga sprikets
lyckosamma performativitet just ligger i att inte avsldja dessa
mekanismer. For att skapa trovirdighet behéver dirfér aka-
demiska texter stindigt uppritta en status som original. Det
litterdra spraket arbetar med andra genreregler och visar fram
sin konstruktion, fiktionalitet och materialitet. Detta medfor
bland annat att litteraturens "poetiska sanningar” inte ska-
pas i motsatsforhallande till artificialitet och fiktionalitet.
Nimnda kunskaper om genrers olika funktioner har nirmast
framtritt genom ett slags poetiskt och vetenskapligt induk-
tionsarbete, och diskuteras i min artikel "Poetik fo6r akademi-
ker” pa f6ljande sitt:

Jag har skrivit poesi och akademiska texter i dver tjugo ar
Ibland sammanfaller genrerna, ibland inte
Jag kan inte férklara det pé annat sitt

An att det inte spelar s3 stor roll
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Att allt skrivande &r skrivande

Att allt skrivande &r hantverk

Att poesi ir ett utforskande om livet

Att akademisk text rymmer litterdra passager och affektiva dgonblick
Nej, det spelar inte s stor roll

Det ir text som text som skrivs fér olika ssmmanhang
Ja, sammanhangen ir olika

Ibland ganska lika

Ibland pa ett hdgre seminarium hérs faglarna kvittra
Vi dricker kaffe och dter bldbirstérta

Det ir som en dikt, plastskedarna skrapar

En sorts munterhet som liknar poesin eftersom den drémmer
Det ir sé fint att kunna drémma

Att drémma tillsammans pé ett seminarium

Det ir poesi som léses

iregnet ensam pa perrongen

medan tdgen dnnu gar

Den tunga méjlighetsklockan

Att allting finns och kan finnas

Det &r just efter regnet

Griset tungt

och gruset

Klockan skir genom tiden med sina knivar

Vi kan minnas utan att tinka

Vi pratar for att borja tinka tillsammans

Du fér skriva vad du vill

Du kan skriva hur du vill

Det spelar ingen roll s linge vi lever

R

Under projektets gdng har jag undervisat i reflexivt akade-
miskt skrivande fér doktorander och masterstudenter inom
konstnirlig forskning, humaniora och samhillsvetenskap i
Sverige och utomlands, deltagit i konferenser och etablerat
viktiga niatverkskontakter inom genusvetenskap och konst-
nirlig forskning. Hosten 2012 hade jag férménen att vara
gastforskare vid Centre for Narrative Research vid Univer-
sity of East London, och deltog i och presenterade forskning
vid dess hogre seminarium. Inspirerad av den USA-baserade
sociologen Laurel Richardsons bok Travels with Ernest. Cros-
sing the Literary/Sociological Divide (Ethnographic Alterna-
tives) (2004), bestimde jag mig fér att undersdka inte bara
skrivande utan ocksd resande som metod. Det vill siga: att
skriva och resa samtidigt. Under en veckas tid reste jag dirfor
runt i Skottland. Fér att skapa en metodisk struktur bestim-
de jag pa forhand att resa med olika kommunikationsmedel
(t8g, buss, bat), att resa minst fyra timmar varje dag (vilket
ledde till ett snitt pd cirka sex till sju timmars resande per
dag), samt att anteckna sa mycket jag 6verhuvud orkade lings
vagen. Sjilva resandet som metod var alltsd stillt i centrum,
snarare dn att gbra beskrivningar av de platser jag besokte.
Under resan antecknade jag pa papper, i min dator och mo-
bil. Dessutom fotograferade och filmade jag fran tdg, buss och
bat. Resultatet presenterades sedan under ett seminarium pa
Centre for Narrative Research. Det kanske mest 6verraskande
forskningsfyndet fran resan, var att den skrift jag dstadkom
(som i forskningssammanhang nog kan kallas fér etnografi)
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i stort sett baserades pa substantiv. Sjalv hade jag f6érvintat
mig att resande och skrivande som metod skulle resultera i
verbbaserade utsagor. Slutsatserna som jag drog av detta, var
dels att de kommunikationsmedel som hade valts helt enkelt
hade fér hég hastighet for att ndgot annat 4n snabba land-
skapsskisser uppbyggda av substantiv 14t sig goras. Dels kom
vi under seminariet gemensamt fram till hypotesen att "the
I/eye is in the verb”, det vill séga att textens subjekt genom
att fardas 4r inneslutet i en rorelse, medan det landskap som
fars forbi dr stilla. Ur en genusvetenskaplig synvinkel finns
det en rad problem som bér diskuteras rérande resande som
metod och som baseras pa den resandes position ur exempel-
vis klass-, kdns, ras- och etnicitetsperspektiv. Detta var ocksa
fragor som lyftes till diskussion under seminariet.

Min framsta férhoppning med projektet 4r att det bidrar till att
skapa nya dialoger mellan konstnirlig forskning och — framfér
allt — genusvetenskaplig forskning. Lings forskningsvigen som
vibrerar mellan dér och dé och hir och nu, har genredverskri-
dande artiklar publicerats i genusvetenskapliga tidskrifter och
forsknings- och undervisningskunskaper frén det genusveten-
skapliga filtet har anvints i métet med doktorander och stu-
denter inom konsten och den konstnirliga forskningens omra-
den. Som lektor i genusvetenskap arbetar jag dessutom aktivt
med att trina studenter, doktorander och forskare i akademiskt
och kreativt skrivande som hantverk.

SKRIVANDET SOM METOD

Fér min personliga forskningsvigs del dr jag mycket glad &ver
fortroendet att ha fatt arbeta med projektet Skrivandet som
metod. En studie i poesi, skrivprocess och det reflexiva akade-
miska skrivandets mdjligheter. I egenskap av lektor i genusve-
tenskap vid Linnéuniversitetet med uppdrag att starta upp
idmnet genusvetenskap (undervisning, forskning, samverkan),
arbetar jag med att integrera konstnirlig forskning och ge-
nusforskning med varandra. Dels genom att grundutbild-
ningen pé campus redan frén delkurs ett rymmer en sirskild
"skrivstrimma”, dels genom nationellt och internationellt
forsknings- nitverksarbete. Tillsammans med ett antal kol-
legor (Lena Martinsson, Amelie Bjérck, Annica Karlsson
Rixon, Anna Lundberg, Tiina Rosenberg, Kristina Hagstrém
Stadhl och Melissa Henderson) inom genusvetenskap och
konstnirlig forskning har jag startat forskningsnitverket F-
Re:search. Under den nationella genusforskningskonferensen
G14 i Umed 26-28 november 2014 héll vi en gemensam och
disciplinéverskridande workshop. Via medel frdn Crafoords
Stiftelse har ett samarbete mellan humanistiska och sam-
hillsvetenskapliga fakulteten vid Linnéuniversitetet inletts,
med uppdrag att bérja bygga den tvirvetenskapliga och inter-
nationella forskningsmiljon Centre for Gender and Langua-
ge. En utgdngspunkt f6r miljén dr att den samlas kring genus
och sprak som teman i vid bemérkelse och vilkomnar nyska-
pande projekt inom — och mellan - konstnirlig forskning,
humaniora och samhillsvetenskap, liksom dven teknik- och
naturvetenskap. Detta ir en bade fantastisk och stor uppgift,
som jag hoppas kan leda till innu en métesplats fér alla som
vill verka pa tviren, bdde ur konstnirligt- och vetenskapligt
hinseende. sk
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Omslaget till boken Prolog till den litterara vetenskapsteorin.
Denna bok avslutar mitt projekt och omslag och méalning

("Mouldered Hinder”, 2013) ar gjorda av konstnéaren Melissa
Henderson som jag har inlett ett samarbete med. Omslaget
ar framarbetat genom 3D-skanning och bokens textur (det vill
saga malningen pa dess framsida) foljer sjalva originalmal-
ningens.

The cover of the book “Prolog till den litterara vetenskaps-
teorin” (Prologue to the Literary Science Theory). This book
end my project and the book cover and painting ("Mouldered
Hinder”, 2013) are made by the artist Melissa Henderson, who
| started a cooperation with. The cover is made through 3D-
scanning and the texture of the book (i.e. the painting on the
cover) follows the original painting.
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Batfard till Orkneydarna i december 2012. Boat trip to the Orkney Islands in December 2012.






WRITING AS A METHOD OF INQUIRY

By Hanna Hallgren

In working on the project Writing as a method of inquiry. A study
of poetry, the writing process and the possibilities of reflexive acade-
mic writing, the question of how meaning, truth and knowledge
interact with corporeality and stylistics has remained a constant
presence. Why corporeality? Because the world touches, moves
and envelopes us through our senses. In short, we learn through
our senses, and the brain that sits in our heads. As far as stylis-
tics was concerned, I was interested in the interplay between
the literariness of the text and the creation of meaning and
knowledge, and how this in turn might relate to different
traditions for interpreting corporeality and knowledge.

PROJECT SUMMARY

Work on my project ran part-time during 2012 and 2013, with a
focus on investigating writing as a method of inquiry. The two
core questions were: a) in what way can gender/feminist episte-
mology, theory and methodology enrich and challenge poetry
writing and its methods?, and b) in what way can poetry’s ability
to reveal a poetic truth and its writing methods enrich gender
research? Interdisciplinary in nature from the outset, the study
was conducted within a poetic/artistic and a gender studies-
based literary/theoretical and methodological framework.

Alongside teaching, networking and environment building, the
project has resulted in cross-genre articles and in Prologue to
Literary Science Theory (2014; together with the artist Melissa
Henderson).

A IS BIRN

Prologue to Literary Science Theory contains a quotation from
the documentary film Marina Abramovic: The Artist Is Present
(2012), in which the performance artist says: “Show me the
incredible way we have gone from living there and then to
here and now.” Working on writing as a method of inquiry, and
materially perceiving the hand’s movement as a form of broadly
divergent thought, is in part about establishing space to
experience this way. This performance. And to discover and
investigate it as a form of knowledge creation.

Thematically, Prologue to Literary Science Theory touches on
feelings of grief and meaninglessness. I wanted to investigate and
encapsulate my own state of grief after the loss of a close relative,
and to work on the question of why only certain forms of
textuality, in my case mainly poetry and literary essays, are
capable of presenting experiences and knowledge in a way that
is seen as meaningful. What kind of linguistic materialities in
some sense confer meaning in a state of meaninglessness? This
is, of course, a highly epistemological question, whereby poetry
at its best not only is half theory and half song, but also merges
theory and empiricism. In some way, the references bury them-
selves in the flesh, so that the body suddenly understands words.
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One way of answering the question of how poetry’s revelation
of truth and its writing methods can contribute to gender re-
search, is that these are rooted in the meaning that the aesthetic
dimensions of the texts and their stylistic form (their “how”)
always carry and confer on the knowledge that is created. In
other words: the how of the text influences - sets frameworks
and guidelines for - its what. Within gender research, for
example, there is therefore good reason to investigate what
limitations and merits established genres have concerning the
knowledge production they facilitate. On the question of how
poetry writing and its methods can be enriched by the epis-
temology, theory and methodology of gender studies, there is
similarly good reason for researchers into literary composi-
tion to be inspired by feminist concepts and figures — such as
situatedness, accountability and embodied knowledge — which
underlines the importance of the researcher’s own experience,
corporeality and ethical responsibility. In short, it is about
research traditions that emphasise corporeality and materiality
in knowledge-creating processes and contexts.

RN Rr

In the article “A queer introduction to the text Grénslésa hun-
dar. On queer theory, performativity and subversive repetitions
in literary, critical and academic texts”, in Women, Gender &
Research no. 1 2013, I discuss the creation of meaning, truth and
knowledge from a perspective that differs slightly from the above.

WRITING AS A METHOD OF INQUIRY

Basing my argument in linguistic and queer theory,  ask whether
the knowledge creation of academic genres harmonises with
an underemphasis on the structural character of the academic
language, and with a weak reflexivity when it comes to how
the knowledge is established. Why? Because academic truths
arise, act and influence through assumptions that fictionality is
excluded, which helps feed a desire not to reveal the performative
mechanisms of the language used. It might even be suggested
that the successful performativity of the academic language lies
exactly in not revealing its mechanisms. To generate credibility,
academic texts therefore need to constantly maintain their
status as original. Literary language works to different genre
rules, laying bare its structure, fictionality and materiality. As
such, the “poetic truths” of literature are not created in oppo-
sition to artificiality and fictionality. Specific knowledge about
the various functions of genres has recently appeared through a
kind of poetic and academic induction work, and is discussed in
my piece “Poetics for Academics” as follows:

I have written poetry and academic texts for over twenty years
Sometimes the genres overlap, sometimes they do not

I cannot explain it in any other way

Than that it does not matter greatly

That all writing is writing

That all writing is craft

That poetry is an exploration of life

That academic text contains literary passages and affective moments
No, it does not matter greatly

It is text as text that is written for different contexts

Yes, the contexts are different
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Sometimes quite similar

Sometimes at a research seminar birdsong can be heard
We drink coffee and eat blueberry cake

It is like a poem, the scrape of the plastic spoons

A sort of cheerfulness like poetry in its ability to dream
It is so lovely to be able to dream

To dream together in a seminar

It is poetry that is read

in the rain alone on a platform

as the trains come and go

The heavy clock of opportunity

That everything exists and can exist

It is right after the rain

The grass heavy

and the gravel

The clock cuts through time with its knives

We can recall without thinking

We talk to begin thinking together

You get to write what you want

You can write however you want

It does not matter as long as we live !

AS A S O O N

Over the course of the project, I have lectured in reflexive
academic writing for PhD and Master’s students in artistic
research, the humanities and social sciences in Sweden and
abroad, as well as taken part in conferences and establishing

important contacts within gender studies and artistic research.
In autumn 2012, I had the honour of being guest researcher at
the Centre for Narrative Research, part of the University of
East London, which saw me take part in and present research
at its research seminars. Inspired by the US-based sociologist
Laurel Richardson’s book Travels with Ernest. Crossing the Li-
terary/Sociological Divide (Ethnographic Alternatives) (2004), 1
decided to investigate not only writing but travelling as a
method of inquiry. That is to say: writing and travelling at the
same time. I therefore spent a week travelling around Scotland.
To create a methodological structure, I decided in advance to
travel by different modes of transport (train, bus, boat), to
travel at least four hours every day (which in fact led to an
average of around 6-7 hours of travelling per day), and to take
as many notes as I possibly could along the way. The actual
travelling as a method of inquiry was thus the central focus,
rather than producing descriptions of the places I visited. On
the journeys, I wrote on paper, my computer and my mobile
phone. I also took photographs and videos from the train, bus
and boat. I then presented the results at a seminar at the Centre
for Narrative Research. Perhaps the most surprising research
result from the trip was that the writing I achieved (which in
a research context can justifiably be called ethnography) was
largely based on nouns. I had expected that travelling and
writing as a method of inquiry would result in verb-based
statements. The conclusions I drew from this were that, for
one thing, the modes of transport chosen were simply too fast
for anything other than quick landscape sketches made up of
nouns. During the seminar, we also came to the hypothesis
that “the I/eye is in the verb”, in that the subject of the text is
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moving and is thus wrapped up in movement, while the land-
scape being passed is still. From a gender studies point of view,
there are a host of problems that should be discussed concer-
ning travelling as a method of inquiry, based on the situation of
the traveller from perspectives such as class, gender and race/
ethnicity. These questions were raised in the discussion during
the seminar.

VAT o A AVAIRS

My main hope is that the project will help to create new
exploratory dialogues between artistic research and - above
all - gender research. Along the research path that vibrates
between there and then and the here and now, cross-genre
articles have been published in gender studies journals, and
knowledge of research and education from the gender studies
field has been deployed in the interaction with post-grads and
students in art and the areas of artistic research. As a lecturer in
gender studies, I also work actively to train students, post-grads
and researchers in academic and creative writing as a craft.

As far as my personal research path is concerned, I am very
pleased to have been able to work on the project Writing as a
method of inquiry. A study of poetry, the writing process and the
possibilities of reflexive academic writing. As a lecturer in gender
studies at Linnaeus University tasked with setting up the sub-
ject of gender studies (teaching, research, collaboration), I
work on integrating artistic research and gender research with
each other - in part through the first cycle programme on

WRITING AS A METHOD OF INQUIRY

campus, which right from course one includes a specific
“writing strand”, and in part through national and international
research networking. Together with a number of colleagues
(Lena Martinsson, Amelie Bjérck, Annica Karlsson Rixon,
Anna Lundberg, Tiina Rosenberg, Kristina Hagstrém Stahl and
Melissa Henderson) in gender studies and artistic research, I
have launched the research network F-Re:search. At the national
gender research conference Gi4 in Umed on 26-28 November
2014, we held a joint, interdisciplinary workshop. With fun-
ding from the Crafoord Foundation, a collaboration has been
established between the Faculty of Arts and Humanities and
the Faculty of Social Sciences at Linnaeus University, with a
view to building up the multidisciplinary and international
research environment that is the Centre for Gender and
Language. A starting point for this research environment is
that it focuses on the theme of gender and language in the
broadest terms, and welcomes innovative projects within — and
between - artistic research, the humanities, social sciences,
not to mention science and technology. This is a fantastic and
challenging task that I hope will lead to another meeting place
for everyone who wishes to work across boundaries, in both
artistic and academic terms. 3









EN UNDERSOKNING AV A4-ARKET

Projektledare: Emma Kihl
Text: Beata Berggren
Foto: Bjorn Larsson

En undersdkning av Ad-arket ar ett slags ostensivt definitionsar-
bete av Ad-arket genom att exemplifiera det genom dess anvand-
ningsomraden. Det &r en undersdkning som riktar en konstant
uppméarksamhet mot denna rektanguléra och platta yta: dess di-
mensioner, hur den cirkulerar i vara hem och pa vara arbetsplatser,
och pa vilken yta vi tenderar att registrera - i princip allt. Hur denna
yta spelar roll, ror sig och tar plats. Vilket "sprékspel” den ingar .
En undersékning av A4-arket &r ett arbete vars premiss ar dess
placering i vérlden: pa Kungliga Biblioteket i Stockholm, pa samma
satt som ett Ad-ark definieras av platsen dar det for tillféllet an-
vands eller forvaras. Placeringen blir en regel.

MORGON

Walter Benjamin kommer aldrig ivdg till Palestina. Det dr 1935 och
han dr i Paris. Utbetalningarna for arbetet som litteraturkritiker
har upphort att komma frin Tyskland. Hans pappersforrad dr slut.
I ett brev till Gretel Adorno ber han henne sdnda fler block av ett
speciellt papper som han kallar MK-papper. Han skriver: [...] "det
stora, falsade brevblocket” [...] "i samma férg och av samma kva-
litet.” [...] "Hittills har pengarna rdckt till det nodvindigaste — nu
rdcker de inte lingre.”

Jag gér fran Hotorgets t-banestation via Tunnelgatan for att
komma till Kungliga biblioteket pa Birger Jarlsgatan. Jag passe-
rar en skulptur av Hjalmar Séderberg. Klockan #r nio pd morgo-

nen den 10 september 2014. P4 vig in i biblioteket blir jag stop-
pad pé grund av min ryggsick och hinvisas till en korridor med
skap. Jag 13ser in min rock och viskan, tar datorn, datorsladd,
min telefon, boken med Walter Benjamins brevvixlingar, min
planbok och stoppar allt i en genomskinlig pase som finns till-
hands bredvid skdpen. Tillbaka vid entrén kan jag passera in i
biblioteket. Jag frigar mig vidare till handskriftsarkivets lidse-
sal som ligger en trappa upp. Dir méts jag av en 13st dérr men
far mojligheten att ringa pa en dérrklocka. Dérren skjuts upp
elektroniskt. Innanfor sitter en vakt som genast skickar ut mig
pa grund av plastpdsen med mina saker i. Jag gér ut, tdmmer
pésen pa innehall, balanserar alla prylarna i famnen och ringer
pa igen. Jag legitimerar mig och visar upp boken jag har med
mig. Jag skriver mitt namn och signatur pa ett kolumnerat do-
kument, ett A4-papper, och under kolumnen "in” ska jag skriva
hur mycket klockan &r. P4 disken stdr en klocka som visar 0g.14.
Mitt i ldsesalen ligger ett litet bemannat utlimningsbis med
glasférsedda viggar. Jag gar dit och ber att f& himta ut Emma
Kihls arbete En undersokning av Ag-arket accessionsnummer
2013/17. Bibliotekarien meddelar att bara tvd utlimningar per
dag goérs och jag maste komma tillbaka klockan elva for att
himta ut det jag har bestillt. For att komma ut passerar jag
aterigen vakten och ir tvungen att ange klockslag fé6r min ut-
passering, 09.24. Jag gér ner till bibliotekets café.

FORMIDDAG

Adorno svarar Benjamin i ett brev: "Ldt mig tala helt 6ppet med
stod av en vinskap, som i detta sirskilda fall dtminstone tror sig
kunna gora ansprik pd denna ritt till fullstindig oppenhet. Jag
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betraktar inte endast Passagearbetet som Ert filosofiska centrum,
utan som det mest betydelsefulla sprikliga yttrande som idag kan
goras filosofiskt; som chef d’'oeuvre mer dn ndgot annat arbete och
sa avgorande i varje avseende — dven i det privata, dven ndr det
galler framgdngen, att for mig varje forminskning av detta arbetes
inre ansprdk och ddr med nédvindigtvis varje forsakelse av dess
ursprungliga kategorier tycks mig vara en katastrof och helt enkelt
oférlatligt. Hur Ni dn kommer att organisera Ert liv, tycks det mig
som om ingen tinkbar organisation borde fa makt éver rdtten till
detta arbete. I lika hog grad som jag skulle betrakta det som en sann
olycka om Brecht skulle vinna inflytande over detta verk (utan att
ddrmed ha ndgra forutfattade meningar om Brecht — men hdr, just
hdr, mdste det goras halt), i lika hég grad skulle jag betrakta det
som en olycka om det skulle goras eftergifter for institutet — och att
arbetet, som det ursprungligen koncipierats, skulle accepteras av in-
stitutet tycks mig lika osannolikt som jag skulle vara lycklig éver att
det blev sa.”

Tillbaka uppe i handskriftsarkivet gir jag igenom samma pro-
cedur. Klockan pa disken #r 1r:09. Jag kan sedan kvittera ut en
box som det stdr Emma Kihl — Ag-arket pa och sitter mig ned
vid ett bord bredvid de andra besékarna av handskriftsarkivet.
Boxen innehéller 19 numrerade och betitlade mappar, plus en
mapp som saknar numrering men med titeln "Begravningsupp-
draget”, och en mapp av lite tjockare kartongpapper som har
titeln "Listan”. "Listan” dr i omfing den tjockaste av dem. Alla
mappar férutom "Listan” dr gjorda av ett dubbelvikt pappersark
som i#r lite stérre dn ett A3-format. Inuti ligger A4-papper med
skriven text pd. Nagra av mapparna innehaller ocksé fotografier
och andra dokument fr&n undersékningen.

EN UNDERSOKNING AV A4-ARKET

Férutom titeln ar varje mapp ocksé mirkt med bendmningen
p8, och ytvikten fér, de papper som de innehéller. Titlarna i
kronologisk ordning 4r: ”A4-ark”, "Definitioner”, "Négot 6de”,
"Foérvaring”, "Dokumentet”, "Byrékraten”, "Linjerna’, "Margi-
nal”, "Rymdskeppet”, "Tinget”, "Skrivandet”, "Vard”, "Tridet”,
“Framstillning”, "Mattet”, ”Anvindaren’, "Overlimnande”,
"Ansdkan”, “"Kontrakt, Original”’, “Begravningsuppdraget”,
"Listan”. Jag liser mapparna i ordning. Varje mapp &r sin egen
enhet, skild frdn de 6vriga. Det pdminner om att l4sa en bok.
P4 vilket sitt man dr ensam med verket, bliddrandet, lasning-
ens rorelse framat, men ocksd mojligheten att bladdra tillbaka.
Stanna upp. Lisa om. Pappernas mer eller mindre opaka kvali-
tet. Hur en sida skuggar en annan.

Men det &r inte en bok. En bok har hopbundna blad. En bok
ir ett objekt som ir till fér att reproduceras och spridas i vérl-
den. En bok ir ett objekt som gar att képa, som passerar min-
niskor, ges bort, byter dgare, slings bort, ligger i ndgons ficka
och s3 vidare. En undersokning av A4-arket ir istillet ett singu-
lart objekt som enbart gér att ta del av i Kungliga bibliotekets
arkiv. P4 s3 vis har En undersokning av A4-arket en mycket trég
och stillastdende kropp som i sin tur tvingar den som tar del av
verket att rora sin kropp pé ett annorlunda sitt 4n nir man till
exempel ldser en bok eller ser en utstillning. Jag dr tvungen att
avsitta en hel dag for att tillgodogora mig En undersokning av
Ag-arket. Och det dr inte heller en utstéllning. En utstéllning
ar oftast en kollektiv upplevelse, och har endast 6ppet en tids-
begrinsad period. Ett konstverk kan séljas, bli privat. En under-
sokning av A4-arket diremot befinner sig i arkivet pd Kungliga
biblioteket i ett enda exemplar. Fér hur 1ang tid da? For alltid?
Ett arkiv pekar pa en framtid. Verket ir offentligt. Det ir gratis.
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Och tillgingligt for alla, alla dagar. Utom séndagar da bibliote-
ket dr stingt. Det ér i férsta hand inte ett verk att titta pa. Det
ir ett verk att ldsa. S3lunda (utan att ligga en virdering i det)
undviker En undersokning av Ag4-arket att bli ett utstillnings-
objekt eller for den delen ett museiobjekt. S& med sin kropp
vil integrerad i bibliotekets rum ir En undersokning av Ag-arket
varken en bok eller en utstillning. Dess form #r kongenial med
bibliotekets arkitektur och skulle till stor del forlora sin me-
ning - som dessa rum tillskriver verket — om det avligsnades
fran sin plats i arkiven.

Nir jag sitter dér i arkivet kinns det 4nda intressant att pro-
va tanken: Att ta En undersokning av A4-arket ut ur sitt sam-
manhang. En sddan handling skulle gora dess yttre grinser
svarare att definiera och som verk skulle det istillet tvingas
insistera pa ndgon form av reproduktion fér att kunna ex-
istera. Denna tanke synliggdér En undersokning av Ag4-arkets
alldeles precisa form, just genom sin materiella skdrhet och
sin placering i virlden: i arkiven. Papperet skyddas i detta hus.
Det ir inte med En undersékning av A4-arket som med Hjal-
mar Séderberg-skulpturen, som ir dr gjuten i brons, placerad
i parken utanfor biblioteket och klarar alltifrdn blast, regn
och aska till stekande sol. Vid samma bord som jag, sitter en
kvinna som liser ur en trasig, nétt och av tiden ansatt, brun-
svart kodex. Sidorna har lossnat fran pidrmarna. Lésa, brungu-
la skinnfragment. Hon tar férsiktigt i den. Utan skyddshand-
skar. Ag-arkets papper ir fortfarande unga, vassa, blindande
rektangulira. Bredvid varandra pa bordets yta utgér de badda
objekten en anakronism.

Jag liser till och med till mapp 17, "Overlimnande”, innan
jag tar lunch.

Fér att passera ut méaste jag visa upp boken med Walter Benja-
mins brevvixlingar for vakten. Han dr noggrann, letar, bliddrar
mellan sidorna. Hittar inget. Vid mitt namn pa formuliret skri-
ver jag att klockan &r 13:21.

Det 4r svart att definiera vad det &r for slags skrivande som
pagar i En undersokning av A4-arket. Det dr berittelser, det dr
anekdoter, tankar och funderingar. Det kan vara redogorelser av
dokumentirt slag, av méten och platser, transkriberade samtal
och historisk faktainformation. Nagra av mapparna innehéller
ocksa verkliga dokument - brey, institutionella originalhand-
lingar och pappersprover — som alla pa ett eller annat vis hér
till sjélva undersdkningen. Lasningen framkallar en kénsla av
anonymitet. Det finns ingen underskrift. Ingen tydlig avsin-
dare. Ingen adressat. Inget formellt uttalat jag. Det finns olika
grammatiska jag.

Vad dessa texter och dokument har gemensamt ir att de
alla pd ndgot sitt utgar frén, eller ndrmar sig, A4-arket genom
att exemplifiera och peka ut A4-arkets anvindningsomraden.
Vad definierar ett Ag-ark? En unders6kning av A4-arket dr
en undersdkning av hur vi bendmner och pekar ut. Hur vi
beskriver. Hur vi inventerar och ordnar saker. Vad detta for
med sig och vad det ger for betydelse. Det dr en konstant
uppmirksamhet som hela tiden riktas mot papperets yta,
och papperet som material. En reflektion som efterhand rub-
bar alla eventuella férestillningar om denna platta plats av
papper som en neutral yta. Som om det skulle vara en yta fri
fran betydelse. Som om det skulle vara en yta som bara "vi-
sar fram”. Papperet blir mer och mer materiellt och A4-arken




94 - 7

som jag laser ifrdn verkar snart betyda mer &n vad som star
skrivet pa dem.

Karaktirerna som presenteras ir stiliserade och bidrar till
kinslan av anonymitet. Platsangivelserna ir generiska: konto-
ret, férlaget, biblioteket, fabriken, begravningsbyran. Vad plat-
serna har gemensamt ir att de pd olika sitt genomstrémmas av
Ay-arket. Papperet, som vid en férsta anblick ser oskyldigt och
behjilpligt ut, framstdr mer och mer som en 6vervakningsplats
dar vad som helst kan registreras. En plats som kan spridas och
anvindas av vem som helst, som kan finnas 6verallt, som kan
arkiveras och sparas for framtida bevis.

LFTERMIDDAG

Tillbaka hos vakten i ldsesalen lutar jag min kropp mot disken
och skriver samma tid p& papperet som klockan visar, 14:50. Jag
laser mapparna "Ansdkan” och "Kontrakt, original”, "Begrav-
ningsuppdraget” och "Listan”. "Ansékan” innehéller konstni-
ren, och i det hir fallet ocksa férfattaren av En undersokning av
Ag-arket, Emma Kihls ansokan till forskartjansten pd Kung-
liga konsthégskolan. Mappen "Kontrakt, original” innehéller
originalkontraktet for tjansten. Dar framgar hur mycket 16n
som har utbetalats till doktoranden och hur mycket pengar
Vetenskapsradet har betalat ut till Kungliga konsthégskolan.
Framvisandet av dessa dokument, vilka till&ts bli en del av ver-
kets utsaga, ger en formell presentation av upphovsmannen.
Men trots den detaljerade informationen som delges ldsaren
framkommer inget privat — inte ens ndgot personligt. Det
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pekar snarare pad en arbetsmetod, ett tillvigagdngssitt som
konstituerar verket, men ocksd under vilka férutsittningar
arbetet har opererat.

Mappen "Begravningsuppdraget” innehéller originalblanket-
ter frAn en begravningsbyra, vilka refererar till mappen som
heter "Overlimnande” och som i sin tur beskriver ett besk pé
en begravningsbyra. Blanketternas formulir 4r tomma. Det vill
sdga, det vi vanligtvis kallar innehall 4r borta, namn och privat
information har raderats ut och endast formulérets rutor finns
att se pa arken. Hir sker en omvirdering av vad som ska ldsas.
Vi tvingas istillet studera det som brukar betraktas som trans-
parent: det ramverk av kolumner och rutor som ir menade att
visa fram formulirets "inneh3ll”.

LISTAN

"Kanske dr problemet inte saken i sig sjdlv. Utan det att varje sak kréver sin

plats, sin férvaring. En vixt behover jord, en kruka och oftast en plats nira
solljus. Ett papper insisterar pa sin placering, i mappen, i registret, i pirmen,
i skrivbordet, i flyttkartongen, eller i papperskorgen. Sakerna kriver pd négot
vis varandra. Fér att forsoka forstd denna komplicerade bundenhet, och for
att f4 en Sverblick 6ver vad som finns samlat pa en specifik plats, gér jag vid
ett tillfille en mer omfattande inventering av alla mina saker.” (ur mappen
"Tinget”)

I mappen "Tinget” nimns en lista. Jag tinker inte nirmare
pa vad en sddan lista skulle kunna innebira férrin jag méts
av den i sista mappen “Listan”. "Listan” innehaller en inven-
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tering av konstniren, Emma Kihls, egen bostad. En invente-
ring av i princip alla prylar i hennes hem. Nistan en tredjedel
av — den pa alla sitt i omfdng imponerande - inventeringen
upptas av fotografier. I antal ir fotografiet det mest frekvent
féorekommande foremalet i detta hem. Fotografier upptar en
liten plats i en bostad. Men i en inventeringslista forskjuts
skalan, och fotografierna upptar vildigt stor plats. Genom att
studera detaljerna kastas proportionerna om och andra sak-
forhallanden synliggors. Har ett kort utdrag fran listan:

"ETIKETT Avery jam free laser pasel gg,1x139gmmx4 60 st, i ett
ark dr tva lappar anvinda, i ett annat ett, i ett tredje dr en bit av
en klisterlapp bortklippt

KUVERT miljémirkt 16,2x 22,9 cm, miljémairkt, 81 st

PARM Prat Pampa 143P (Prat Paris) svart ldder med kl4dd insida
samt knipps, insida klidd i svart , 10 ej utbytbara plastfickor,
21X30CM, plastfickorna dr mycket slitna

VASKA Reactbag 41x43 cm gré polyester med svarta remmar
FOTOGRAFI 10x13 cm Fuji, halvbild, skuggan av en person i
solkeps pa en balkong, ett hav i bakgrunden, en bil skymtas
FOTOGRAFI 10x13 cm Fuji, helbild, tva personer sitter med
ryggen mot varandra vid en strand, under ett halmtak, den ena
haller en klubba

FOTOGRAFI 10x13 cm Fuji, helbild, en skock getter pa vig ned
for en backe

FOTOGRAFI 10x13 cm Fuji, halvbild, en person med hatt sitter
pa en 3sna till vinster i bilden

FOTOGRAFI 10x13 cm Fuji, helbild, Emma Kihl stir framfér
en buske med rosa blommor”
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"Listan” indelas inte bara i varje foremaéls "art” (till exempel
skruv, cd, bok, fotografi) utan redovisar ocksé varje enskild
bestdndsdel. Varje objekt dr nedtecknat och beskrivet. De ér
inte numrerade men sorterade. Inte fér att bringa ordning i
verkligheten utan for att bringa ordning i "Listan”. Den blir
ett sjilvportritt av konstniren. Ett utsnitt ur hennes liv. En
genomskirning av en bostad, ett hem, en specifik tid. Jag vill
kalla "Listan” f6r en formell sjdlvbiografi. Biografi fran orden
bios och grafe som betyder liv och skrift. "Listan” plockar isir
och visar upp alla de delar som bildar en struktur, alla de delar
som héller ihop en helhet - i det hir fallet ett hem. All "denna
komplicerade bundenhet”, "varje sak [som] kriver sin plats”.
Vilka ir delarna som konstruerar? Vad konstruerar en lista, ett
bibliotek, eller ett konstverk? Ett A4-papper, ett dokument, en
pappersmassa, ett lim, ett trdd, en fabrik, ett flygplan, eller ett
landskap? De olika delarna maéste "flyttas ut” ur sin relation till
varandra, separeras, sorteras och placeras bredvid varandra, fér
att f3 syn p& ndgot annat. Och papperet med sin plana yta dir
saker kan skrivas ned bredvid varandra, hjilper till med detta.

Aven om det kan finnas vissa tveksamheter kring om det
verkligen #r en lista det ror sig om — men om vi bestimmer oss
for att se pd "Listan” som en lista, skulle den franska poeten
Emmanuelle Hocquard siga: "Den som gér upp listor &r en an-
nalist, inte en historiker. Han sidostiller data pé ett platt sitt,
utan att uppritta orsakssammanhang mellan dem. Ett visst ar
kommer man att minnas: en solférmérkelse, en 6versvimning,
en militdr seger, en livsmedelsbrist, osv.” (En privatdetektiv och
grammatiker i Tanger, OEI editdr, 2012.) Jag skriver ut mig frén
lisesalen 16:58.
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FILMEN

Som en del av verket En undersokning av Ag4-arket ingdr ocksa
filmen Skutskdrs bruk som finns att se i rummet fér audiovi-
suella medier p& Kungliga biblioteket. Filmen relaterar till
mappen "Framstillning” déir det berittas om ett besdk pé ett
anonymt pappersbruk som tillverkar A4-papper. [ filmen har
bruket fatt ett namn. Det ir en film som kontemplativt regist-
rerar det som sker. Ett slags av-filmande av maskinerna och
verksamheten péd bruket. Bilderna #r filmade rakt framifran.
Det finns ingen berittarrdst som talar om f6r oss vad vi ser. Inte
heller ndgon musik som styr ett narrativ. Ljudet uppfattas som
reellt och kameran visar enbart var tillverkningen av papper
sker och hur den gér till. Genom vart seende inhdmtar vi kun-
skap. Filmen Skutskdrs bruks pdminner i sitt tillvigagingssitt
om den kinesiska dokumentirfilmaren Wang Bings film West of
the Tracks och den franska konstniren Marion Naccaches film
Coney Island (Last summer).

DAGEN EFTER

En undersokning av A4-arket ir ett slags ostensivt definitions-
arbete av Ag-arket genom att exemplifiera det genom dess
anviandningsomraden. Det dr en undersdkning som riktar en
konstant uppmirksamhet mot denna rektangulira och platta
yta: dess dimensioner, hur den cirkulerar i vdra hem, pé vira
arbetsplatser, och pa vilken vi tenderar att registrera — i prin-
cip allt. Jag tinker p& Derek Beaulieus grafiska transkription,
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Flatland, av science fiction-romanen Flatland som handlar
om en virld dir allt 4r tvddimensionellt. Till exempel dr kvin-
norna i boken smala streck som kan skada andra ménniskor
om de kommer mot dem med spetsen férst. Darfor maste de
vara i konstant rorelse for att synas. En undersokning av A4-
arket dr en undersokning av hur arkets yta spelar roll, rér sig
och tar plats. Vilket "sprakspel” det ingér i. Det ir ett arbete
vars premiss dr dess placering i virlden: pd Kungliga bibliote-
ket i Stockholm, pd samma sitt som ett A4-ark definieras av
platsen dir det for tillfallet anvinds eller forvaras. Placeringen
blir en regel.

Det ir ett arbete som pekar pa de ytor och format som bir
upp och visar fram. De ytor som i viss m&n maste inneha en
genomskinlighet fér att vi ska kunna uppfatta det vi férvin-
tas ta del av, som till exempel romanens innehéll, handlingen
i filmen, debatten i tv, meddelandet i dagstidningen. Forma-
tet dr en foérutsdttning for att ett samtal, ett mote eller en
skrift ska kunna 4ga rum. Formen #r en forutsittning fér syn-
lighet.

En undersokning av Ag-arket skaffar sig auktoritet genom att
inte 13ta sig begrinsas av ndgra bestdmda ramar, utan tillater
sig att deformera och uppfinna vigar mellan dessa. Det star 6d-
mjukt infor sin egen inre lag: de noggrant utvalda placering-
arna. Vigen gar via A4-arket som uppritthéller sin yta som en
mojlig plats att vara och 6verleva pa.

Benjamins svar till Adrono: ”[...] Denna romantiska form hade
blivit forlegad i ett utvecklingens raccourci, men jag hade da
och dven flera dr senare fortfarande inte ndgon bild av en ny
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form. For ovrigt borjade under dessa dr de yttre svdrigheterna,
vilka fick mig att betrakta det till foljd av de inre svdrigheterna
ajournerande arbetssdittet som en nodvindig forsynens skickelse.
Diirefter foljde det betydelsefulla motet med Brecht och dédrmed
héjdpunkten for alla aporier i detta arbete, vilken jag inte heller
nu stod frammande infér. Det som under denna senaste tidsperiod
fick betydelse for arbetet — och det dir inte litet — kunde visserligen
inte ta form forrin denna betydelses grinser stod klara for mig

och jag foljaktligen inte heller frdin detta hall fiste ndgot avse-
ende vid 'direktiv’” =

Se not under Bilagor: Referenser och litteraturforteckningar.
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A STUDY OF THE A4 SHEET

Project manager: Emma Kihl
Text: Beata Bergren
Photo: Bjorn Larsson

A Study of the A4 Sheet is an attempt to give an ostensive definition
of the A4 sheet through examples of its uses. This is a study that
directs a constant focus on this flat, rectangular surface, its dimen-
sions and how it circulates in our homes and workplaces, and on
whose surface we tend to record practically everything. How this
surface plays different roles, moves about and occupies space. What
‘linguistic games” it gets involved in. The A4 Sheet is a work whose
premise is its position in the world: at the National Library of Sweden
in Stockholm, like an A4 sheet that is defined by the place where it is
currently being used or stored. The location becomes a rule.

WORNING

¥ 'NA/VUr

Walter Benjamin will never get away to Palestine. It is 1935 and he
is in Paris. The payments from Germany for his work as a literary
critic have ceased. His stock of paper has gone. In a letter to Gretel
Adorno, he asks her to send more pads of a special paper that he
calls MK paper, he writes: [...] “the large writing pad” [...] “the same
colour and quality” [...] “Until now I have had enough [money] for
the bare necessities — and now I do not.”

I walk from Hétorget’s metro station via Tunnelgatan to get
to the National Library of Sweden on Birger Jarlsgatan. I pass
a statue of Hjalmar Séderberg. It is g am on 10 September
2014. On my way into the library, I am stopped because of my

rucksack and directed to a corridor with lockers. I lock away
my coat and bag, but keep my computer, its cable, my phone,
the book of Walter Benjamin'’s correspondence and my wallet,
stuffing it all into a transparent bag that is provided next to the
lockers. [ return to the entrance and am allowed into the library.
I ask for directions to the reading room for the manuscript
archives, which turns out to be upstairs.  am faced with a locked
door but there is a doorbell to ring. The door opens electroni-
cally. Inside sits a guard who immediately sends me out because
of the plastic bag with my things in. I go out and empty the bag
of its contents, balancing all my belongings in my arms, and
ring again. I am required to present ID and to show the book
I have with me. I write my name and signature on a columned
document, a sheet of A4 paper, and in the “in” column, I am
supposed to enter the time. On the desk sits a digital clock, it
says 09:14, so | write that in. In the middle of the reading room
is a small staffed lending booth with glass walls. I go there and
ask to borrow Emma Kihl's work The A4 Sheet, accession num-
ber 2013/17. The librarian informs me that they only hand out
items twice a day and that I will have to come back at 11 o’clock
to collect my order. To get out, I once again pass the guard and
am required to enter the time of my departure, 09:24. I go down
to the library’s café.

MID-VIORNING
Adorno writes back to Benjamin: “You must allow me to speak quite

openly in the justified name of a friendship which, in this one case
at least, can properly claim the right of total candour. I regard




your work on the “Arcades” as the centre, not merely of your own
philosophy, but as the decisive philosophical world which must find
utterance today; as a chef d’oeuvre like no other, and as so decisive
in every sense, whether in the private sense or equally in that of
public success, that any weakening of the innermost claims of this
work, and any consequent repudiation of its own peculiar categories,
would strike me as catastrophic and quite irreparably damaging. It
really seems to me that, quite irrespective of how your affairs are to
be managed, there is no conceivable institution which has the right
to exercise any power over this work. Just as I believe it would be
a real misfortune if Brecht were to acquire any influence upon this
work (I say this without prejudice to Brecht — but here, and precisely
here, there is a limit), so too I would regard it as a misfortune if any
concessions were to be made to the Institute in this regard — and
although the Institute is extremely unlikely to accept the work as
originally conceived, I wish that it were not so.”

Back up at the manuscript archives, I go through the same proce-
dure with the guard. The clock on the desk says 1:09. I am then
able to sign out a box labelled “Emma Kihl - The A4 Sheet” and
sit down at a table, alongside the other visitors to the manuscript
archive. The box contains 19 numbered and titled folders, plus
one folder with no number that bears the title “The Funeral”, and
a folder of slightly thicker paperboard with the title “The List”.
“The List” is the thickest of the folders in terms of content, too.
All the folders except “The List” are made from double folded
paper that is slightly larger than A3 size. Inside are sheets of A4
paper with text written on them. Some of the other folders also
contain photographs and other documents from the study.
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In addition to the title, each folder is also marked with the
name, and grammage, of the papers contained within. The
titles, in chronological order, are: “A4 Sheet”, “Definitions”,
“Fate”, “Storage”, “The Document”, “The Bureaucrat”, “The
Lines”, “Margin”, “The Spaceship”, “The Thing”, “The Writing”,
“Care”, “The Tree”, “Manufacture”, “The Measure”, “The User”,
“Handover”, “The Application”, “Contract, Original”, “The
Funeral” and “The List”. I read the folders in order. Each one is
an individual unit, separate from the others. It is like reading
a book. The way I am alone with the work, the browsing, the
forward motion of reading, but also the ability to go back. Stop.
Re-read. The more or less opaque quality of the papers. How
one page casts a shadow over another.

But it is not a book. A book has bound pages. A book is an
object made to be reproduced and released into the world. A
book is an object that can be bought, gets passed on, is given
away, changes owner, is discarded, sits in someone’s pocket
and so on. The A4 Sheet is instead a singular object that can
only be accessed via the National Library’s archives. As such,
The A4 Sheet has a very languid and slow body that in turn
forces the person exploring the work to move their body in
a different way to reading a book or viewing an exhibition.
I have to set aside a whole day to fully appreciate The A4
Sheet. And it is not an exhibition. An exhibition tends to be a
collective experience that is only available for a limited
period of time. An artwork can be sold, become private. The
Ay Sheet on the other hand is the only copy, and it is held
in the archives of the National Library — for how long? For-
ever? An archive always points towards a future. The work
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is public. It is free. And it is available to everyone, every
day, except Sundays, when the library is closed. It is not
really a work to look at. It is a work to read. And so (without
making any judgements) The A4 Sheet avoids becoming a
display object or, for that matter, a museum artefact. So, with
its body well integrated with the room in the library, A4 Sheet
is neither a book nor an exhibition. Its form is compatible
with the library’s architecture and the work would to a large
extent lose its meaning — as ascribed it by this room - if it was
removed from its place in the archives.

As I sit there in the archives, it still feels fascinating to
consider this idea: to take The A4 Sheet out of its context. Such
an action would render its external limits more difficult to
define and as a work it would instead be forced to insist on
some form of reproduction in order to exist. This thought
highlights The A4 Sheet’s precise form, through its material
fragility and its place in the world: in the archives. The materials
in the paper are protected in this building. The A4 Sheet is not
like the Hjalmar Séderberg statue, which is cast in bronze and
stands in the park outside the library, where it shrugs off every-
thing from wind and rain to thunderstorms and the baking
sun. At the same table as me sits a woman who is reading a
worn, shabby, brown-black codex that has suffered the ravages
of time. The pages have come away from the cover. Loose,
yellowed fragments of skin. She carefully takes hold of a page.
Without gloves. It is dizzying. The paper in The A4 Sheet is still
young, sharp, blindingly rectangular. Next to each other, on the
table’s flat surface, both objects are an anachronism. I read as
far as folder 17, “Handover”, before I go for lunch.

To get out, I have to show the book of Walter Benjamin’s
correspondence to the guard. He is thorough, searching, flick-
ing through the pages. He finds nothing. Alongside my name
on the form, I write that the time is 13:21.

It is difficult to define what kind of writing takes place in The
A4 Sheet. There are accounts, anecdotes, thoughts and musings.
There are reports of a documentary nature, of meetings and
places, transcribed conversations and pure factual information.
Some of the folders also contain real-world documents, such as
letters, institutional originals and paper samples, which belong
to the study. Reading provokes a sense of anonymity. There is
no signature. No clear sender. No addressee. No formalised “I”.
There are various grammatical “I’s”.

What are these texts and documents have in common is
that they are all in some way based on or related to the A4
sheet, as they exemplify and highlight its uses, in an almost
ostensive sense. What defines an A4 sheet? It is not, in the
first instance, a linguistic task, but it is a task that sits within
the domain of linguistic work. It is an investigation of how
we name and highlight things. How we describe. How we
list and order things. What this entails and what meaning it
gives. Itisa constant awareness thatis always drawn back to the
surface of the paper, and the paper as a material, a reflection
that then disrupts any notion of this flat area of paper
being a neutral space. As if it could be a surface free from
meaning. As if it could be a surface that merely “presents”.
The paper becomes more and more material and the A4




sheets I am reading soon appear to mean more than what is
written on them.

The characters that are presented are stylised and contri-
bute to the sense of anonymity. The statements of location are
generic: the office, the publishing firm, the library, the factory,
the funeral home. What the places have in common is that they
are connected, in different ways, to the A4 sheet. The paper,
which at first sight seems innocent and helpful, comes across
more and more as a place of surveillance; where anything at all
can be recorded; which can be spread and used by anyone at all;
which can be found everywhere; which can be archived and
saved as future testimony. The A4 sheet is an incredibly sub-
jective surface. A conspiracy. A predetermined surface, there
to record the world.

AFTERNOON

A STUDY OF THE A4 SHEET

presentation of the author. However, despite the detailed infor-
mation shared with the reader, nothing private is revealed - not
even anything personal. It is more about a working method,
an approach that constitutes the work, but also about the con-
ditions under which the work has operated.

The folder marked “The Funeral” contains original forms
from a funeral home, which in turn refer to the folder called
“Handover”, a description of a visit to a funeral home. The
forms are empty. What we usually call content is absent, names
and private information have been erased and only the form’s
boxes can be seen on the sheets. Here, we have to re-evaluate
what is to be read. We are forced instead to study what is
usually considered as transparent; the framework of columns
and boxes that are intended to reveal the “content” of the form.

THE LIST

Back with the guard in the reading room, I lean against the desk
and write the time shown on the clock, 14:50. I read the folders
“The Application” and “Contract, original”, “The Funeral” and
“The List”. “The Application” contains the artist, and in this
case also the author of The A4 Sheet, Emma Kihl’s application
for a research post at the Royal Institute of Art. The folder
“Contract, original” contains the original contract for that post.
It states what salary will be paid to the doctoral student and how
much money the Swedish Research Council paid to the Royal
Institute of Art. Displaying these documents, which are allo-
wed to become part of what the work has to say, gives a formal

“Perhaps the problem is not the thing in itself. But the fact that everything
requires its place, somewhere to exist. A plant needs soil, a pot and usually a
place in the sun. A sheet of paper insists on its own place, in the folder, in the
register, in the cover, in the desk, in the storage box or in the waste basket.
The things need each other, somehow. To try to understand these complex
constraints, and to gain an overview of what is collected in a specific place, on
one occasion I conduct a more detailed inventory of all my things.” (from the
folder “The Thing”)

The folder for “The Thing” mentions a list. I think no more
about what such a list might involve, until I come to the final
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folder, “The List”. This contains an inventory of the artist
Emma Kihl's own home; an inventory of practically all the
objects there. Almost a third of the, in every way impressive,
inventory is made up of photographs. In fact photographs are
the most numerous object in the home. Photographs take up
little domestic space, often being kept in a photo album or on a
computer. But in the inventory, the scale shifts and the photo-
graphs take up a huge amount of space. Studying the details
transposes the proportions and other facts are revealed. Here is
a short extract from the list:

LABEL Avery jam free laser parcel gg,1xi3gmmx4, x60, two
labels have been used on one sheet, one label on another, and
on a third sheet a bit of a sticker has been cut off

ENVELOPE ecolabelled 16.2x22.9cm, ecolabelled, x81

FILE Prat Pampa 143P (Prat Paris) black leather, lined, with
fastener, inside clad in black, 1o fixed plastic pockets, 21x30cm,
the plastic pockets are very worn

BAG Reactbag 41x43cm grey polyester with black straps
PHOTO 1ox13cm Fuji, half-length portrait, shadow of a person
in a sun hat on a balcony, sea in the background, glimpse of a car
PHOTO r1ox13cm Fuji, full portrait, two people sitting back to
back on a beach, under a thatched roof, one holding a lolly
PHOTO 1ox13cm Fuji, full portrait, a herd of goats heading
down a hill

PHOTO 10x13cm Fuji, half-length portrait, a person in a hat
sitting on a mule in the left of the picture

PHOTO 1ox13cm Fuji, full portrait, Emma Kihl standing in
front of a bush with pink flowers

“The List” is not only divided according to the type of object
(e.g. screw, CD, book, photo), but also details each individual
component. Every object is recorded and described. They
are not numbered, but they are sorted. Not to bring order to
reality, but to bring order to “The List”. It becomes a self
portrait of the artist. An extract from her life. A cross-section
of a house, a home, a specific time. I want to call “The List” a
formal autobiography. Biography from the words bios and grafe
which mean life and writing. “The List” picks apart and displays
all the elements that form the structure, all the parts that hold
together the whole — in this case a home. All “these complex
constraints”, “everything requires its place”. What are the parts
that do the constructing? What constructs a list, a library, or
a work of art; a sheet of A4 paper, a document, a pulp, a glue,
a tree, a factory, an aeroplane, or a landscape? The different
elements have to be “knocked out” of their relationship with
each other, separated, sorted and placed next to each other in
order to see something different. And the paper, with its flat
surface where things can be written down next to each other,
helps with this.

There may be some doubt about whether “The List” really is
alist, but if we agree to view “The List” as a list, then the French
poet Emmanuelle Hocquard would say: “The person who
makes a list is an annalist, not a historian. He records events in
a flat way, without drawing any causalities between them. A
particular year will stick in the memory: an eclipse, a flood, a
military victory, a food shortage, etc.” (A Private Detective and
Grammarian in Tangier, OEI Editor, 2012.) I sign out from the
reading room at 16:58.



THEFILM

The work The A4 Sheet also includes the film Skutskdr Mill, which
can be viewed in the room for audiovisual media at the National
Library. The film relates to the folder “Manufacture”, which talks
about a visit to an anonymous paper mill that produces A4 paper.
The mill is, however, given a name in the film, which takes the
form of a contemplative document. A record of the machines and
operations at the mill. The images are filmed head on. There is
no voiceover explaining what we can see. Nor is there any music
steering a narrative. The sound comes across as authentic and the
camera simply shows where the paper is manufactured and what
the process is. We gain knowledge by seeing. In its approach, the
film Skutskdr Mill is reminiscent of the Chinese documentary
filmmaker Wang Bing’s film West of the Tracks and the French
artist Marion Naccache’s film Coney Island (Last summer).

THENEXT DAY

A Study of the A4 Sheet is an attempt to give an ostensive
definition of the A4 sheet through examples of its uses. This
is a study that directs a constant focus on this flat, rectangular
surface, its dimensions and how it circulates in our homes and
workplaces, and on whose surface we tend to record practically
everything. I think of Derek Beaulieu’s graphic transcription,
Flatland, of the science fiction novel Flatland, which is about a
world where everything is two-dimensional. The women in the
book, for example, are thin lines that can injure other people
if they come at them point first, and therefore have to be in
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constant motion to make them visible. The A4 Sheet is a study of
how the surface of the sheet plays different roles, moves about
and occupies space. What “linguistic games” it gets involved
in. It is a work whose premise is its position in the world: at
the National Library of Sweden in Stockholm, like an A4 sheet
that is defined by the place where it is currently being used or
stored. The location becomes a rule.

The A4 Sheet gains authority by letting itself be limited by
certain set parameters, and not permitting itself to deform
and find ways around them. It remains humbly within its own
internal laws: The carefully chosen placements. The way for-
ward is mediated by the A4 sheet, which presents its surface as
a potential place to be and to continue existing.

Benjamin’s response to Adrono: “[...] This romantic form had been
overtaken in a raccourci of development, but at that time, and for
some years to come, I still had no idea of any possible form. What is
more, these years also saw the beginning of those external difficulties
which have almost providentially revealed to me that my own inner
difficulties had already strongly encouraged a rather hesitant,
dilatory manner of working. Then followed the decisive encounter
with Brecht, and with it the combination of every aporia connec-
ted with this work, which even then I still refused to relinquish. The
significant experience which I was able to gain for my work from
this recent period — and it was by no means insubstantial — could
not properly take shape before the limits of that significance had
become indubitably clear to me, and all ‘directives’ from that
quarter as well had thereby become quite superfluous.”

See note Appendices/ References and bibliographies.
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LINKOPING: P4 Elsa Brandstroms gata 3 ligger ett hus som tidigare
har varit missionskyrka. Utanpa ar byggnaden vit och stilig, inuti ar den
svart och stilig, med svarta balustrader bakom vilka du kan springa
hogt uppe 1 luften, och med stjamformade takfonster som du kan
plicka upp Mot nar du ligger pa det svarta golvet. Det gor du ofta.

For detta hus ar inte langre en missionskyrka. Detta ar ung scen/
Ost.

Hit kommer Ostergdtlands barn och unga, oftast under skoltid,
oftast som del av en skolklass och i sillskap av ldrare. F av be-
sokarna dr dir av egen vilja, ménga har liten vana vid scenkonst,
an mindre vid den typ av experimentell och politisk scenkonst
som sitts upp pad ung scen/dst. Viljor och kroppar krockar.
Kroppar som vill vara med, kroppar som vill ga ut, kroppar som
faller i extas, kroppar i férindring. Kroppar som vill bestimma
6ver andra kroppar. Férlamade kroppar, férlamande kroppar.
Skol-klassen som kropp, kroppen som klass-markor.

P& ung scen/ost mots giganterna:

SKOLAN KONSTEN POLITIKEN
De tar sig fram péa tusen fotter nér de drabbar samman,
invaderar och insuper varandra.
Tusen fétter, eftersom varje gigant innehaller ett myller av
sprak, traditioner, individer, ideologier, synsatt
som tanker och vill olika saker vad galler
kunskap, konst, politik,
vilket innebar en

KONSTANT FORHANDLING OM BETYDELSE

NG

Ung scen/6st dr ett rhizom, dndlost skapade kopplingar som
ir byggda pa organiska fléden utan bérjan, slut, fasta hierarki-
er eller motsatspar, men med olika delar, ting, relationer, pro-
cesser, intensiteter och hastigheter som kopplas samman och
som vixer i férhéllande till varandra, knyter an och knoppas av,
drar ivig &t olika hall. Delarna fortétas och fértunnas, mynnar
ofta ut i ett intet. Det finns alltsé ingen egentlig struktur eller
ordning: olika typer av uttryck, omraden och genrer kopplas
till varandra, olika regimer och olika typer av existenser kopp-
las samman i rhizomets system (jamfor Delueze&Guattari
1987). P4 sé sitt kopplas politik, kunskap och konst ihop pa
ung scen/ést, byter plats, 16per samman och isir. Den femi-
nistiska filosofen Elizabeth Grosz skriver: “Rhizomatics is a
form of pragmatics: it is concerned with what can be done;
how texts, concepts and subjects can be put to work, made to
do things, make new linkages” (Grosz 1994:200). Detta ir ung
scen/ost.

Att bedriva konstnirlig forskning i den hér situationen &r
som att forséka stoppa en levande blickfisk i en nitkasse. Det
ir alltid ndgon del som sticker ut, det blir aldrig ndgon riktig
ordning och reda i tankearbetet. Olika delar slinker ivig &t
olika hall och lockar oss att folja med &n hit, dn dit, samman-
hanget 4ndrar sig pd kalejdoskopiskt vis, kaos hotar stindigt.
Och det dr s3 mycket folk éverallt!

Under tiden som férflyter tar jag mig rollen som flandr, en
som efterstrivar den intensitet som uppstar i massan, 13ter sig
fascineras, forforas och uppslukas (Benjamin 1994). Jag ér en
frimling som kommer utifrdn och in, en del av gruppen men



samtidigt inte, en blandning av nirhet, engagemang och lik-
giltighet (Simmel 1981). Jag ér en tvirvetenskaplig feministisk
forskare som teatern har rekryterat pa grund av min extraordi-
nira kinsla fér kvinnligt komiskt groteskeri (Lundberg 2008).
Ibland gar jag dérifrdn, men atervinder alltid. Jag rasslar genom
rummen pd ung scen/dst. Ibland ligger jag pa golvet, ibland
stdr jag pd huvudet, ibland iscensitter jag seanser, ibland héller
jag forelasningar, ibland skriver jag saker, ibland lyssnar jag (se
Lundberg et al. 2012; Lundberg 2013a; 2013b; 20143; 2014b; 2014C;
Lundberg & Killstrém 2014). Oftast tillsammans med andra,
ofta i praktikens hjirta. Oftast dr jag dldst pa teatern. Jag tror
att jag far tillatelse att stanna lika mycket fér min kirlek som
for min kunskap. Jag dr en feminist-flanor, en grotesk farmor
pa genomresa.

OVERSATTNINGSPRAKTIKER

Jag vinder mig &ter till Deleuze och Guattari, som verkar vara
allergiska mot olika typer av rigida segment (Deleuze 1983). De
duckar fér de prydliga kategorier som gor att vi redan vet, och
dirmed slipper tinka. Istéllet siger de: A race-horse is more
different from a work-horse than a work-horse is from an ox.”
(1987:157). Det innebidr att du méter virlden i dess inslag av
intensitet, hastighet och temperatur, snarare 4n i dess forsok
till klassificering och hierarkisering. Héléne Cixous uppmanar
till ett liknande tinkande nir hon skriver: "Thinking is trying
to think the unthinkable: thinking the thinkable is not worth
the effort.” (Héléne Cixous 1993:38). I viss man #r allt detta
gammal skdpmat. Alltsedan modernitetens begynnelse har
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konstens primira uppgift varit att bryta vanetinkande. Fraga
Viktor Skovskij! Han skriver sé stiligt om saken: "In order to
return sensation to our limbs, in order to make us feel objects,
to make a stone feel stony, man has been given the tool of art.”
(Shklovsky 19go: 6).

I kopplingarna mellan konst, kunskap och politik tafsar ung
scen/6st pa det som knyter arbetshisten till oxen, det som vi
har pd tungan men inte kan spotta fram i form av begripliga
och anstindiga kategorier (jamfér Butler 1994). I teaterns rhi-
zomatiska fléden jobbar vi istillet med olika Sversittnings-
praktiker. Under 2012 och 2013 arbetade vi med tvd interaktiva
forestillningar for barn och ungdomar: Vad ska vi gora? och
Den magiska cirkeln (for diskussion av interaktiv teater se Ax-
elsson & Gerge 2014; Axelsson, Backman, Gerge & Lundberg
2013; Waerme 2014: Jensen & Kunze 2014). Bada forestillning-
arna byggde pé undersékningar av magi, aktivism och gemen-
skap. Produktionernas skapandeprocesser utgick frin gruppen
som form. Malin Axelsson kallar det samskapande (2014), ett
gemensamt gorande dir ensemble, forskare och évriga med-
lemmar i det konstnirliga teamet undersékte idéer och uttryck
tillsammans, gestaltade tillsammans (processen ir mer detalje-
rat beskriven i Lundberg 2014a).

Valet att ta gruppen som utgangspunkt for det undersdkan-
de arbetet genererade genomgaende en rad 6versittningsprak-
tiker. Dessa moment av versittning blev en naturlig effekt
av att en mingd individer, med en mingd olika sitt att tinka
och agera i relation till scenkonst, involverades i processen. I
det hiar ssmmanhanget anvinds dversittning som ett sitt att
begreppsliggora det konstnirliga arbetet. Som Lena Martins-
son och Annica Karlsson Rixon skriver handlar konstnirligt
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arbete ofta om att 6versitta idé, kunskap, intuition och emo-
tion till materialitet (Martinsson & Karlsson Rixon 2013). I
grupparbetet och i méten med den unga publiken uppstod
en rad tillfilliga Sversidttningsmoment mellan vuxenvirld
och barnperspektiv, musik och tal, tal och fysisk gestaltning,
férnuft och kinsla, ljud och ljus och taktil beréring. Dessa
moment av versittning ger vid handen att den konstnir-
liga processen erdvrar nya saker, nya modus, samtidigt som
det tidigare och ibland férgivettagna fraimmandegérs. I den
hir processen ryms moment av erdvring, forlust, tillblivelse,
atervinning. Somligt dr odversittbart, vilket leder till att
ndgonting annat tar vid. Mellan de olika formerna finns en
synonymisk relation snarare #n ett avbildande férhéllande
(jamfér Ruin 20m). Detta inslag av skillnad och oberiknelig-
het ser jag som den gruppskapande scenkonstens kreativa
nod. Hans Ruin, professor i filosofi, skriver om 6versittning:
"Utvidgningen av det egna genom métet med det frimmande
gestaltar en fascinerande dialektik.” (Ruin 2011:48). Dessa pro-
cesser har beskrivits i termer av tal, skriftsprak och &versitt-
ning (Steiner 1975, Ruin 2011). I ung scen/8sts sammanhang
maste sprak och text i relation till éversittning forstés i sin
vidaste bemirkelse och inkludera samtliga sinnen och ménga
olika typer av uttryck, inte minst taktila.

LOVEMACHINE

Férestillningen Den magiska cirkeln konstruerades som ett an-
tal 16st sammansatta scener dir publik och skddespelare till-
sammans och under magiska former undersdkte tingens och

ordens betydelse, ett slags utforskning av sprakets semantiska
och politiska byggstenar. Férestéllningen tog plats i stérre delen
av teaterhusets olika utrymmen, pd andra vaningen, i foajén, pd
lilla och stora scenen, utomhus savil som inomhus.

Alla skadespelarna bar peruker med midjelangt vitt har ar-
rangerat i olika frisyrer. Det konstnirliga teamet bestod fér-
utom ensemble (se nedan), regissér (Malin Axelsson), regias-
sistent (Moa Backman), dramaturg (Tova Gerge), scenograf
och kostymor (Anna Dolata) ocksd av ljusdesigner (Magnus
Mikaelsen), ljuddesigner (Elize Arvefjord) och forskare (Anna
Lundberg). I scenen som kallas Love machine var bdde Magnus
och Elizes arbete med ljus och ljud centralt. Elize hade intro-
ducerat en teknisk 16sning dér taktila rorelser, fysisk kontakt
mellan tvd kroppar, 6versattes till ett ljud som kan beskrivas
som ljudet frin en gisten elorgel. Tva skadespelare holl i var-
sin mikrofonkabel som i ena dnden var avskalad ner till kop-
partrdden. Nir de tva berdrde varandra uppstod ljud genom
att kretsen slots. Tekniskt sett uppstdr overgdngen mellan
beréring och kropp genom potentialskillnaden (motstdndet
i en elektrisk krets genom kroppen) och omvandlar resulta-
tet till ett virde som spelar pa en klaviatur. Ju hogre virde,
desto hogre ton. Beroende péd hur svettiga skddespelarna ir,
och beroende pa var man tar pé varandras kroppar (i relation
till kabelns placering), &ndras motstdndet och ddrmed ljudet i
form av hogre eller ligre toner. Ar skidespelaren mycket svet-
tig (salt ur kroppen) leder det till stérre ledningsférmaga och
starkare ljud.!

I Love machine sitter publiken lings med viggarna vid
stora scenen. Rummet ir sinkt i mérker, bortsett frdn en
ljuskigla placerad ovanfor en kvadratmeterstor vit kub. Tva



skédespelare, Ashkan Ghods och Martin Waerme, 16sgér sig
ur morkret, ror sig frdn motsatt hll mot kuben och ljuset. De
har tagit av sig sina peruker, ir skalliga, bir vita linnen. De ser
groteska ut. De ir svettiga. Armarna ir sinkta och i ena han-
den héller de varsin kabel med den avskalade koppartrdden.
De méts vid kuben, kliver upp pa den och stiller sig framfér
varandra, stirrar. Bortsett frdn en surrande dov pulserande
ton, som hjirtslag, 4r det helt tyst. Det 4r en intim scen, de
tvd mannen stdr med sina bara armar och axlar mycket nira
varandra. Martin lyfter armen for att l4gga sin hand pa Ash-
kans axel. Reaktionen fran publiken kommer som ett brev pa
posten: ndgon maste markera att dven i detta rum rader he-
terosexualitetens obligatorium. Samkénad berdring pé scen
mots darfor med ljud av dckel i publiken. Innan Martins hand
hunnit landa p& Ashkans axel har ljudrummet invaderats av:
a) ett 13tsat krikljud, b) en fnysning, c) ett frustande fniss.
Martins hand landar pd Ashkans axel. I samma 6gonblick
sker ndgonting som goér att publikens reaktioner stannar upp:
berdringen oversitts till ljud, och varje gdng de tvd minnen
lyfter sina hinder foér att ater berdra varandra uppstar ett
nytt ljud. Varje gdng hud méter hud uppstér en ton i rum-
met, ett lite som mest pdminner om psykedelisk improvisa-
tion pé en alderstigen elorgel. Det ir ett konstigt ljud, gam-
meldags och anakronistiskt, och det gor att den obligatoriska
homofobin kommer av sig. Krakljudet ersitts av férbluffade
utrop och sus av viskningar som kommer och gér. Publiken
lutar sig framat stirrar med kisande &gon pa berdringen
som férvandlas till flippade elorgel-tirader. Ashkans panna
moter Martins panna. Nytt elorgelimpro. Publiken fnissar
upphetsat. Martins kind méter Ashkans rygg. Ny ton. Pu-
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bliken visk-pladdrar maniskt. Hjartslagen fortsitter att pul-
sera rytmiskt och tungt genom rummet. Samtidigt nirmar
sig resten av ensemblen kuben och ljuskiglan: Jenny Méller
Jensen, Linda Kunze, Ellen Norlund och Maria Granhagen.
Deras vita linnen och skalliga huvudskalar lyser som spékge-
stalter i det mérka. De skrider mot kuben, kliver upp pa den,
ror sig mot varandra och mot Martin och Ashkan i mitten.
Det blir trdngt, varje gang kropp ater moter kropp uppstar
en ny ton frén elorgeln. Varje gdng en naken arm 13sgor sig
for att ater berdra uppstar ett annat ljud. Cirkeln bryts och
sluts gdng pa géng. Olika kroppars grad av svettighet alstrar
olika ljud. Taktila rorelser och darmed ocksé ljud dkar succes-
sivt i tempo. Slutligen ror sig alla armar upp mot ljuskiglan,
hinder héller fast vid varandra vilket resulterar i ett 13ngt,
ihallande elorgel- crescendo. Som en orgastisk auditiv avslut-
ning pa ett trevande méte mellan en mans arm och en annan
mans axel.

Publiken dr knédpptyst. Scenen 18ses upp och &vergar i ngon-
ting annat.

I Love machine drabbar kunskapen, konsten och politiken
samman i en férhandling om betydelse. Scenen ir ett kom-
plext och komprimerat exempel p& de dversittningspraktiker
som tillsammans genererar scenisk gestaltning vid ung scen/
Sst. Som en grundton ligger teaterns normkritiska arbete kring
genus och sexualitet.
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Normkritik r ett pedagogiskt kunskapsfilt som har vixt fram
i motet mellan genusvetenskap och pedagogik och som syf-
tar till att kritiskt granska, ifrdgasitta och férskjuta de normer
som ordnar bland annat praktiker kring genus och sexualitet
enligt hierarkiska monster (Bromseth & Darj 2010). Genom-
gdende i arbetet med Den magiska cirkeln diskuterade vi sce-
niska uttryck och gestaltning fér en ung publik i termer av
genus och sexualitet. Méten med olika unga grupper gav kun-
skap om vad de ibland reagerar pa: en kvinnlig kropp med
hér under armarna kunde exempelvis f& delar av publiken ur
balans och sténa av obehag. Nir vi iscensatte Love machine
infor publik sdg vi att samkoénade mdoten vickte liknande re-
aktioner. Vi beslutade oss for att just darfér alltid inleda med
ett samkdnat méte. Som ett normkritiskt och dirmed ocksa
politiskt stillningstagande. Ibland var det Ashkan och Martin
som méttes pd kuben, ibland Maria och Jenny, eller Linda och
Ellen. Direfter slot resten av gruppen upp. Initiala homofoba
reaktioner frdn publiken ingick silunda i interaktionen. Men
nir den samkoénade berdringen ovintat dversattes i psykede-
liska elorgelljud associerade med svunnen tid hinde négot i
publiken. Ocksa hir skedde olika typer av éversittningar. Den
reflexmissiga homofobin som infann sig hos delar av publiken
verkade komma av sig nir gestaltningen tog en riktning som
var svar att placera, svar att mita i termer av normalitet vad
giller kon och begir. Det intressanta dr att nér publikens ljud
i form av latsade krikningar méttes av andra ljud, ovintade
elorgelljud, kom de invanda reaktionerna liksom av sig, och
dvergick i upphetsat pladder och forbluffade fniss. Nir sedan
allt fler kroppar, skalliga groteska kroppar, klev upp pa kuben
for att ta del av den fysiska beréringen, oblygt kriva och dela

ut smekningar och omfamningar som i sig genererade nya ljud,
marscherade férestéllningen raskt i en helt annan riktning én
den som hade forvintats, i riktning mot ett kollektivt och so-
lidariskt fordelat klimax, gestaltat i elorgelcrescendo och vitt
ljus pd bara armar och hinder.

I gestaltningen finns dversittningens inslag av éverrump-
ling, frimmandegorning och férskjutning. Det finns estetis-
ka, synonymiska beréringspunkter mellan bilden av skalliga
svettiga kroppar och ljudet av en skrillig gammal elorgel. Det
finns ndgonting skruttigt i bdda dessa estetiker, de kan paras
ihop, pd samma sitt som arbetshisten och oxen kan paras
ihop. Samtidigt 4r deras uttryck radikalt skilda frén varandra,
sa frimmande att de 6verrumplar nir de mots. Dessa parallella
spar av synk och "osynk” skapar scenisk magi, men ocksé po-
litik, kunskap och férhandling om betydelse. Tankegods blir
till taktil beréring, blir till ljud, blir till motljud, blir till nya
ljud som blir till beréring som férskjuter rummets férhand-
ling om betydelse kring vad som #r vad i kroppens, begirens
och ljudens virld.

Jag tinker att detta dr en scenkonstens valdsamma demon-
stration av makt: scenen blottar normkritiskt den skevhet och
sarbarhet som heteronormativ ordning innebir, gor dérefter
resolut ett lappkast med hjilp av ljud fran gisten elorgel och
tvingar den hipet fnissande publiken att f6lja med, tvingar den
skoningslést in i det d4nnu inte tinkta. For hur ménga ginger
har du varit med om att en svettig samkdénad beréring leder
till att rummet ekar av ljud frin en skrillig elorgel? Oversitt-
ningsmomenten blir till en méjlighet att vidga det egna spra-
kets hign, genomga en kritisk forvandling nir dnnu oprovade
mojligheter bryts mot det bekanta (jamfor Ruin 2011).
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FAKTA OM PROJEKTET

Den forskande teatern. Intersektionella moéten mellan scenkonst, skola och akademi

ar ett aktionsforskningsprojekt om interaktiv scenkonst utifran ung scen/dst (Ostgotateatern) som ar en forskande teater for barn och
ungdomar med Malin Axelsson som konstnarlig ledare. Projektledaren Anna Lundberg har sin bakgrund i genusvetenskap.

Triaden scenkonst-skola-akademi utgdr empiriskt fokus, samt att narmare analysera de konstnérliga processerna mellan barn och vuxna
utifrén uppsattningar av ung scen/ost.

Vad hander med de sceniska férloppen nar metoden praglas av dppet samarbete och gemensamt l&rande? Hur forhandlas kunskap
och betydelse i konstnarlig verksamhet? Projektet innefattar tva férestéliningar och en publikation. Projektet erholl ekonomiskt stod fran
Vetenskapsradet 2012-2013,

Anna Lundberg presenterade (det d& pagaende) projektet vid Vetenskapsradets fiarde symposium om konstnarlig forskning vid Konst-
fack | Stockholm den 28 november 2013 (se Arsbok 2014, symposierapport, kapitel 2)

| artikeln/rapporten i arets ok, Kritiska forvandlingar. Om Overséttningspraktiker pa Ung scen/ést, fokuserar Anna Lundberg pa sce-
niska skapandeprocesser inom projektet utifrdn gruppen som form, det vill séga regissér, ensemblen (ské&despelarna), forskare och
ovriga medlemmar i det konstnérliga teamet, undersoker idéer och uttryck och gestaltar - skapar teater - tillsammans.
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Den magiska cirkeln, ung scen/ést. Fran vanster: — — The Magic Circle, ung scen/dst. From left:
Martin Waerme, Ellen Norlund, Linda Kunze Maria, Martin Waerme, Ellen Norlund, Linda Kunze Maria,
Jenny Méller Jensen Granhagen och Ashkan Ghods. Jenny Méller Jensen Granhagen and Ashkan Ghods.
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LINKOPING: At Elsa Brandstréms gata 3 stands a building that was
once a Mission Covenant church. Outside, the building is white and
stylish, while inside it is black and stylish, with black balustrades
ehind which you can rush high up into the air, and with star-
shaped rooflights that you can look up at as you lie on the black
floor. And that happens quite often - because this is no longer a
church. It is the youth theatre ung scen/ost.

This is where the children and young people of Ostergétland
come, usually during school hours, usually as part of a school
trip and accompanied by teachers. Few of the visitors are there of
their own free will, many have little experience of dramatic art,
and even fewer are familiar with the experimental and political
nature of dramatic art as staged by ung scen/&st. Wills and bodies
clash. Bodies that want to be involved, bodies that want to leave,
bodies that go into raptures, bodies in change. Bodies that want
to have influence over other bodies. Paralysed bodies, paralysing
bodies. The school group as a body, the body as a class marker.

ung scen/ost brings together the giants:

SCHOOL ART POLITICS
They march forward on a thousand feet as they meet,
invade and absorb each other.

A thousand feet because each giant contains a mass of
languages, traditions, individuals, ideclogies, approaches
that think and want different things when it comes to
knowledge, art and politics,
which entails a

CONSTANT NEGOTIATION OF MEANING

UNG SCEN OST IS A RHTZOME

ung scen/ést is a rhizome (= endlessly created connections)
built around organic flows without beginning, end, fixed
hierarchies or opposing pairs, but with different parts, things,
relationships, processes, intensities and speeds that link to-
gether and grow in relation to each other, join up and hive off,
heading in different directions. The parts become denser, spar-
ser, often leading nowhere. There is no real structure or order;
different types of expressions, areas and genres are linked to
each other, different regimes and different types of existence
join up in the rhizome’s system (cf. Delueze & Guattari 1987).
It is in this way that politics, knowledge and art connect at ung
scen/6st, switch places, merge together and split apart. The
feminist philosopher Elizabeth Grosz writes: “Rhizomatics is
a form of pragmatics: it is concerned with what can be done;
how texts, concepts and subjects can be put to work, made to
do things, make new linkages” (Grosz 1994:200).

Conducting artistic research in this situation is like trying to
stuff a live octopus into a string bag. There is always some part
sticking out, there is never any real order in the thought pro-
cesses, different elements slide off in different directions and
tempt us to follow them here and there, the context changes in
a kaleidoscopic way, with chaos threatening at all times. And
there are so many people everywhere!

As time passes, | embrace my role as a flaneur, someone stri-
ving for the intensity that arises in the mass, letting myself be
fascinated, seduced and engulfed (Benjamin 1994). [ am an alien
coming in from the outside, part of the group but at the same
time not, a mix of closeness, engagement and triviality (Simmel
1981). I am an interdisciplinary feminist researcher whom




the theatre has recruited due to my extraordinary feeling for
female comic grotesquery (Lundberg 2008). Sometimes I leave,
but [ always return. I rattle through the rooms at ung scen/ést.
Sometimes I lie on the floor, sometimes I stand on my head,
sometimes I stage seances, sometimes I hold talks, sometimes I
write things, sometimes I listen (see Lundberg et al 2012; Lund-
berg 20133; 2013b; 20143; 2014b; 2014c; Lundberg & Killstrém
2014). Usually together with others, often in the midst of the
practice. I tend to be the oldest person in the theatre. I believe
I get to stay as much for my love as for my knowledge. I am a
feminist flaneur, a grotesque grandmother just passing through.

TRANSIATION PRACTICES

I turn again to Deleuze and Guattari, who appear to be allergic
to various types of rigid segments (Deleuze 1983). They duck the
neat categories that mean we already know, and so avoid thinking.
Instead they say: “A race-horse is more different from a work-
horse than a work-horse is from an ox” (1987:157). This means
that you encounter the world in its elements of intensity, speed
and temperature, rather than in its attempt at classification
and hierarchisation. Héléne Cixous encourages similar think-
ing when she writes: “Thinking is trying to think the unthink-
able: thinking the thinkable is not worth the effort” (Héléne
Cixous 1993:38). To a certain extent, all this is old hat. Since
the beginning of modernity, the primary task of art has been
to break free from habitual thinking. Ask Viktor Shklovsky! He
writes so beautifully on the subject: “In order to return sensation
to our limbs, in order to make us feel objects, to make a stone feel
stony, man has been given the tool of art” (Shklovsky 1ggo: 6).
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In the connections between art, knowledge and politics, ung
scen/6st fiddles with what links the work-horse to the ox, what
we have on the tip of our tongue but cannot spit out in the form
of proper, comprehensible categories (cf. Butler 1994). In the
rhizomatic flows of the theatre, we instead work with various
translation practices. In 2012 and 2013, we worked with two inter-
active performances for children and young people: Vad ska vi
gora? (What Shall We Do?) and Den magiska cirkeln (The Magic
Circle) (for a discussion of interactive theatre, see Axelsson &
Gerge 2014; Axelsson, Backman, Gerge & Lundberg 2013; Waerme
2014: Jensen & Kunze 2014). Both performances were based on
an investigation of magic, activism and solidarity. The creative
processes of the productions built on the group as a form, Malin
Axelsson calls it co-creation (2014), a shared agency where the
ensemble, researchers and other members of the artistic team
explored ideas and expressions together, creating together (the
process is described in more detail in Lundberg 2014a).

The decision to take the group as a starting point for the
investigative work immediately generated a number of trans-
lation practices. These moments of translation became a natural
effect of the fact that many individuals, with many different
ways of thinking and acting in relation to dramatic art, were
involved in the process. In this context, translation was used as
a way of conceptualising the artistic work. As Lena Martinsson
and Annica Karlsson Rixon write, artistic endeavour is often
about translating ideas/knowledge/intuition/emotion into
materiality (Martinsson & Karlsson Rixon 2013). The group
work and the encounters with the young audience prompted
a host of temporary translation moments between the adult
world and children’s perspectives, music and speech, speech
and physical performance, sense and feeling, sound and light
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and tactile touch. These moments of translation indicate that
the artistic process conquers new things, new moods, while
at the same time what went before, and was sometimes taken
for granted, is rendered unfamiliar. This process encompasses
moments of conquest, loss, genesis and reclamation. Some
are untranslatable, which leads to something else happening.
Between the different forms, there is a synonymic relationship,
rather than a reproductive relationship (cf. Ruin 20m). I see this
element of difference and unpredictability as the creative node
of group-driven dramatic art. Professor of Philosophy Hans
Ruin writes about translation: “The expansion of the personal
through the encounter with the external creates a fascinating
dialectic” (Ruin 2011:48). These processes have been described
in terms of speech/writing and translation (Steiner 1975, Ruin
2011). In the context of ung scen/ést, the relationship between
language and text on the one hand and translation on the other
must be understood in its widest sense and include all the senses,
as well as many different expressions, not least the tactile.

LOVE MACHINE

The performance of The Magic Circle was structured as a
number of loosely composed scenes, where the audience and the
actors, together and in magical forms, investigated the meaning
of things and words, a kind of exploration of the semantic and
political building blocks of language. The performance took
place in most of the theatre’s different spaces, upstairs, in the
foyer, on the small and main stages, outdoors and indoors.

All the actors wore wigs of waist-length white hair arranged
in various styles. In addition to the ensemble (see below), the

artistic team comprised the director (Malin Axelsson), assistant
director (Moa Backman), dramatist (Tova Gerge), set/costume
designer (Anna Dolata), lighting designer (Magnus Mikaelsen),
sound designer (Elize Arvefjord) and researcher (Anna Lund-
berg). In the scene called Love Machine, the work of Magnus
and Elize on lighting and sound was key. Elize had introduced
a technical solution where tactile movements, physical contact
between two bodies, were translated into a sound that might
best be described as the sound of a dated old electronic organ.
Two actors held a microphone cable each, which at one end had
been cut back to the copper wires. When the two touched each
other, it generated sound by closing the circuit. Technically,
the transition between touch and body occurred through the
potential difference (the resistance in an electrical circuit
through the body) and converted the result into a value that
was played through a keyboard. The higher the value, the higher
the note. Depending on how much the actors are perspiring,
and depending on where they touch each other’s bodies (in
relation to the location of the cable), the resistance changes and
thus so does the sound in the form of higher or lower notes. If
the actor is perspiring heavily (removing salt from the body),
this leads to greater conductivity and a louder sound.!

In Love Machine, the audience sits along the walls around
the main stage. The room is immersed in darkness, apart from a
cone of light above a one metre white cube. Two actors, Ashkan
Ghods and Martin Waerme, emerge from the darkness, moving
from opposite directions towards the cube and the light. They
have taken off their wigs, they are baldheaded and are wearing
white tank tops. They look grotesque. They are perspiring.
Their arms are down at their sides and, in one hand, they are
each holding a cable with bare copper wires. They meet at the



cube, climb up onto it and stand in front of each other, staring.
Apart from a muffled humming, pulsating sound, like a heart-
beat, there is silence. It is an intimate scene, the two men stand
with their bare arms and shoulders very close to each other.
Martin lifts an arm to place his hand on Ashkan’s shoulder. The
reaction from the audience comes without fail: in this room as
elsewhere, the rules of heterosexuality must surely be observed.
Same-sex touching on stage is therefore met with a sound of
disgust in the audience. Before Martin’s hand has landed on
Ashkan’s shoulder, the soundscape has been invaded by a)
pretend retching, b) sniggering, c) a snorting giggle. Martin’s
hand lands on Ashkan’s shoulder. In that same moment, some-
thing happens that halts the audience’s reactions: the touching
is translated into sound, and every time the two men lift their
hands to touch each other again, a new sound occurs. Every
time skin touches skin, a musical sound fills the room, a call like
some psychedelic improvisation on an ageing electronic organ.
It is a strange sound, old-fashioned and anachronistic, and it
causes the obligatory homophobia to subside. The retching is
replaced by shouts of amazement and waves of whispering. The
audience leans forward, staring keenly at the touching, which
is converted into crazed electronic organ tirades. Ashkan’s
forehead touches Martin’s forehead. A new electronic organ
impro. The audience giggles excitedly. Martin’s cheek touches
Ashkan’s back. New sound. The audience chatters in manic
whispers. The heartbeat continues to pulse rhythmically and
heavily through the room. At the same time, the rest of the
ensemble approaches the cube and the cone of light: Jenny
Moller Jensen, Linda Kunze, Ellen Norlund and Maria
Granhagen. Their white tank tops and bald heads glow like
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ghosts in the darkness. They glide towards the cube and climb
up onto it, touching each other and Martin and Ashkan in the
middle. It becomes crowded, and every time body meets body, a
new sound issues from the electronic organ. Each time a naked
arm pulls away to touch again, another sound occurs. The circuit
is broken and closed time after time. The different levels of
perspiration generate different noises. The tactile movements,
and thus also the sounds, gradually increase in tempo, and
finally all the arms are stretched up towards the light, hands
held tightly, resulting in a long and steady crescendo from the
electronic organ. Like an orgasmic auditory climax to a tentative
encounter between a man’s arm and another man’s shoulder.

The audience is silent. The scene dissolves and transforms
into something else.

‘ORK

In Love Machine, knowledge, art and politics collide in the nego-
tiation of meaning. The scene is a complex and compressed ex-
ample of the translation practices that together generate theatri-
cal performances at ung scen/dst. As an underlying theme, the
theatre’s norm critical work orbits around gender and sexuality.
Norm critical pedagogy is a field that has emerged at the inter-
section between gender studies and pedagogy, and its aim is
to critically review, challenge and shift the norms that, for
example, organise practices concerning gender and sexuality
into hierarchical patterns (Bromseth & Darj 2010). Throughout
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the work on The Magic Circle, we discussed theatrical expression
and performance for a young audience in terms of gender and
sexuality. Encounters with different young groups provided
knowledge of what they sometimes react to: a female body
with hair under the arms could, for example, throw parts of
the audience off balance and elicit groans of discomfort. When
we performed Love Machine in front of an audience, we saw
that same-sex encounters aroused similar reactions from parts
of the audience. We therefore decided to always open with a
same-sex encounter — as a norm critical and thus also political
stand. Sometimes it was Ashkan and Martin who met on the
cube, sometimes it was Maria and Jenny, or Linda and Ellen.
The rest of the group then joined in later. As such, the initial
homophobic reactions from parts of the audience formed part
of the interaction. But when the same-sex touching was un-
expectedly translated into psychedelic electronic organ sounds
associated with a time gone by, something happened within the
audience. Here again, different types of translations occurred.
The reflexive homophobia that existed in parts of the audience
appeared to stop when the performance moved in a direction
that was difficult to place, difficult to measure in terms of
normality concerning gender and desire. It is interesting that
when the sound from the audience, in the form of pretend
retching, was met by different sound, unexpected electronic
organ sound, the habitual reactions seemed to cease, and be
replaced with excited chatter and amazed giggling. And then,
when more and more bodies, bald grotesque bodies, climbed
onto the cube to join in the physical touching, openly giving
and taking caresses and embraces, which in turn generated new
sounds, the performance quickly headed in a whole new and

unexpected direction, towards a collectively and communally
shared climax, embodied in an electronic organ crescendo and
white lights on bare arms and hands.

The performance contains translational elements of surprise,
unfamiliarity and shifting. There are aesthetic, synonymic
points of contact between the image of bald, perspiring
bodies and the sound of a blaring old electronic organ. There is
something frail in both these aesthetics, they can be paired up,
in the same way that the work-horse and the ox can be paired
up. At the same time, their means of expression are radically
different from each other, so unfamiliar that they create sur-
prise when they meet. These parallel tracks of sync and lack of
sync produce theatrical magic, but also politics, knowledge and
negotiation of meaning. Thought becomes tactile touch, which
becomes sound, which becomes anti-sound, which becomes
new sound, which becomes touch, which shifts the room’s
negotiation of meaning when it comes to what is what in the
world of the body, desire and sound.

I think this is a strident demonstration of the power of
dramatic art: In a norm critical way, the scene lays bare the
imbalance and vulnerability inherent in the heteronormative
order, and then resolutely turns everything on its head with the
help of sound from an old electronic organ, forcing the amazed
and giggling audience to follow, ruthlessly forcing them into
thoughts not yet thought. Because how many times have you
watched as perspiring same-sex touching leads to a room echoing
to the sound of a blaring electronic organ? The moments of
translation become a chance to expand the limits of your own
language, through a critical transformation where as yet untried
opportunities are contrasted with the familiar (cf. Ruin 20m).
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FACTS ABOUT THE PROJECT

Experimental theatre. Intersectional encounters between dramatic art, school and academia

is an action research project on interactive dramatic art based on ung scen/ost (Ostgotateatern), an experimental theatre group for
children and young people with Malin Axelsson as artistic director. Project manager Anna Lundberg has a background in gender studies.

The trolka of dramatic art-school-academia provides an empirical focus, coupled with closer analysis of the artistic processes between
children and adults based on productions by ung scen/ost.

What happens with the staging when the method involves open collaboration and shared learning? How is knowledge and meaning
negotiated in artistic endeavours? The project includes two performances and a publication. The project received financial support from
the Swedish Research Council for the period 2012-2013.

Anna Lundberg presented the (then ongoing) project at the Swedish Research Council's Fourth Symposium on Artistic Research at
Konstfack in Stockholm on 28 November 2013 (see Yearbook 2014, symposium report, chapter 2)

In the articlefreport in this year's book, Critical transformations. On translation practices at ung scen/ést, Anna Lundberg focuses on
the creative processes within the project, built on the group as a form, ie. director, ensemble (actors), researcher and other members of
the artistic team, exploring ideas and expressions and creating theatre together.










DEN EVOLUTIONARA PERIFERIN

Av Gunnar Sandin

Arkitekturbiennalen i Venedig 2014 gick under titeln Fundamentals
och lanserades av den huvudansvarige Rem Koolhaas som en
utstélining dar man avstod frén ‘contemporary architecture”. Ut-
stélliningen bar tva drag varda att beakta, tva tendenser kanske,
vad géller sjalva ramen for vad som brukar uppméarksammas i den
har typen av storre dverblickar. Det ena géller geografiskt omfang,
det andra varderingar och bada relaterar till fragorna: Vem deltar?
och Vad prisas?

I Fundamentals erbjods for det forsta — bortom arkitektur
som ett visterldndskt definierat formalistiskt objekt, bortom
begransningen av vad som geografiskt ens riknas som beak-
tansvirt — mojligheten f6r en mingd nya nationer fran olika
delar av virlden att presentera sig i en serie avgrinsade rum
i utstdllningsomradet Arsenale. For det andra premierades i
den offentliga prisceremonin’ sddana projekt som visade fram
arkitektur som biérare av politisk agens, det vill siga som ge-
nerator och reflektor av samhillsfragor, snarare &n som en
retorisk-estetisk bestillningsvara i ett dngsligt branding-spel.
Béde omfanget vad giller inbjudna deltagarldnder, om 4n fort-
farande otillrickligt, och valet av prisbelénta presentationer,
erbjod déarigenom en férnyande sjélvreflektion for arkitektur-
traditionen sddan den har tinkts och visats under de senaste
hundra &ren, och manande samtidigt till samhillelig eftertan-
ke. Man kan siga att Fundamentals tog upp ndgot som redan
existerar, och betonade denna existens som en resurs, som en
latent forutsittning for en framtid istillet fér ndgot som ir
passé eller marginellt.

Dessa aspekter, det latenta och det ignorerade, som aktualise-
rades i den inflytelserika, om @n oundvikligen endast p& ytan
skrapande, biennalen, bildar hir en bakgrund fér beskrivning-
en av projektet Den evolutiondra periferin. Detta VR/KF-projekt
(2011—2013) har haft som mal att aktualisera befintliga betydel-
ser i det vi kallar urbana periferier, samt uppticka handlings-
potential i det som i ordinér planering vanligtvis betraktas som
marginaliserade aktiviteter. Inslagen av konstnirlig metod i
Den Evolutiondira Periferin — som till exempel icke-etablerade
former for intervention, inslag av subjektiva narrativ i redo-
visande texter, samt transdisciplinirt utbyte mellan traditio-
nellt atskilda forskare, planerare, platsspecifika praktiker och
konstnérer — har kommunicerats av projektets deltagare i olika
typer av presentationer, senast under 2014 i EU-projektet FEED-
Europe, (partners: Aalborg Arkitektskole, Lunds Universitet,
Politechnico Milano och Rietveldakademie Amsterdam) som
utformades som en sommarskola i Vicenza och avslutades med
en session i Venice biennale Fundamentals. Dessforinnan har
Den evolutiondira periferin presenterats i féljande sammanhang:
Sveriges Landskapsuniversitet Alnarp 2012, Lunds Stadsbygg-
nadskontor och Region Skénes méten om ESS/TITA3 2011-2013,
Architecture and Humanities Research Association AHRA con-
ference Lund 2013, Lunds Kommun Méngfaldsrundan 2013,
Nordiska och Baltiska Arkitektskolors méte om forskarutbild-
ning 2014, Making/Effect Strong research environment col-
legial meeting CTH/Formas 2014, Tyréns konsult teknik- och
samhillsbyggnad Malmé 2014, Center for Cognitive Semiotics
Seminars vid Sprak och Litteraturcentrum Lunds Universitet
2014, Arkitektskolan/LTH 5o &r jubileumsféreldsningar 2014,
samt International Symposium Lanzhou New Area China 2014.



Den Evolutiondira Periferin formulerades 2010 som ett projekt
med underrubriken: arkitektonisk visualisering av affordance i
urbana periferier. Vad menar vi d& nir vi siger periferier och
syftar pa tva svenska, i ett globalt perspektiv vilméende, stider:
Malmé och Lund? Och hur har vi undersokt affordance i detta
projekt? Ett begrepp som ir direkt himtat frén J. J. Gibsons
psykologi- och miljdorienterade perceptionsteori, vars seman-
tiska hirledning finns i engelskans afford: The rooftop terrace
affords beautiful views; This block of concrete affords both sitting
down and climbing up; That windowpane affords a weather proof
announcing of sellable goods, but also a quick smashing to pieces.
Dessa vardagliga uttryck visar att affordance har att géra med
hur rumsliga och materiella objekt omedelbart erbjuder en
handling i ett visst 6gonblick.

Aven om vi normalt sett utgar frin att saker och ting ska
fungera pa férviintade sitt i var vardag, si vet vi pa férhand ald-
rig exakt vad en situation har att erbjuda, inte férrin i momen-
tet d3 vi uppfattar situationen, eller saken. Detta situations-
bundna och samtidigt 6ppna erbjudande i en viss milj6, skiljer
affordance fran andra liknande begrepp som #r fundamentala
for design, begrepp som till exempel dndamaélsenlighet, funk-
tion och anviindbarhet, som stér for mer specifika férvintning-
ar eller pd forhand definierade aktionsménster. I arkitektoniska
och urbana situationer borde affordance vara en given entitet,
det handlar ju om pa vilket sitt var materiella, miljomaissiga
och kulturella? omgivning erbjuder oss aktionspotential och
handlingsalternativ. Lyssnar man pa verbala presentationer av
arkitekturférslag, s& hér man ofta att rum och materiella av-
gransningar “erbjuder”, "6ppnar upp fér”, “leder”, "stodjer”,
"motstar” eller "hindrar” aktivitet av olika slag.
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I februari 2013 begar en av pro;ektets deltagare, Sandra Kopljar,
doktorand i arkitektur, tillstdnd av Lunds stad fér att i forsk-
ningssyfte placera en transporterbar byggnad pd en &vergiven
gard nordost om stadens nuvarande titbebyggelse. Hon vill an-
vinda denna tomt fér sina interventioner om framtida stadsut-
veckling i detta omréde. Den av Lunds stad nyligen Svertagna
garden ligger i ett klassiskt odlingsomrade som ingar i planen
for nya gigantiska forskningsanlidggningar for undersdokning av
materialfysik. Med dessa forskningsanlidggningar, kallade ESS
och Max1vV, foljer dven ett publikt besokscenter, nya rekrea-
tionsomréden, och i princip en ny stadsdel med plats fér bosté-
der, parker, hotell, handel, torgytor, skolor, dagis etcetera pa en
ytasom drastiskt 6kar stadens utstrickning.

Fér att kunna flytta dit sin forskningmodul blir Kopljar an-
modad att séka formellt byggnadstillstdnd, och gér dirfor en
uppritning av modulen, som ska fungera som samlingsplats
for hennes interventioner i omrédet. Modulen tillkom genom
konstprojektet Audible Dwelling, inom vilket den koncipie-
rades, byggdes och visades i en férsta version 2009—2010 i Co-
lumbus, Ohio, av konstnirsgruppen Learningsite, som bestar
av Cecilia Wendt och Rikke Luther (www.learningsite.com).
Kopljar har i en dverenskommelse med Learningsite fatt ldna
modulen, en rundad byggnadskropp pa cirka tolv kvadratmeter
som en eller tv3 personer kan bo i, och som innefattar ett kraf-
tigt och utdtriktat hdgtalarsystem. Modulen anvinds av Sandra
Kopljar for att kunna genomféra interventioner i omradet un-
der ett par manaders tid dir personer inbjudna av henne lyssnar
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pa artificiellt producerade urbana ljud, som spelas upp genom
Audible Dwelling-modulen, i den lantliga miljon. De inbjudna
personerna samtalar fritt om sina upplevelser, samt svarar pa
fragor om vad de ser for slags framtid i omradet, eller deltar i
regisserade akter med till exempel upplisningar av existerande
offentliggjorda beskrivningar av omradet och den framtida
forskningsbyn. En sindning gjordes fran det blivande forsk-
ningsomradet till en tvilling-modul placerad i centrala Lund
dir en upplisning av enkitsvar ute vid forskningsomradet fick
ljuda ut pa ett torg i stadskérnan.

I de enkiter som delades ut av Kopljar fick deltagarna sva-
ra pé vilken typ av férvintningar de har pd omradet och dess
framtid. Deltog gjorde bade aktorer med ett professionellt for-
héllande till platsen och personer som inte dr verksamma dir.
Dessutom undersdktes vilken effekt ljudsimuleringar hade vid
dessa svarstillfillen d& man for en stund besdkte gdrden med
dess Audible Dwelling-modul. Det visade sig att bendgenheten
att svara mera ingdende pa frdgorna i enkiten underlittades av
exponeringen for de artificiellt producerade ljuden. Vissa mil-
joljud gjorde till exempel s3 att man kunde slidppa p3 sitt pro-
fessionellt specifika forhallande till det blivande omradet, det
vill séiga sin roll som arkitekt, planerare eller arkeolog pé plats,
for att istéllet i dessa moment littare kunna ta fram sina egna
personliga kinslor fér platsen och pé sa sitt utvidga det profes-
sionella perspektivet.

Kopljar tydliggor skillnaden mellan & ena sidan det man
kan kalla ontologiskt betingad affordance, det vill siga sddan
handlingspotential som &r tinkt att gilla alla med samma kon-
stitutionella férutsittningar, och 4 andra sidan en kulturellt
betingad affordance, i det hir fallet hur personer med en de-

signutbildning har assimilerat en férvirvad kunskap s8 att de i
ett kreativt eller manipulerande syfte direkt uppfattar vad en
plats erbjuder. Férutom samtida affordance- och affektteori s
anvinds i den teoretiska analysen av det pedagogiska perspek-
tivet hir dels Albena Yanevas kritik av Donald Schén, dels bell
hooks och hennes syn p& engagerat och frigérande lirande.

En annan doktorand i projektet, Kajsa Lawaczeck Kérner, ge-
nomfdr i huvudsak under 2013 en serie vandringar i Malmé. Er-
farenheter frn hennes eget gdende nedtecknas i samband med
vandringstillfillet och 4tf6ljs dven av skisser och bilder som
gors i syfte att dterkalla och visuellt férmedla de outtalade upp-
levelser som géendet har genererat. P4 detta sitt uppticks och
formuleras gdende-praktiker och behov som ir knutna till dessa
som inte ryms i normativa sitt att tinka kring gdende i staden,
eller som saknas dé arkitekter och stadsplanerare ligger in, eller
avstar fran att ldgga in, gdendeytor eller transportfunktioner i
planerna. Lawaczeck Kérner anvinder en auto-etnografisk me-
tod som forutom en inbyggd subjektivitet i dagbokstexter och i
sidoberittelser genererade av intentionen att skriva om gdende,
ocksd erkdnner experimentella sitt att dterge personliga erfa-
renheter som giltigt forskningssprak, till exempel i fotografier
dar verbala reflektioner skrivs in i arkitektoniska objekt.

I denna serie interventioner avseende gidendepraktiker och
gdendemdijligheter, genomfdrda i Malmos centrum och periferi,
framstod betydelsen av att gdende inte enbart ir ett transport-




medel eller ett repeterat promenerande eller flanerande, utan
ocksé en akt av frigorelse dir den vandrande personen ibland
av egen vilja, men ocksd genom att drabbas, 6vertrider grinsen
for vad som anses normalt gdende, till exempel d& viljan att ga
i moérker tar dverhand over de sikerhetsaspekter som mérker
normalt framkallar. Ett teoretiskt stdd for dessa normkritiska
och emancipatoriska gdendemotiv ges i projektet framfor allt
av Sara Ahmeds orienteringsbetingade fenomenologi, Donna
Haraways vetenskapssyn baserad pa partiella perspektiv, samt
Judith Butlers betonande av det offentliga rummet som inter-
subjektivt konstituerat.

Unders6kningen av gdendets praktik betonade dven vikten
av "tektonisk nirhet” och "tektonisk varians”, det vill siga av
kroppens sitt att successivt férnimma byggnadsdelar, trappor,
staket, rabatter etcetera och hur dessa materiella element i sta-
den varierar i nira kontakt med den gdendes kropp (ben, fétter,
fotsulor, knin, armar, hinder, rickvidd etcetera). De autoetno-
grafiska interventionerna visade hir hur materialiteten spelar
roll for kinslan av sjilvbefinnandet i staden, for tankefrihet
och rérelsevalfrihet, men ocksd praktiskt, fér orientering om
var man ir och vart man ska. Men kanske 4n mera omstértan-
de 4n det tektoniska i gendesituationen ir observationen att
tillfalliga handelser 4r det som gdr att man minns, lingtar till,
och undviker, gdende i staden och att forutfattade meningar
om potentiella hindelser i praktiken ofta separeras, det vill siga
planeras sa de inte tillats ske.

I Den evolutiondira periferin gbr vi en fortldpande virdering av
den pragmatiska och organisatoriska frdgan om hur (och om)
det dr moijligt att inforliva konstnirlig metodik och konstnir-
liga projekt i planeringsprocesser, ndgot som vi pa senare ar sett
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ett okande intresse f6r inom savil praktisk stadsplanering och
niringsliv som inom forskning. Forutom att adressera direkta
behov pé ort och stille, férsoker dessa bada interventionspro-
jekt om den urbana planeringen i Malmé och Lund ocksé bidra
till den &vergripande frdgan om sjilvreflektion och institu-
tionskritik, en diskurs dir bide konstnirer och forskare méiste
fraga sig hur vi "anvinder” verkligheter, till exempel da vi ans6-
ker om anslag eller d& vi vill aktivera en reell social situation i
tron att gora skillnad. Vad ér ett givande, vad ir ett tagande, vad
ir support, vad ir ett direkt ansvar och vad ir en produktion av
bilder for kommande tolkning? Och vems tolkning?

I vért fall har uppmirksamheten pad dessa maktrelaterade
problem inneburit att resultaten, snarare én att peka ut kon-
kret omrédesplanering, kommit att innebira en insikt om att
det forskningsmaissiga och konstnirliga incitamentet framfér
allt kan vara att kasta tillbaka kravet pa reflektion till de var-
dagliga praktikernas aktérer.
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Intervention. Sandra Kopljar.
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Intervention. Sandra Kopljar.

i
o
FOTO/PHOTO: SANE;IK

o
=
=
=
)
13
<
-1
=}
Z
<
&
5
2
o
T
=

&
S
1=
o
1=




136 — 9 DEN EVOLUTIONARA PERIFERIN
THE EVOLUTIONARY PERIPHERY

Auto-etnografiska studier/Autoethnographic studies. Kajsa Lawaczeck Koérner.

A ‘“ I.. - L g - .
ﬁﬁ J:ﬂﬁ““ﬂ.l N, — pobh dcehre

]

A b ——gjusd i
|

i

"
h
1

IF
I
= {! SroTe
Il =i s o g s s g sy e g L

.
Finn 0 e e e e e b Vo e G -
s i U m e e b —.-.—..-—l- o b

L= i

FOTO/PHOTO: KAJSA LAWACZECK KORNER



DEN EVOLUTIONARA PERIFERIN 9 - 137
THE EVOLUTIONARY PERIPHERY

Auto-etnografiska studier/Autoethnographic studies. Kajsa Lawaczeck Kérner.
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THE EVOLUTIONARY PERIPHERY

By Gunnar Sandin

The Venice Architecture Biennale 2014 went by the title Fundamentals
and was launched by the curator Rem Koolhaas as an exhibition
that renounces ‘contemporary architecture’. The exhibition con-
tained two aspects worth consideration, two trends perhaps, con-
cerning the framework for what usually makes an appearance in
this type of wide overview. The one is geographic scope, the second
is values, and they relate to the questions: Who takes part? and
What wins prizes?

Fundamentals offered, in the first instance - beyond architec-
ture as a formalistic object in its western definition, beyond
the limits of what is geographically considered even to be
worthy of attention - the opportunity for a host of nations
from different parts of the world to present themselves in a
series of separate rooms in the exhibition space of the Arsenale.
Secondly, the public prize ceremony rewarded! projects that
represented architecture as a carrier of political agency, i.e.
as a generator and reflector of social issues, rather than as a
rhetorical-aesthetic commission in an anxious branding
exercise. Both the scope of the countries invited to take part,
although still lacking, and the choice of prize-winning presen-
tations thus offered renewed self-examination for the archi-
tectural tradition as envisioned and realised over the past few
centuries, and at the same time provoked social reflection.
It could be said that Fundamentals took up something that
already exists, and highlighted this existence as a resource,
as a latent precondition for a future, instead of as something
outmoded or marginal.

These aspects, the latent and the overlooked, which are brought
to the fore at the influential, if inevitably superficial, Biennale,
here form a backdrop for the description of the project The
Evolutionary Periphery. The aim of this project, which ran under
the auspices of the Swedish Research Council’'s Committee for
Artistic Research from 2011—2013, is to update the significance
of what we term urban peripheries, and to reveal the action
potential in what in ordinary planning are usually considered
marginalised activities. The elements of artistic method in The
Evolutionary Periphery — such as non-established forms for inter-
vention; touches of subjective narrative in objective reports;
and the interdisciplinary exchange between traditionally
separate researchers, planners, location-specific practitioners
and artists — have been communicated by the project’s parti-
cipants in various types of presentations, most recently during
2014 in the EU project FEED-Europe, (partners: Aalborg Arkitekt-
skole; Lund University; Politechnico Milano; Rietveldakademie
Amsterdam) which took the form of a summer school in
Vicenza and finished with a session in the Venice Biennale
Fundamentals. Beforehand, The Evolutionary Periphery was
presented in the following contexts: Department of Landscape
Architecture, Planning and Management at SLU, Alnarp 2012;
Lund City Planning Office and Region Skéne’s meetings on
ESS/TITA3 201-2013; Architecture and Humanities Research
Association AHRA conference Lund 2013; City of Lund Diver-
sity Week 2013; Nordic and Baltic Architecture Schools con-
ference on post-graduate education 2014; Making/Effect — The
Strong Research Environment collegial meeting CTH/Formas
2014; Tyréns consultants, Technical and Social Planning Malmé
2014; Centre for Cognitive Semiotics seminars at the Centre



for Language and Literature, Lund University 2014; School of
Architecture at Lund University 5oth anniversary lectures 2014;
and the International Symposium, Lanzhou New Area, China
2014.

The Evolutionary Periphery was conceived in 2010 as a project
with the sub-title Architectonic Visualisation of Affordance in
Urban Peripheries. But what do we mean when we talk about
peripheries and refer to two Swedish and, in global terms,
prosperous cities: Malmé and Lund? And how, in this project,
have we explored affordance, a concept lifted directly from J J
Gibson’s psychology- and environment-focused theory of per-
ception, whose semantic origins lie in the English word afford:
The rooftop terrace affords beautiful views; This block of concrete
affords the opportunity for both sitting down and climbing up;
That window pane affords weatherproof advertising of saleable
goods, but also a quick smashing to pieces. These everyday ex-
pressions show how affordance relates to the way spatial and
material objects offer the possibility of action in a particular
moment.

Although we normally assume that things will function
as expected in our everyday lives, we never know in advance
exactly what the situation has to offer, not until the moment
when we perceive the situation, or thing. This situation-bound
and at the same time open potential in a certain environment
differentiates affordance from other similar concepts that are
fundamental to design, concepts such as fitness for purpose,
function and usability, which represent more specific expec-
tations or predefined patterns of action. In architectural and
urban situations, affordance should be a given entity, since it
is about the way our material, environmental and cultural®
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surroundings offer us potential actions and options. Listen to
any verbal presentation of an architectural design and you will
often hear that space and material boundaries “offer”,
way for”, “lead”, “support”,
various kinds.

» o«

pave the
actlvities of

» o«

resist” or “prevent ”

In February 2013, one of the pro;ect s participants, Sandra
Kopljar, a doctoral student of architecture, obtained per-
mission from the City of Lund to place a portable building on an
abandoned farm northeast of the current city limits. She
wanted to use this plot for her interventions on future urban
development in this area. Recently taken over by the City of
Lund, the farm is located in a classic agricultural area that is
part of a plan for huge new material physics research facilities.
Alongside these research facilities, called ESS and Max1V, there
will also be a public visitor centre, new recreation areas and, in
principle, a new urban district that will include housing, parks,
hotels, shops, squares, schools, nurseries and so on, in a develop-
ment that will drastically increase the size of the city.

In order to be able to move her research module here,
Kopljar was required to seek formal planning permission, and
therefore to produce a drawing of the module, which would
serve as a focal point for her interventions in the area. The
module came about through the art project Audible Dwelling,
as part of which the first version was conceived, built and
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presented in 2009/2010 in Columbus, Ohio, by the artists’
collective Learningsite, comprising Cecilia Wendt and Rikke
Luther (www.learningsite.com). In agreement with Learning-
site, Kopljar borrowed the module, a round-edged pod of about
12 m2 that can accommodate one or two people, and that is
fitted with a powerful external sound system. The module was
used by Sandra Kopljar over the course of a couple of months,
as she invited people to listen to artificially produced urban
sounds, which were played through the Audible Dwelling
module, in the rural environment. The invited people spoke
freely about their experiences, and answered questions about
what future they saw for the area, or they took part in directed
acts such as reading existing published descriptions of the area
and the future research park. There was a broadcast from the
planned research area to a twin module placed in the heart of
Lund, where a reading of questionnaire responses given out at
the research area was transmitted in real time in a square in
the city centre.

The questionnaires handed out by Kopljar asked the parti-
cipants about their expectations concerning the area and its
future. Of the participants, some had a professional relation-
ship with the location and others had no attachment to the place.
Also under investigation was the effect that sound simulations
had during these times of completing the questionnaire, with
a momentary visit to the farm and its Audible Dwelling module.
It transpired that exposure to the artificially produced sounds
increased the inclination to give more in-depth answers in the
questionnaire. It was also the case that certain environmental
sounds allowed people to shrug off their specific professional
relationship to the future development, i.e. their role as archi-

tect, planner or site archaeologist, in order - in these moments
- to more easily access their own personal feelings about the
place, and so expand their professional perspective.

Kopljar highlights the difference between, on the one hand,
what can be called ontologically determined affordance, i.e.
the action potential that is thought to apply to everyone with
the same constitutional conditions, and on the other hand, a
culturally determined affordance, in this case how people
with design training have assimilated their acquired know-
ledge, such that, with a creative or manipulative purpose, they
immediately understand what a place offers. In addition to
contemporary affordance and affect theory, the theoretical
analysis of the pedagogical perspective also draws on Albena
Yaneva’s criticism of Donald Schén, and on bell hooks and her
view of engaged pedagogy and liberatory education.

Another doctoral student involved in the project, Kajsa
Lawaczeck Kérner, conducted a series of walks in Malmg, mainly
over the course of 2013. Experiences from her walking were
noted down during the walks, and were also accompanied by
sketches and photos, whose purpose was to recall and visually
convey the unspoken experiences that the walking had gene-
rated. This led to the discovery and formulation of walking
practices, and the needs associated with these that are not
accommodated in normative ways of thinking about walking
in the city, or that are missing when architects and city




planners add, or refrain from adding, pedestrian spaces or trans-
port functions to the plans. Lawaczeck Kérner uses an auto-
ethnographic method that, as well as an integral subjectivity in
diary entries and additional stories generated by the intention
to write about walking, also encompasses experimental ways of
reproducing personal experiences as valid research language,
e.g. in photographs where verbal reflections are written into
architectural objects.

This series of interventions concerning walking practices
and walking opportunities, conducted in the centre and
periphery of Malmg, stressed that walking is not just a means
of transport, or a repeated promenading or strolling, but also an
act of liberation, where the walker — sometimes of their own
free will, but also by being influenced - oversteps the boundary
of what is considered normal walking, for example when the
desire to walk in darkness overcomes the safety aspects that
darkness normally implies. The project derives theoretical
support for this norm critical and emancipatory walking motif
primarily from Sara Ahmed’s orientation-focused phenomen-
ology, Donna Haraway’s scientific vision based on partial per-
spective and Judith Butler’s notion of the public space as being
intersubjectively constituted.

The study into the practice of walking also emphasised the
importance of “tectonic proximity” and “tectonic variance”, i.e.
the body’s way of successively perceiving parts of a building,
stairs, fences, flowerbeds, etc., and how these material elements
in the city vary in close contact with the walker’s body (legs,
feet, soles, knees, arms, hands, reach, etc.). Here, the auto-
ethnographic interventions showed how the materiality
impacts on the sense of personal wellbeing in the city, on free-
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dom of thought and movement but also, in practical terms, on
orientation of where you are and where you are going. Perhaps
even more subversive, however, than the tectonic aspects of the
walking situation is the observation that ephemeral occurrences
are what prompt a person to remember, to desire and to avoid
walking in the city, and that preconceived notions about poten-
tial occurrences are in practice often separated out, i.e. planned
so that they are not permitted to occur.

In The Evolutionary Periphery we examine, on a rolling
basis, the pragmatic and organisational question of how (and
whether) it is possible to incorporate artistic methods and
artistic projects into planning processes. Recent years have seen
a growing interest in this field in the worlds of practical urban
planning, business and research. In addition to addressing direct
needs in particular locations, these two intervention projects
on urban planning in Malmé and Lund also attempt to con-
tribute to the overarching question of self-reflection and in-
stitutional criticism, a discourse in which both artists and
researchers must ask themselves how we “use” reality, for ex-
ample, when we apply for a grant, or when we want to activa-
te a real-life social situation in the belief that we can make a
difference. What is giving, what is taking, what is support,
what is a direct responsibility and what is a production of
images for future interpretation, and whose interpretation?

In our case, awareness of these power-related problems has
meant that the results, rather than suggesting specific solutions
to planning problems, have led to the insight that the research
and artistic impetus may, above all, be to throw the ball back
into the court of the everyday practitioners when it comes to
the requirement for reflection. %









KOMMITTENS KOMMENTARER TILL PROJEKTRAPPORTERNA

Sammanstdlld av Torbjérn Lind

Att granska projektrapporter ir en del av kommitténs verksam-
het. Alla projekt som beviljas ska slutredogoras och godkinnas
av kommittén. Det handlar mer om att ett rimligt arbete har
lagts ner i forhéllande till ansdkan, bidragsbelopp och tid dn
sjdlva forskningsresultatens kvalitet.

I arsboken handlar det inte om slutredogorelser i formell
mening utan om rapporter frdn avslutade eller nastan avslu-
tade projekt som har finansierats av Vetenskapsrddet. De ir
séledes exempel pa vad kommittén, Vetenskapsradet, stod-
jer och vad konstnirlig forskning kan handla om inom olika
konstformer. Om m&jligt forsoker vi dven sitta in dem i en
bredare kontext.

Skrivandet som metod. En studie i poesi,
skrivprocess och det reflexiva akademiska
skrivandets moéjligheter.

Projektledare: Hanna Hallgren

Litteraturen och det litterdra gestaltandets egenart bestar i att
man vanligen har en genvig inom den konstnirliga forskning-
en i jimforelse med andra konstarter eftersom metod och
kommunikation av resultat sker i samma medium, det skrivna
spraket. Samtidigt 4r denna korrelation mellan kunskaps- och
kommunikationsform delvis skenbar. Vetenskapens sprik
inom humaniora och samhillsvetenskap #r vanligen dikterad
av en norm, en férment forestillning om sprakets objektivi-
tet och genomskinlighet: "the disappearance of the word and

the appearance of the world”, som den amerikanske poeten
Charles Berstein brukar uttrycka det. Att utmana en sddan
uppfattning har dirfor blivit ett centralt projekt fér en stor
del av den konstnirliga forskningen som sker i skrivandet, det
sprakliga gestaltandet.

Hanna Hallgren tar sig an denna problematik genom att
fora in nyare genusvetenskaplig forskning som férfiktar en
problematisering av spriket och insisterar pa skrivandet och
kunskapandet som en kroppslig och emotionsbaserad erfaren-
het. Darmed skriver hon ocks3 in sig i en etablerad tradition av
vetenskaps- och férnuftskritik. Den poetiska gestaltningen blir
for Hallgren en grundbult i genusvetenskapens kritiska projekt
(som den inte omfattat fullt ut), att visa pa hur allt sprék ar
situerat och performativt.

Enligt Hallgren #r det genom att bejaka sprékets estetiska
och materiella egenskaper som genusvetenskapen kan berikas
av det litterdra gestaltandet. Genusvetenskapen i sin tur kan
nymaterialisera skrivandets idealism genom att stindigt kon-
textualisera sprak- och skrivakt. Denna insikt omsitter Hall-
gren genom att bland annat géra resandet till en metod fér sitt
eget skrivande for att pé s sitt undersdka hur skrivandet paver-
kas av yttre materiella villkor.

En undersékning av A4-arket

Projektledare: Emma Kihl
Text: Beata Berggren

Projektet visar p& den fria konstens styrka att utgéra material
och metod for konstnirlig forskning. Emma Kihls multimodala



understkning av As-arket fokuserar pd pappersarket som dels
materiellt villkor och process, dels som gestaltningsform och
konstobjekt. Den grundliggande frigan som stills dr pa vilket
sitt en standardiserad pappersstorlek styr sitt ssmmanhang och
hur detta kan 6verskridas. P4 sé sitt inordnas Kihls projekt i en
samtidskonstkontext som b&de agerar undersékande samhills-
kritik och konstobjekt.

Den direkt samhilleliga tematiken lyfts genom att Kihl
fokuserar pé ett kulturobjekt som har blivit ett naturobjekt.
Industriellt producerade artefakter som styr var vardag. Detta
undersdks med en film frén Skutskirs bruk som dokumenterar
den industriella framstillningen av papper, dels genom skrif-
ten pd de olika arken som #r arrangerade i kronologisk ordning,
associerande till sivil arkets historia, villkor och material som
moijligheter.

Arkens organisering och deponering i Kungliga bibliotekets
handskriftavdelning lyfter Kihls aktion och forskningsin-
sats till ytterligare en metareflektiv niva. Hirifrdn kan arken
distribueras till utstillningar samtidigt som de fetischeras till
konstobjekt som inte 18ter sig reproduceras; det senare &r ju
kdrnan i Ag-arkets anvindningsomréde. Deponeringen till
ett dppet arkiv gér & andra sidan Kihls forskningsinsats och
konstobjekt till ett offentligt konstverk som alla kan ta del
av, forutsatt att de foljer arkivets regler. Ddrmed belyser Kihl
ytterligare en tematik. Arkivets sociala roll som sanktionerad
dokumenteringsinstitution som (re)producerar det som har
varit och antyder att den som vill agera samhillskritiskt inte
enbart kan stirra pa nuet utan maste undersdka hur vi har valt
att samla det forflutna.

KOMMITTENS KOMMENTARER TILL PROJEKTRAPPORTERNA

Den forskande teatern. Intersektionella
moten mellan scenkonst, skola och akademi

Projektledare: Anna Lundberg

I projektet méts aktionsforskning och teaterpraktik i ett publikt
processarbete. Motesplatsen dr ung scen/6st och tva interaktiva
forestillningar dir. I fokus for projektet str, utéver den fors-
kande processen i sig — samarbetet mellan projektledaren och
forskaren, samt teaterns konstnirliga personal — métet mellan
den unga publiken och ung scen/6sts normkritiska processer
och estetiker.

Anna Lundbergs text speglar denna form for arbete och konst-
nirligt skapande - den &r associativ, icke-linjér, r6r sig mellan
detaljbeskrivning, analys, pastdende och personlig reflektion.
Den later sig inte fingas vilket fér den utomstaende kan skapa en
langtan efter klargérande beskrivning och ramar, mél och resul-
tat. Men just detta stdr bade projektet och rapporten emot, efter-
som det inte heller skulle finga eller korrekt beskriva projektet.

En styrka #r att projektet tar in och ger utrymme for den
friktion som uppstdr nir olika arbetssitt och férvantningar
mots. Hir dr en forskning som befinner sig i det omedelbara
och i det politiska. Just hir i métet mellan teater, akademi och
skola stills frdgor om kultur, makt, tolkningsforetride och ska-
pande kraft pa sin spets.

Projektet har fatt férnyad aktualitet pa ett mindre énskvirt
sdtt genom att ung scen/dsts interaktiva forestillning under
hosten 2014 (Marken brinner) har fatt stillas in pa grund av hot
och skadegorelse. En aspekt som girna kunde ha férdjupats i
rapporten (dven om rapporten tillkom fére hindelsen).
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Den evolutionara periferin. Arkitektonisk
visualisering av "affordance” i urbana
periferier

Projektledare: Gunnar Sandin

Presentationen av projektet visar pa ett vackert och évertygan-
de sitt hur konstnirlig forskning kan utvecklas som underso-
kande akademisk verksamhet med integritet. Om ménga un-
dersékningar i den konstnirliga forskningens tidiga utveckling
i hog grad utgjordes av en férlingd konstnirlig praktik med
tillhérande reflektion, 4r det just den kritiska konstruktionen
som hir framstér som projektets drivkraft och kunskapsbidrag.

Affordancebegreppet gors till en av flera nycklar som sitter
de olika delprojekten i ett aktivt, relationellt férhallande till
varandra. Dirmed férindras ocksd platsernas roll, liksom arki-
tekturens, till interagerande "birare av politisk agens” i stillet
for traditionellt passiva forutsittningar eller materiella objekt.
Aven de forskande subjekten problematiseras genom att ing3 i
olika konstellationer dir subjektspositionen inte alltid 4r i cen-
trum eller har kontroll éver processen.

Projektet visar ocksd pa vikten av att fora in det konstnirliga
undersékandet i olika diskuterande sammanhang, som dirige-
nom konfigurerar en argumentation genom iscenséttningarna
snarare dn framfér en linjirt berdttad konstnirlig praktik—
reflektion. Forutom att visa pé sitt att "inférliva konstnérlig
metodik och konstnirliga projekt i planeringsprocesser” bidrar
projektet ocks3, vilket forskningsmissigt kan vara dnnu vikti-
gare, till moéjligheterna att utveckla en konstnirligt férankrad
teoribildning som #r konstruerande snarare dn forklarande.






THE COMMITTEE'S COMMENTS ON THE PROJECT REPORTS

Compiled by Torbjorn Lind

Reviewing the project reports is part of the brief for the
Committee for Artistic Research. All the projects that
receive grants have to submit a final report for approval by the
committee. The focus is on checking that reasonable work has
gone into the project, in relation to the application, the amount
of the grant and the time taken, and not on the quality of the
research results.

Rather than being a formal publication of final reports, the
Yearbook presents accounts of completed or almost completed
projects that have been funded by the Swedish Research Council.
They are thus examples of what the Committee for Artistic
Research/Swedish Research Council supports and what artistic
research may involve within different art forms. If possible, we
also attempt to place them within a broader context.

Writing as a method of inquiry. A study of
Eoetry, the writing process and the possi-
ilities of reflexive academic writing

Project manager: Hanna Hallgren

The distinctive feature of literature and literary composition is
that it tends to offer a shortcut for artistic research compared
with other art forms, since the method and communication of
the results occur in the same medium, the written language.
However, this correlation between the form of knowledge and
the form of communication is to some extent illusory. The
academic language of the humanities and social sciences is

commonly dictated by a norm, a preconceived notion of the
language’s objectivity and transparency; “the disappearance of
the word and the appearance of the world”, as the American
poet Charles Bernstein puts it. Challenging such a notion has
therefore become a central project for much of the artistic
research that relates to writing, to linguistic composition.

Hanna Hallgren tackles this issue by introducing modern
gender studies research that asserts a problematisation of the
language and posits writing and knowledge as a corporeal and
emotion-based experience. In this way, she also places herself
in an established tradition of critiquing science and reason. For
Hallgren, poetic composition becomes a linchpin of critical
projects in gender studies (which it has not fully embraced),
showing how all language is situative and performative.

According to Hallgren, it is by recognising the aesthetic and
material properties of the language that gender studies can be
enriched by literary composition. Gender studies, in turn, can
rematerialise the idealism of the writing by constantly context-
ualising the linguistic act and the act of writing. Hallgren uses
this insight, in part, by making the journey the method for her
own writing, in order to investigate how writing is affected by
external, material conditions.

A Study of the A4 Sheet

Project manager: Emma Kihl
Text: Beata Berggren

The project shows the strength of fine art in constituting
the material and method for artistic research. Emma Kihl’s



multimodal exploration of the A4 sheet focuses on the sheet of
paper partly as a material condition and process, and partly as
a manifestation of design and an art object. The fundamental
question that is asked is how a standardised paper size controls
its context and how this can be exceeded. This places Kihl’s
project in a context of contemporary art that serves as both
exploratory social critique and art object.

The directly societal theme is highlighted by Kihl focusing
on a cultural object that has become a natural object. Indu-
strially produced artefacts that govern our everyday lives.
This is explored in a film from Skutskir Mill that documents
the industrial manufacture of paper, partly through writ-
ing on the different sheets, arranged in chronological order,
alluding to the sheet’s history, conditions and material as
opportunities.

The organisation of the sheets and their placement in the
National Library of Sweden’s manuscript archives lift Kihl’s
action and research work to another metareflective level. From
this position, the sheets can be distributed to exhibitions,
while at same time they are fetishised into art objects that
cannot be reproduced; something that is the core application
of the A4 sheet. On the other hand, being held in a public
archive makes Kihl'’s research work and art object into a public
work of art that everyone can share, as long as they follow the
archive’s rules. Kihl thus illuminates an additional theme. The
social role of the archive as a sanctioned documenting institu-
tion that (re)produces what has been and suggests that any-
one who wishes to pursue social criticism cannot simply stare
at the present, but must also explore how we have chosen to
collect the past.

THE COMMITTEE'S COMMENTS ON THE PROJECT REPORTS

Experimental theatre. Intersectional
encounters between dramatic art, school
and academia

Project manager: Anna Lundberg

In this project, action research and theatre practice meet in a
public piece of process work. The meeting place is ung scen/&st
and the two interactive performances there. In addition to the
research process itself - the collaboration b3etween the project
manager/researcher and the theatre’s artistic personnel - the
focus of the project lies on the meeting between the young au-
dience and ung scen/&st’s norm critical processes and aesthetics.

Anna Lundberg’s text reflects this form of work and artis-
tic creation - it is associative and non-linear, moving between
detailed description, analysis, assertion and personal reflection.
It is not easy to pin down, which for the outsider can create a
longing for explanatory descriptions and frameworks, objecti-
ves and results. However, the project and the report resist this,
because it was not the intention to capture or correctly describe
the project.

It is a strength that the project embraces and allows space
for the friction that arises when different ways of working and
expectations clash. Here is a piece of research that exists in the
immediate and in the political; here in this meeting between
theatre, academia and school, questions of culture, power, pre-
ferential right of interpretation and creative force are brought
to a head.

The project has taken on renewed topicality in a less than
desirable way, since ung scen/&st’s interactive performance
Marken brinner (The Ground is Burning) had to be cancelled
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in autumn 2014 due to threats and vandalism. This matter could
have been examined in more depth in the report (even though
the report was written before the incident).

The Evolutionary Periphery. Architectonic
Visualisation of Affordance in Urban
Peripheries

Project manager: Gunnar Sandin

The presentation of this project shows, in a beautifully
convincing way, how artistic research can be developed as an
investigative academic undertaking with great integrity. While
many investigations in the early days of artistic research largely
comprised an extended artistic practice with associated reflec-
tion, it is this critical structure that here provides the project’s
drive and knowledge.

The concept of affordance becomes one of several keys that
place the various sub-projects in an active, relational position
vis-a-vis each other. And within this, the role of the locations,
and the architecture, is changed to make them interactive
“carriers of political agency” rather than traditionally passive
circumstances or material objects. The researching subjects are
also encompassed within the research problem by being part
of various constellations, where the subject is not always the
central focus or in control of the process.

In addition, the project shows the importance of introducing
artistic investigation into different discursive contexts, and
consequently configuring an argument through performances
rather than a linear account of artistic practice-reflection. As

well as presenting a way “to incorporate artistic methods and
artistic projects into planning processes”, the project also -
perhaps even more importantly in research terms - expands
the scope to develop an artistically rooted formation of theory
that is constructive rather than explanatory.






SLUTORD

Av Catharina Dyrssen, ordforande i KF-kommittén

Redan 2013 ars symposium, Konstndrlig forskning: Metod och
resultat, som holls pd Konstfack i Stockholm, forsokte vixla
riktning bort frén att prata generellt om konstnirlig forskning
till att fora diskussionen genom forskningsprojekt. Symposiet
2014 pa Hogskolan i Borés satte fokus dnnu tydligare pa forskan-
dets praktik i ett forskarsymposium med Sppen utlysning fér
projektpresentationer. De visade pé direkta erfarenheter, per-
spektiv, angreppssitt, samarbetsformer och resultat (se vidare
Torbjérn Linds symposierapport under Bilagor) och understrok
hur brett registret ir, hur metoderna skiftar och hur specifikt
de ofta mejslas ut i férhallande till material, tematik och fra-
gestillningar. Symposiet belyste ocksé en institutionaliserings-
process, dir en vixande skara yrkesverksamma konstnirer, dok-
torander och disputerade nu etablerar konstnirlig forskning i
samhillet, inom konstnirlig praktik, pa konsthégskolor och i
universitetsstrukturer.

Under hosten 2014 pégick ocksd arbetet med dmneséversik-
ter for Vetenskapsradets alla forskningsomraden. Syftet dr dels
att ge en ligesbeskrivning och formulera rekommendationer
till satsningar i kommande finansiering, dels att stirka argu-
mentationen for 6kade statliga anslag till forskning, dels att
forstds ocksd dppna upp for fortsatt dialog med institutioner
och aktiva inom forskningen.

Materialet for det konstnirliga omridet &verraskade med
sin mangfald - hir visade sig ett trettiotal olika discipliner och
manga tematiska tvirkopplingar bide inom filtet och i kontak-
ter ut mot andra forskningsomraden. Variationerna beskrevs
béde som en rikedom och en risk for fragmentering. Har finns
potentialer som forskarsamhillet, och dven konstpraktiken,
annu inte fullt ut har tagit tillvara och med en vixande etable-
ring av filtet och en snabbt 6kande grupp unga forskare kan
det ge en méngriktad, flexibel styrka.

Amnesbeskrivningen visade ocks3 pa att konstnirlig forsk-
ning maste bli bittre pd att tydliggéra sin samhillsrelevans.
Konst, konstnirligt skapande, performativa metoder, konst-
nirliga representations- och kommunikationsformer - i bild,

ljud, iscensittningar, interventioner med mera - ingdr idag i
s3 mycket av minniskors (kun)skapande och griper djupt in i
samhillets olika omvandlingar, frin s kallade kreativa niringar
till nya lirandeformer, vardagskommunikation och kulturella
uttryck. Konstnirers och kulturarbetares kompetenser anvinds
i ménga samhillsutvecklings-, demokrati- och innovationspro-
cesser. Och deras gestaltande, diskuterande, kritiskt belysande
(ofta oavlénade) arbeten paverkar samhillet i hog grad dven vid
sidan om etablerade ekonomier.

Sex rekommendationer formulerades till styrelsen: utveckla
stabila och framstiende forskningsmiljder och nitverk med
méjligheter till bdde specifika &mnesdjup och breda, tematiska
problemstillningar; stirk karridrvigarna for unga forskare; vida-
reutveckla internationaliseringen; 6ka méjligheterna till samar-
beten med andra forskningsomraden; fordjupa diskussionen om
kvalitetsutveckling, &mnesklassificering och publicering; kart-
lagg och stotta behov av infrastruktur for konstnirlig forskning.

Vid en samlad presentation av alla &mnesdversikterna inom
Vetenskapsridet pekade nistan varje omréde pa det omdjliga i
att dela in och standardisera dagens forskning. Man understrok
ocksé att den intressantaste, mest nyskapande forskningen ofta
sker i kontaktytorna mellan olika discipliner och traditioner,
eller i vad som ibland betraktas som forskningsfiltens margi-
naler och att de fria projektmedlen dirfér dr viktiga. Det hir
vidgar ocksd méjligheterna for konstnirliga angreppssitt som
kan bidra med nya perspektiv och metoder i forskningen, och
inte minst stilla nya frdgor om kultur, skapande, meningspro-
duktion, kunskapsbegrepp, virden, lirande, kvalitet och kom-
munikationsformer i samhillet.

Vi behéver fortita idéutvixlingen och kvalitetsdiskussio-
nerna mellan forskare inom konstnirliga omrdden och 6ppna
for tematik dir konstnirlig forskning tas tillvara i kontakt med
andra forskningsomraden. Vi har en generation nya konstnér-
liga forskare i startgroparna, vilket ar en fantastisk resurs men
ocks8 en utmaning till att utveckla bredare finansiering och av-
sittning for forskningen i samhillet, skapa karridgrméjligheter
for unga forskare och utveckla mer stabila forskningsmiljéer
och sammanhang dir de kan verka. =






CLOSING REMARKS

By Catharina Dyrssen, Chair of
the Committee for Artistic Research

The 2013 symposium, Artistic Research: Methods and Results,
hosted by Konstfack in Stockholm, tried to move away from
talking generally about artistic research and towards conducting
the discussion through research projects. The 2014 symposium
at Borés University then focused even more clearly on research
practices in a research symposium that issued an open call for
project presentations. These showcased a wide range of direct
experiences, perspectives, approaches, collaborative forms and
results (see also Torbjérn Lind’s report under Appendices) and
underlined how broad the field is, how the methods are chang-
ing and how specifically they tend to be hammered out in terms
of material, theme and questions. The symposium also shone
the spotlight on a process of institutionalisation, as a growing
body of professional artists, doctoral students and PhD graduates
establish artistic research in society, within artistic practice, at
art colleges and within university structures.

Autumn 2014 also saw the continuation of work on sub-
ject overviews for all the Swedish Research Council’s fields of
research. The purpose of this is partly to provide a status report
and to formulate recommendations on where to target future
funding, and partly to strengthen the argument in favour of
increased state funding for research, but also to drive forward
the continuing dialogue with institutions and those actively
involved in research.

The material underlying the artistic field has proven sur-
prisingly diverse, with around 30 different disciplines and many
thematic cross-links, both within the field and in interfaces with
other fields of research. The variations were described variously
as representing a richness of ideas and a risk of fragmentation.
There is potential here that the research community, and also art
practice, has not yet fully exploited, and with the growing esta-
blishment of the field and a rapidly expanding group of young
researchers, it may bring a multifaceted, flexible strength.

The subject overview also showed that artistic research needs
to be better at clarifying its social relevance. Art, artistic creation,
performative methods, forms of artistic representation and
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communication — images, sound, staging, interventions and so
on - are integral to so much of human knowledge and creati-
vity and go to the heart of society’s various transformations,
from so-called creative industries to new forms of learning,
everyday communication and cultural expression. The skills of
artists and cultural workers are applied in many social develop-
ment, democracy and innovation processes. And their pro-
ductive, discursive, critically illuminating (and often unpaid)
work also has a major impact on society, alongside established
economies.

Six recommendations were made to the board: Develop stable
and prominent research environments and networks with
space for specific subject depth and broad, thematic problems;
Strengthen career paths for young researchers; Build up inter-
nationalisation; Increase opportunities for collaborations with
other fields of research; Move forward the debate on quality
development, subject classification and publication; Survey and
support the need for infrastructure for artistic research.

In a general presentation of all the subject overviews for the
Swedish Research Council, almost every area highlighted the
impossibility of categorising and standardising today’s research.
It was also stressed that the most interesting, most innovative
research often occurs at the interface between different
disciplines and traditions, or what is sometimes described as
the margins of the research fields, and so independent project
funding is vital. This also expands the opportunities for artistic
approaches that can contribute new perspectives and methods
of research, and not least ask new questions about culture, crea-
tivity, production of meaning, concepts of knowledge, values,
learning, quality and forms of communication in society.

We need to increase the exchange of ideas and quality dis-
cussions between researchers in the artistic fields and open the
system up to themes that embrace artistic research in contact
with other fields of research. We have a generation of new
artistic researchers on the starting blocks, which is a fantastic
resource, but it also challenges us to develop the broader fun-
ding and promotion of research in society, create career oppor-
tunities for young researchers and develop more stable research
environments and contexts in which they can thrive.






AMNESOVERSIHT
- AMNESPECIFIKA BESHKRIVNINGAR

INLEDNING

Vetenskapsraddets kommitté fér konstnirlig forskning har un-
der 2014 tagit fram en dmnesindelad beskrivning av forskning-
en inom omradet. Beskrivningens sammanfattande del ligger
till grund fér f6r kommitténs rekommendationer till dtgirder
for att utveckla forskningsomradet som helhet. Beskrivning-
en bestdr av en Overgripande omradesbeskrivning, rekom-
mendationer i sex huvudpunkter, forskningens genomslag i
internationell jamforelse samt morgondagens utmaningar (se
kapitel 1).

Den andra och foreliggande delen (del 2, bilaga) och tillika
den mer utforliga delen utgors av beskrivningar av olika d4m-
nesomraden. Indelningen baseras hir pd OECDs kategorisering,
men har ocksd delvis utdkats och fértydligats for att battre
spegla det konstnirliga forskningslandskapet och dess institu-
tioner i Sverige idag. Den huvudindelning vi har valt dr
* bildkonst och fri konst
* musik
* scenkonst: teater, koreografi, dans, cirkus, opera och perfor-

mance
* arkitektur
* design, konsthantverk och visuell kommunikation
* film, r6rlig bild och fotografi
* litterdr gestaltning.

Till innehallet speglar den konstnirliga forskningen ett fakul-
tetsomrade av stor rorlighet och mangfald. Amnesindelningen
ir diarfor delvis svirbestimd och visar pd en mingd tematiska
kombinationer och 6verlappningar med &ppna grinser dven
mot andra forskningsomraden. Fér att spegla ndgot av spannvid-

den anges inom vissa &mnen négra exempel pd forskning som
har tilldelats projektmedel frdn Vetenskapsradet. Fér en full-
stindig forteckning hinvisar vi hir till Vetenskapsridets &rs-
bok fér konstnirlig forskning som har funnits sedan 2004 och
som frdn och med 2014 kan laddas ner digitalt frdn www.vr.se.
Nir det giller en beskrivning av forskningens status och orga-
nisering i andra linder hinvisas dven till utredningen "Konst,
forskning, makt. En bok om konstniren som forskare.” av Efva
Lilja (Regeringskansliet 2015).

Beskrivningarna av forskningen fér varje tema har tagits
fram av Kommittén for konstnirlig forskning med hjilp av un-
derlag fran ett antal framstdende forskare inom det konstnir-
liga faltet. De externa forskare och specialister som sirskilt har
anlitats for underlaget 4r (i bokstavsordning): Magnus Birtas,
Camilla Damkjaer, Maria Hellstrém Reimer, Oscar Hemer,
Anders Hultgvist och Ole Liitzow Holm. Virdefulla synpunk-
ter och underlag frin forskarsamhillet har ocksd inkommit
via webbforum och direkta remissvar. Kommittén ansvarar for
sammanstillningens formuleringar och slutsatser.

BILDKONST OCH FRI KONST

Beskrivning av forskningen inom dmnet

Bildkonst (engelska: Visual Arts) betecknas ibland fri konst
och ir en samlande benimning fér en mangfald konstnirliga
praktiker som bland annat inkluderar rérlig bild, viss fotokonst
(se Film och rérlig bild), skulptur, ljudkonst (se dven Musik),
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kuratoriella praktiker och olika hybrida konstnirliga uttryck
genom audiovisuella medier och multimodala gestaltningsfor-
mer. Grinserna ir flytande gentemot andra konstnirliga filt,
exempelvis musik, koreografi, dans, performance, arkitektur,
design, film och litteratur.

Den konstnirliga forskningen i Sverige inom dmnesomradet
bildkonst eller fri konst kan riknas frén borjan av 2000-talet.
Ar 2006 lades de tre forsta avhandlingarna i fri konst fram vid
Lunds universitet. Men bildkonst har sedan linge ofta haft
en understkande karaktir med en grund i bland annat den
konstnirliga praktikens konceptualisering och undersokande,
metodkritiska karaktir som har vuxit fram under 1goo-talet,
framfor allt sedan 1960-talet, d& ocksd bendmningen fri konst
vann insteg. Man kan ocksé pdminna om den tita kontakten
mellan konst och teknik genom tiderna samt om den kritik-
tradition som etablerades redan p& 1700-talet och som varit en
viktig link i kunskapsutbytet mellan konstutévare och offent-
lighet. Forskningen inom #mnet visar ocksé ofta pa liknande
intentioner att utforska, medvetandegéra och kritiskt préva
kunskapande genom konst som materiell praktik och att for-
mulera nya utgdngspunkter som kontinuerligt férindrar och
hybridiserar &mnen och genrer.

Bildkonst behandlar ofta problemstillningar kring metoder,
konstnirlig process samt konstens kontexter och teoribild-
ning, vilket bidrar till forskningens samhillsrelevans. Hir in-
gar exempelvis aspekter av férmedlingsformer, subjektskon-
struktion, perception, kognition, komplexa férstielsesystem,
sensoriska och materiella betingelser for kvalitetsdrivande
processer, narrativitet och hybrida gestaltningsformer, repre-
sentation och referentialitet, meningsskapande och normkri-
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tik samt inte minst offentligheter i forindring, kuratoriella
praktiker och konstverkets, konstnirens och konstinstitu-
tionens férindrade betydelse i en tid av tilltagande kollektivt
skapande. Samarbete sker ofta med andra forskningsomraden,
till exempel kulturvetenskaper, sociologi, genusvetenskap,
systemvetenskap och utbildningsvetenskap, men dven med
teknikvetenskaper och medicin.

Forskningen kan resultera i konstnirliga verk, utveckling av
skriftliga former och sprakliga processer med relevans fér en
kritisk diskussion inom det konstnirliga omréadet.

Vissa forskare urskiljer tvd dominerande modus for forsk-
ningen inom dmnet vilket dven ger genomslag i teoribildning,
masterkurser och hdgre seminarier om konstnirlig forskning
vid de konstnirliga hogskolorna. Modus ett innebir ett be-
greppsliggorande och utvecklande av konstndrlig praktik, medan
modus tva ir ett transdisciplindirt forhdillningssdtt dir konstnir-
liga metoder férbinds med metoder inom till exempel naturve-
tenskaper eller samhillsvetenskaper.

Den férsta ansatsen stir ndrmare grundutbildningen i konst
och betonar ett historiskt perspektiv dir konst ses som inter-
disciplinér till sin natur. Inom detta filt insisteras ibland pa
att all allvarligt menad konstnirlig verksamhet &r en form av
utforskande av ett imne, material vissa férhallanden eller f6-
restéllningar. Ddarmed handlar den konstnirliga forskningen i
hog grad om ett "avtickande” av de konstnirliga processerna
— ett forsdk att teoretiskt artikulera vari den specifikt konst-
nirliga kunskapen bestér, hur den formas, anvinds och star i
forbindelse med till exempel samhillet och politiska hand-
lingar, det vill siga inte bara det praktiska, metoderna och av-
gdrandet, utan ocksd de mekanismer som agerar for att skapa
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mening i ett verk. Begreppen "metod” och "metodologi” f6rstas
hir ocksd i en vidgad betydelse i det att de har sin egen estetik
och bir med sig sina gester, sin diskurs och sin historia i ett
konstverk, det vill siga att det upprittas ett slags "metodologins
estetik” som #r generisk i den forskande praktiken, vilket ocksa
har paralleller inom flera vetenskapliga traditioner. Begreppen
"metoder”, "gérande” och "praktik” ses alltsd som involverade
i verkets meningsproduktion och bor dirfor reflekteras i det
konstnirliga forskningsprojektet. Enligt synsittet 4r det ocksa
genom en sidan reflektion som den konstnirliga forskningen
skiljer sig frén annan konstnirlig praktik. En utmaning fér
varje enskild konstnidr och forskare inom denna héllning &r
dirfér att etablera ett kommunikativt, essdistiskt och litterirt
eller experimentellt sprak som beskriver (och samtidigt verkar)
mellan samhille, verk, text och paratext.

Den andra ansatsen betonar i hégre grad uppkomsten av ett
filt som i ndgon mening befinner sig mellan konst och annan
vetenskap och dirfér inte primirt relaterar till det etablerade
konstfiltet och konsthistorien. Féresprdkarna hir ir inte lika
benigna att forsoka “avticka” den specifikt konstnirliga pro-
cessen utan betonar mer den konstnirliga forskningen som
en egen form fér kunskapsproduktion, vilken méjliggdrs av
transdiciplindra férhéllningssitt och undersékningsmetoder.
Hir anvinds ocksé ofta en mer akademisk terminologi dven om
maénga forsk gors att finna en egen formalia och egna presen-
tationsformer. Det dr ocksd vanligare med forskarlag, dér olika
kompetenser ingér. Likasd forvintas i hogre grad forsknings-
resultaten ha en (ibland instrumentell) samhillelig funktion,
socialt eller i férhallande till kommersiella aktérer. Emblema-
tiska projekt inom denna linje ir projekt som befinner sig nira
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design och arkitektur, till exempel projekt som berér urbanitet
och det offentliga rummet.

Nagra utgdngspunkter fér kvalitetskriterierna inom de tva lin-
jerna kan noteras. [nom den férsta linjen handlar det om att lyf-
ta fram praktisk kunskap som dmne: betona reflektion kring den
egna praktiken, extrahera och artikulera teori ur gérandet eller
praktiken, f6rsté tillimpbarheten av denna teori, forstd hur den
egna praktiken #r linkad i historisk och samtida mening, identi-
fiera andra relevanta teorier och praktiker frdn andra forsknings-
omraden och konstnirliga filt, samt kontextualisera det egna
projektet i relation till annan aktuell forskning och till relevanta
falt. Stor vikt laggs vid den sprikliga processen: att utveckla en
spraklighet som béade reflekterar och utvecklar den egna prakti-
ken och forskningen. Forskningen resulterar vanligtvis i konst-
nirliga verk med hég relevans for det konstnirliga filtet och blir
foremal for en kritisk diskussion inom konstfiltet. Inom den
andra linjen ses forskningen som ett sjilvstindigt, interdiscipli-
nirt filt i forhallande till annan konstnirlig praktik. Inte sillan
sker hir méten mellan konstnirligt undersokande eller estetiska
processer och forskning inom till exempel naturvetenskap eller
humanvetenskap. Ofta utvecklas nya former for samarbeten och
forskarlag, kunskapsproduktionen #r ofta tesdriven eller norma-
tiv och forskningen behgver inte resultera i konstnirliga verk
med hog verkshéjd utan bedéms utifran kvalitetskriterier som
ar specifika for disciplinen konstnirlig forskning.

Dessa tva modus kan sigas spegla tvé olika hallningar till ut-
vecklingen av konstnirlig forskning, de utesluter inte varandra
men utvecklas visentligen i dialog och kan samexistera inom
enskilda forskningsprojekt. De &terfinns ocks8, med variatio-
ner, inom flera konstnirliga forskningsomraden.
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Styrkor och svagheter

Den konstnirliga forskningens férmaga att omformulera och
kreativt behandla intressevickande, grinséverskridande och
kunskapsrelaterade fragor och metodologiska utmaningar ir
sirskilt tydlig inom fri konst. Forskningen kan visa pa former
for problematisering, konceptualisering och metodologiska an-
greppssitt som har férmaga att synliggdra samhillsféreteelser
och konstnirliga fragestillningar pd nya sitt, utan att reducera
deras komplexitet.

Fri konst saknar ofta tydligt avgriansade objekt och discipli-
nirt definierade metoder, vilket 4r en styrka i det att former-
na for fragestillningar, uttryck, begreppsbildning, teoretiska
konstruktioner med mera kan utvecklas med stor frihet och
flexibilitet. Samtidigt kan avsaknaden av forskande regelverk
vara en svaghet, om det #r svart att utveckla forskningens dis-
kurser.

Den stérsta svagheten ir, liksom inom flera konstnirliga 4m-
nen, bristen pd starka, 13ngsiktigt hallbara forskningsmiljoer
med tillricklig kritisk massa. Och pé samma sitt som for det
konstnirliga omrédet i stort finns ett stort behov av att stirka
forskningsmiljéer med sikte pé excellens och institutionell for-
starkning, till exempel genom att dka antalet postdok-tjanster,
stiarka unga forskares karridrvigar samt satsa pa gistprofessurer
och internationalisering.

Trender, utvecklingstendenser
och utvecklingspotential

Fran att tidigare ha varit starkt individualiserad med fokus
pa den egna konstnirliga processen har forskningen inom fri
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konst genomgéatt en mycket kraftfull utveckling under 2000-ta-
let. Den misstinksamhet mot konstnirlig forskning som prig-
lade fri konst — dess institutioner, aktdrer, savil praktiker som
teoretiker (vilket inbegriper atskilliga konsthistoriker) — har
gett vika under senare &r. Nu mirks en ¢kad genomlysning av
metoder, en starkare forskningsmissig problematisering och en
kvalitetsforbittring. Darmed sker ocksa gradvis en "avmystifie-
ring” av skapandet och konstnirliga processer samtidigt som
metod och metodologi i utvidgad betydelse involveras i kon-
stens och konstverkens meningsproduktion.

Forskarutbildning inom fri konst, tidigare framfér allt i
Malmd och Goéteborg, har dkat starkt pa flera hégskolor i lan-
det genom den nationella Konstnirliga forskarskolan, etable-
ringen av Stockholms konstnirliga hogskola och 6kad sam-
verkan mellan ldrositen. S6ktrycket till doktorandtjinster dr
mycket hégt.

Genom att forskningen i hég grad formas genom enskilda
forskningsprojekt och #mnesgrinserna hela tiden medvetet
overskrids, forstirks amnesomradets mangfald och perspektiv-
rikedom. Den rérliga bildens multimodala sprak och uttryck
ir intressant i sammanhanget och berér audiovisuella narrativ
och férandringar av till exempel dramaturgiska modeller, for-
mat och distributionskanaler, liksom blandformer med olika
former av populdrkultur. Hir finns en omfattande tematik som
r vird att studeras och som 6ppnar for samverkan med andra
forskningsomréden.

Inom lararrekryteringen till de konstnérliga hégskolorna har
hittills inga formella krav stillts pd att professorer och lektorer
ska ha forskarmeriter. Men i realiteten har dessa meriter fatt ett
stort genomslag vid anstillningar, inte minst pa grund av att de
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konstnirliga hdgskolorna ér i stort behov av forskningskompe-
tensen och vill bygga upp egna forskarmiljéer. Bland konststu-
denter pd kandidat- och mastersniva finns nu ett stort intresse
for forskning. Trots att s& fa avhandlingar har publicerats i Sve-
rige inom fri konst har alltsd visionerna om konstnirlig forsk-
ning redan internaliserats inom grundutbildningen.

Det finns en risk att konstnirlig kvalitet utesluts eller sido-
ordnas i utvirdering av konstnirliga forskningsprojekt, sarskilt
i en utveckling i riktning mot "modus 2” enligt beskrivningen
ovan, eller att den bedéms alltfor “inom-akademiskt” enligt
omrédets egna ("nya”) kriterier for peer review. En optimistisk
framtidsvision &r att konstnirlig forskning med tiden upprit-
tar ett eget filt som i ndgon mening skiljs fran konstfaltet, och
med styrka och sjalvfortroende kommunicerar och tillimpar
sina resultat i samhillet och dirfor ocksé fir en egen samhiills-
relevans.

Amnets stallning i Sverige och internationellt

Inom yrkespraktiken har fri konst i Sverige sedan lange ett om-
fattande internationellt utbyte, vilket &r en styrka dven i forsk-
ningen, dir antalet internationella forskningssamarbeten 6kar.

Sarskilda behov av forskningsinfrastrukturer

Liksom inom konstnirlig forskning generellt finns det inom
fri konst ett behov av tkade stédfunktioner, exempelvis hand-
ledarkollegier, nationella och internationella forskarnitverk,
samt nitverk for kollegial kvalitetsbedémning, nya publice-
ringskanaler och utstillningsméjligheter.
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WUSIK

Beskrivning av forskningen inom dmnet

Mot slutet av 1g7o-talet var musikomradet en av de férsta
konstnirliga disciplinerna att utveckla en strategiskt konci-
pierad forskande praktik och s smaningom ocksa finansierade
forskningsprojekt. En lokalt férankrad variant av musikveten-
skap vid Goteborgs universitet, konstnirligt kreativ forskarut-
bildning (KKFU), férde da in den konstnirliga praktiken som
en del av forskningen. Ett tjugotal ar senare, vid Musikhogsko-
lan i Malmé, Lunds Universitet, och direfter dven vid Kungliga
Musikhégskolan i Stockholm, 14t man istéllet en konstnirlig
forskarutbildning vixa fram, oberoende av musikvetenskapen,
och den redan etablerade musikpedagogiska forskningen. En
av orsakerna var ambitionen att utveckla praktiknira meto-
der och teorier. Detta har gett en stor bredd men #nda kan tva
tendenser urskiljas: projekt som ansluter till en teoribildning
med inspiration fran filosofi, genusteori och kritisk teori, samt
projekt som ansluter till existerande musikvetenskaplig och
musikpedagogisk teoribildning.

De tidiga forskningsprojekten inom musik var oftast histo-
riskt orienterade och knét an till interpretationsfrigor. Senare
projekt ror sig bort frdn den musikvetenskapligt inspirerade
konstnirliga forskningen och problematiserar gérna uppdel-
ningen mellan producerande och reproducerande praktik. Av
hittills 22 fullbordade doktorandprojekt 4r hilften (elva) inom
visterlindsk klassisk musik, fem i improvisation och sex i me-
dia, folkmusik och populidrmusik. Av de elva avhandlingarna i
visterlindsk klassisk musik har atta fokus pa klassisk interpre-
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tation. Fem av dessa presenterades dock 2008 eller tidigare vil-
ket tyder pa en utveckling bort fran denna tradition.

Speciellt for musikdmnet dr bland annat en djupt férankrad
tolkningstradition med betoning p& klingande eller ljudande
artefakter. Hir har funnits en historiskt betingad syn pa teo-
ribildning, starka kopplingar till pedagogik samt en uppdel-
ning mellan producerande och reproducerande praktik, samt
nyskapande och bevarande intressefilt dar kulturarv spelar en
viktig roll. Den konstnirliga musikforskningen har hittills haft
ett patagligt fokus pé konstmusik. Den drivkraft som tidigt har
funnits inom fri konst i att utvidga och konceptualisera forsta-
elsen av material, metoder och tekniker har forst pa senare tid
borjat markas inom musiken. Experimentella uttryck handlar
oftast om ljudskapande, delvis i interaktivt samspel med andra
konstriktningar och vetenskaper. Man kan &ven skénja en vidg-
ning frdn konstmusik till musikalisk konst.

Opera kan sigas tillhéra bdde musik och scenkonst, delvis
beroende pa forskningsprojektens inriktning mot till exempel
vokalt uttryck eller interpretation av historiska material, res-
pektive mot scenisk gestaltning. I amneséversikten behandlas
opera inom dmnet Scenkonst.

I konstnirlig forskning péd musikomrédet méarks idag fem hu-

vudkategorier som problematiserar

* interpretation och tolkning, komposition och komposito-
riska processer

* musikers kunskapsprocesser, musikaliskt lirande och musik-
pedagogik

* datorbaserat musikskapande och interaktivitet mellan musik
och informationsteknologi
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* improvisation
* socio-musikalisk och socio-politisk interaktion, inklusive ge-
nustinkande.

Maénga projekt gar dock pa tvirs mot dessa kategorier da de rér
fragor kring exempelvis musik, kropp, rorelse, sprik, genus,
lyssnande samt ljud och ljudkonst.

Inom forskningen i musik mirks bdde en dmnesspecifik ut-
veckling och 6kade kontakter med andra konstnarliga falt. Kon-
takten med till exempel musikdramatik, fri konst och nya media
har varit stark i 6ver ett decennium och den 6kar successivt med
andra filt, sdsom dans och koreografi, arkitektur och stadsplane-
ring, design, teknik och litterir gestaltning. Aven tvirdiscipli-
nirt samarbete med forskare inom humaniora och samhillsve-
tenskap, utbildningsvetenskap, naturvetenskap, teknik, medicin
och hilsa dr under stark utveckling. Den konstnirliga forskning-
en inom musik bidrar pa s vis till bdde férdjupade insikter och
fornyelse inom musikaliskt skapande och vidgad belysning av
musik som samhillsforeteelse och uttryck.

Forskningsmetoderna utnyttjar ofta explorativa former ge-
nom musikskapande, inte séllan kombinerade med metareflek-
tioner, fallstudier, kvalitativa intervjuer, laboratorieliknande
forsok, sammanstéllning av data samt olika former av skrivande
(jamfér dven beskrivningen over Bildkonst). Redovisningsfor-
merna kombinerar ofta musikaliska gestaltningar (i konsert,
forestillningsform och audiovisuellt), partitur och text. Hir
utnyttjas nya publiceringsformer med peer review.

Bland forskningsprojekt som har erhallit stéd frin Vetenskaps-
radet kan nimnas Skapande performance — datorstodd kreativitet
(till och med 2008), In i bruset. Gestaltande musikaliska, arkitekto-
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niska och akustiska undersokningar av det nutida ljudrummet (till
och med 2010), (Ny)tdnkande om improvisation i och genom musik
(till och med 20m), Instrumentalisters musikaliska kunskapsutveck-
ling i ett kulturellt mdngfacetterat samhdlle (till och med 200g),
Mot ett konstmusikens utvidgade filt (till och med 2010), Musik i
rorelse; Nya konstndrliga strategier for att sammanfora koreografi
och musikalisk komposition (till och med 2014), Kollaborativt mu-
sikaliskt skapande; komponerandets, improviserandets och framfo-
randets ekologi (till och med 2016), Komposition vid det konceptuel-
las grinser. En krympande tomhet — mening, kaos och entropi (till
och med 2017), Tolkningsrum,; musikalisk interpretation i samspel
med rumsakustik (till och med 2016), Det "essentiellt” feminina — en
kartldggning genom konstndrlig praktik av det feminina territorium
som den tidigmoderna musiken erbjuder (till och med 2017).

Styrkor och svagheter

Liksom dans, teater och film 4r musik en temporal konstart
och det performativa i de tidsbaserade konsterna kan utgéra
en killa till ny férstielse kring hur kunskap och vetande for-
mas. Detta ir en inneboende styrka och potential i konstnirlig
forskning i musik. En annan styrka ir att musikalisk konstnér-
lig forskning med sin férankring i gestaltning dven stédjer sig
pé humanistisk och samhillsvetenskaplig forskning.
Interpretationsforskningen utgjorde till en bérjan ett slags
naturlig utvixt ur den dagliga konstnirliga praktikens géran-
den och 6verviganden, en position som 2000-talets diskussioner
emellanat har velat problematisera. Aven om det gestaltande
momentet tillmittes relativt stor betydelse, betraktades det
inledningsvis som ett underordnat stod fér en mer teoretiskt
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orienterad diskurs. Icke desto mindre innebar det ett radikalt
alternativ i och med att det etablerade nya férbindelser mellan
teori och praktik och dirmed ocks3 visade pd mojligheten att
erkinna subjektiva aspekter och erfarenheter inom ramen fér
ett forskningsarbete. Som hybridform spelade detta en central
roll nir konstnirlig forskning pa allvar etablerade sig och #n i
dag kinnetecknar det vissa delar av forskningen pd musikom-
radet, vilket kan innebira béde en styrka och en svaghet. Teori-
och metodutveckling bekriftar ofta vedertagna strategier med
till exempel kvalitativa intervjuer, statistiska jaimforelser och en
dmnesforstaelse som vilar pa en foérhallandevis stabil inomkonst-
nirlig konsensus, eller knyter an till annan etablerad forskning
inom teknologi, pedagogik, psykologi eller musikvetenskap.

Blandningen och spinningen mellan mer rekonstruerande
omtolkningar och ett experimentellt ifrigasittande, liksom en
genremissig breddning, férvintas leda till utvecklingen av en
stérre metodologisk flexibilitet och méngfald. Hir finns dock
fortfarande arbete att gora, liksom vad giller forskningséver-
sikter med referenser till annan konstnirlig forskning och
transparens i 6éverforingarna mellan teori och praktik.

Av tjugotvé fullbordade avhandlingar i Vetenskapsridets sta-
tistik inom musikomradet dr nistan hilften polemiskt och ex-
perimentellt undersékande med utgdngspunkt frdn antingen en
kritisk omvirlds- och dmnesorientering, eller en grundforskande
konstnirlig praktik som i sig utmanar hierarkier eller granser for
var forstéelse av virlden. Den andra hilften kan séigas st f6r stabili-
tet, evidensbaserade forskningsprocesser och en ambition att fér-
djupa snarare in att expandera. Tillsammans med viljan att bilda
interdisciplinira allianser bidrar variationsrikedomen till att géra
musikomradet till en trovirdig medspelare i forskarsamhillet.
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Trender, utvecklingstendenser
och utvecklingspotential

Med en férhallandevis 1dng utveckling som konstnirligt forsk-
ningsomrade och ménga disputerade har musikomradet méj-
ligheter att nationellt utveckla ett par starka forskningsmiljoer,
vilket dock kriver mer medvetna strategiska satsningar och en
bredare finansiering av seniora forskare genom riktade fakul-
tetsmedel. Liksom fér hela det konstnirliga omradet behévs
fler postdok-tjénster.

Amnesoverskridande problemstillningar och intertextuella
kopplingar kan ytterligare berika forskningsmetodiken &ven i
inomdisciplinidr musikforskning. Hér kan aktuella samverkans-
aktiviteter vid Lunds universitet, Géteborgs universitet och
Kungliga Musikhégskolan i Stockholm (till exempel gentemot
KTH) ndmnas.

Vikten av metodologisk pluralism, en handlingsorienterad
forskande praktik, tolkande transformationer och hybridformer
bor betonas, liksom experimentet som en ontologisk grund och
idén om metodutveckling som en dynamisk process. Konstnir-
lig forskning inom musik bér fortsitta att vidga det musikaliska
konstbegreppet, fordjupa amnesspecifik forskning, séka partner
inom andra konstnirliga och vetenskapliga falt, bade for finan-
siering och fér att hitta fler intressanta fragestillningar.

Amnets stillning i Sverige och internationellt

Konstnirlig forskning inom musik &r ett snabbt vixande feno-
men internationellt. Fortfarande befinner sig dock Sverige, jamte
ORCiM i Belgien, otvetydigt i framkant, ocksa nir det giller pu-
blicering. Inom interpretationsforskning och instrumentforsk-
ning har det svenska forskarsamhillet gjort betydande avtryck
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pa den internationella scenen. Dessutom ar den experimentellt
undersdkande forskningsparadigm som har vuxit fram under se-
nare ar ndgot som placerar Sverige i en unik position inom det
méngfacetterade konstnirliga forskningsfiltet pd musikomra-
det. Det bér dessutom framhivas att Sverige har haft en beto-
ning p& musiker och musikaliska utdvare snarare n pé tonsit-
tare och kompositérer, vilka har dominerat scenen utomlands.

Sarskilda behov av forskningsinfrastrukturer

Musikaliska redovisningsformer #r ofta kostnadskrivande och
behover genomféras i samverkan med kvalificerade kulturin-
stitutioner, vilket kréver samfinansiering, 1dng framférhéllning
och avancerade dokumentationsformer. Det &r inte en 6verdrift
att siga att en hilsosam utveckling av det konstnirliga forsk-
ningsfiltet i musik stir och faller med méjligheten till aktiv ge-
staltning inom projekten. Infrastruktursituationen fér forsk-

ningen behéver dirfér utredas.
e

Beskrivning av forskningen inom dmnet

Konstnirlig forskning inom scenkonst omfattar konstnirliga
praktiker som teater, koreografi och dans, cirkus och performan-
ce. Scenkonst benidmns ibland performativ konst eller performa-
tiva praktiker, vilket understryker de gestaltande aspekternai det
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undersokande arbetet snarare 4n scenen som arena. For att und-
vika sammanblandningar med andra anvindningar av begreppet
performativ i samband med konstnirlig forskning anviinds dock
hir scenkonst som samlande begrepp. Konstnirlig forskning
inom scenkonst befinner sig i en kraftig expansion och kvalitets-
utveckling. Forskningen har karaktir av sdvil praktikbaserade
och experimentella som teoribaserade undersékningar. Viktiga
kontaktytor finns mot fri konst, musik, litteratur, film och media.

Den konstnirliga forskningen inom teater har frimst fo-
kuserat pa skadespelarens arbete, med férankring i yrkeskun-
nande, praktisk kunskap och pedagogik, med metodutveckling
och den professionella kunskapens artikulering genom kritisk
reflektion 6ver skédespelares arbetsmetoder. Forskning genom
praxis och konstnirligt arbete dkar och vidgas dven genom dia-
log med andra vetenskapliga omréden, framfér allt humaniora,
till exempel genus och kritisk teori och diskurs. Bland bevil-
jade projekt kan nimmnas De dramatiska konsternas arbetssprik
(2001-2005), Praktiska metoder vid konstndirlig forskning inom
teater (2006—2007), Den forskande teatern. Intersektionella miten
mellan scenkonst, skola och akademi (2012-2013) och det natio-
nella projektet Att gestalta kin (2006—2009) som har stirkt den
kritiska reflektionen och forskningsfragorna.

Centralt inom forskningen inom dans och koreografi ér att
genom konstnirligt arbete fordjupa forstielsen fér och kritiskt
belysa vad kropp, rorelse, dans och koreografi kan vara och gora.
Projekten fokuserar pé att utveckla och underséka processer,
metoder, tekniker, praktiker, teknologier och teori. Bland be-
viljade projekt kan ndmnas Frdn rorelse ur reflektion i tillblivelse:
Dansaren och den skapande processen (2012) och Lyssna till Lyss-
nandet. Kontrapunktiken i dans och musik (2015). Ett annat forsk-
ningsspar utgdrs av projekt dir betoningen ligger pa koreografi
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som kuratoriell praktik, samt dans och koreografi som politisk
och sambhillelig verksamhet. Hir kan ndmnas projekt som Ex-
panderad koreografi: Koreografi som generisk kompetens (2012) och
Medialitet — Viixelverkan — Gest — koreografi som vivandets poli-
tik (2014). Inom omradet finns ocksé exempel pé forskning som
sokt sig till filosof, kritik, teknologi och humaniora for att be-
skriva och kontextualisera den konstnirliga verksamheten, till
exempel Mdnsklig mekanik och besjdlade maskiner (2008) och
Amfibiskt avskapande i koreografi och filosofi (2014).

Inom cirkus kan man skilja mellan konstnirlig forskning i
cirkus och konstnirligt utforskande cirkus. Bdda har en stark
relation till cirkusens utforskande praktiker och med proble-
matisering, utveckling och utvidgning av konstnirliga uttryck
och 6kad kunskap om kontaktytor mot andra konstformer
och kunskapsfilt. Idag bedrivs forskning i cirkus framfér allt i
Stockholm. Efter en period av frimst stérre projekt (2008-2012),
till exempel Nycirkus som grinséverskridare (2010), ligger cirkus-
forskningens fokus idag pa att bygga infrastruktur, karridrvigar
och en progression i utbildningen fram mot mer forskning.

Forskning inom opera och musikdramatik gors av bdde kom-
positdrer, operasdngare och regissérer. Grinserna mot komposi-
tions- och interpretationsforskning inom musik respektive scen-
konstforskning &r flytande. Bland beviljade operaprojekt med
scenkonstinriktning kan exempelvis nimnas Att iscensdtta ba-
rockmusik och belysa tidlosa genusfragor. En tvérdisciplindr studie av
Operabyrans utforskande konstndrliga arbete (till och med 2016).

Styrkor och svagheter

Idag sker en kraftig expansion inom scenkonstnirlig forsk-
ning. Flera forskningsférberedande magisterutbildningar ges
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och mingden lokala konstnirliga utvecklings- och forsknings-
arbeten Skar starkt. Diremot ir senior forskning (disputerade)
mer ovanlig. Amnet priglas av enskilda projekt, vilka visar pa
en metodologisk méngfald som innebir bade styrka och svag-
het: det saknas kritisk massa och forskningskanon. Inom de
scenkonstnirliga yrkesfilten finns fortfarande en utbredd
forsknings- och akademiseringsskepsis och ett relativt starkt
sirartstinkande kring konstnirlig forskning.

Antalet doktorander har dkat kraftigt inom scenkonst. Forsk-
ning och forskningsmiljéer finns vid Hogskolan fér scen och
musik inom Goteborgs universitet, Teaterhégskolan Malmé-
Lund, Teater- och musikhégskolorna vid Luled tekniska univer-
sitet samt Stockholms konstnirliga hogskola, som etablerades
2014 genom ett samgéende mellan Dans- och cirkushogskolan
(DOCH), Operahégskolan och Stockholms dramatiska hogsko-
la. Antalet ansékningar till Vetenskapsriddet inom scenkonst
har diremot sjunkit och en strategisk satsning har diskuterats.
Bristen pa tidigare forskning och viljan att "hinna i kapp” gér
att ansékningarna tenderar att sikta for brett: fokus och mal
blir alltfér omfattande och projekten endast ytligt genomférda.

Trender, utvecklingstendenser
och utvecklingspotential

Forskning inom scenkonst pa konstnirliga hégskolor och fa-
kulteter dr ung och formas i hég grad av enskilda projekt. Kva-
liteten p& genomforande och resultat samt hur de kan artiku-
leras, diskuteras, kommuniceras och géras tillgingliga (dven fér
andra kunskapsfilt) har stor betydelse for filtets ldngsiktiga
utveckling. Antalet forskarutbildade férvintas 6ka starkt. Kar-
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ridrvigar dr en omdiskuterad friga utan ett entydigt svar, lik-
som infrastrukturanvindning.

Inom scenkonst 8kar experiment- och praktikbaserad forsk-
ning som syftar till att problematisera och utveckla konstnir-
liga uttryckssitt, formsprdk och kreativa processer. Vidgade
perspektiv som tar in scenkonstens alla yrkesfunktioner och
konstnirliga element, dven till exempel scendesign och -tek-
nik, syns i allt hogre grad. Som kollektiv och multidisciplinir
konstform 6ppnar teatern for tvirdisciplinira fragestéllningar.

Maénga projekt bedriver forskning genom undersékande
praxis, vilket kriver stora infrastrukturella resurser. Det &r inte
alltid 14tt att skilja forskningskostnader frén produktionskost-
nader, och samverkansmdjligheterna med scenkonstinstitutio-
ner och -finansidrer dr &nnu underutvecklade. Relevansen foér
savil den konstnirliga praktiken som i forskarsamhillet for-
utsitter att metoder, processer och resultat kan géras allmint
tillgingliga och méjliga att granska, kritisera, diskutera och ta
avstamp i.

Det finns en l&ng tradition av metoder och tekniker fér att
skapa, notera, tinka, analysera, beskriva, dokumentera, sprida
och diskutera olika scenkonstformer. Idag ger digitala tekniker
och elektroniska media nya méjligheter. Genom sin karaktir av
praktikbaserad och experimentell forskning, i samverkan mel-
lan akademi och kulturliv, utvecklas nya former av dans, koreo-
grafi, teater, cirkus, opera och performance, tekniker, praktiker,
teknologier, férhallningssitt, metodik och teori, liksom sitt att
presentera forskningsresultat.

Konstnirlig forskning har bidragit till problematisering, ut-
veckling och utvidgning av konstnirliga uttryck, stirkt forsk-
ningsanknytningen i utbildningen, 6kat kunskaperna samt ska-
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pat fler kontaktytor mot andra konstformer och kunskapsfilt.
Scenkonstens genre- och grinséverskridande aspekter liksom
dess experimentella och laborativa méjligheter Sppnar bade fér
dmnesspecifik férdjupning och tvirdisciplinira och tvirveten-
skapliga sasmmanhang.

Amnet behover stirka sin kritiska massa, samt skapa kon-
tinuitet, karridrvigar inom forskningen, progression i utbild-
ning, nationell forskningssamverkan, infrastruktur samt fora
for kritisk granskning och diskussion, bade specifikt inom
respektive deldmne och i utbyte med annan konstnirlig och
vetenskaplig forskning.

Amnets stillning i Sverige
och internationellt

Talteatern dr ofta sprdkbunden och dirmed mer nationellt
orienterad #n opera, dans, koreografi, fysisk teater och per-
formance dir internationell rérlighet och samarbeten utgér
en sjilvklar del av verksamheten. Dock syns en internationell
samverkan inom flera av landets hogskolemiljéer. Enskilda fors-
kares arbete dissemineras dven genom medverkan i internatio-
nella konferenser, féreldsningar, seminarier och workshops,
samt genom géstspel.

Aven om det bara finns ett fital konstnirliga forskare i scen-
konst i Sverige har den svenska forskningen tillsammans med
den finska en férhallandevis stark stillning internationellt; i de
flesta andra lander dr resurserna till forskning och forskarut-
bildning pd omradet dnnu mycket svaga. I Frankrike finns en
stark tradition av utforskande cirkus och stdd till konstnirlig
utveckling men inte strukturer for konstnirlig forskning.
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For vetenskaplig forskning om scenkonst finns etablerade in-
ternationella konferenser och tidskrifter med ursprung i este-
tik, historia, etnologi och pedagogik. Formerna for att granska
och sprida konstnirlig scenkonstforskning &r annu outvecklad.
Genom att projekten ofta ér tvirdisciplinira dr publiceringsvi-
gar inom andra kunskapsfilt viktiga. I Helsingfors har man i
stillet for forskningskonferens anordnat tre Colloquium on Ar-
tistic Research in Performing Arts (CARPA) for presentation av
pagdende projekt och ett fruktbart utbyte mellan konstnirliga
forskare inom olika scenkonstomraden.

Sarskilda behov av forskningsinfrastrukturer

Eftersom scenkonst dr en kollektiv konstform &r den konstnir-
liga forskningen hir, liksom inom musik, ofta beroende av om-
fattande produktionsresurser for att kunna genomféra forsk-
ningsprocesser och redovisa och dokumentera resultat. Det
finns ddrmed ett starkt behov av att stirka infrastruktur och
utveckla varaktiga samarbeten med konstnirliga institutioner
och den fria scenkonsten.

ARKITERTUR

Beskrivning av forskningen inom dmnet

Arkitektur som disciplin liksom arkitektutbildningarna spin-
ner dver konst, samhillsvetenskaper, humaniora och teknikve-
tenskaper, dir formande, hantering, omtolkningar och férind-



168 — BILAGA

ringar av den fysiska miljén stér i centrum och dar materiella,
kompositoriska, socio-kulturella och resursrelaterade system-
och processinriktade aspekter samspelar. Karakteristiskt foér
arkitektur dr ocks3 att historien s& patagligt manifesteras i det
materiella. Arkitektur betecknas ofta som en skapande disci-
plin och materiell praktik med en starkt social dimension.
Konstnirlig arkitekturforskning inom ramen fér Veten-
skapsradets finansiering har ofta handlat om experimentella,
teoretiska, kulturkritiska eller konceptuellt inriktade under-
sokningar genom arkitekturens form, tekniker och material,
men ocksd om att lyfta fram genusrelaterade, ekologiska, so-
ciala och politiska aspekter av arkitektur, narrativitet och fram-
skrivningar av historia, hantering av kulturarv samt inte minst
fragor som ror designprocesser och arkitekturtdnkandets méj-
ligheter, exempelvis relaterade till nya digitala projekterings-,
visualiserings- och framstillningstekniker. Det finns ocksa
ett intresse for att pd tvirs av konstarterna nalkas frigor om
sinnlighet och materialitet, modellerande och influenser av ny
teknik, interaktioner och meningsskapande, samt intresset fér
stadsrummen och urbana och miljérelaterade fragor.
Forskningsmetodik genom arkitektur grundas i det rumsliga,
materiella, kroppsligt férankrade och relationella arkitektur-
tankandet och konceptualiseringen av arkitektur. Att utveckla
vad arkitektur gor, hur arkitektur skapas och verkar som process
stér patagligt i centrum. Forskningen utgér ofta frén arkitek-
tens utvidgade rumstinkande och formaga till omtolkningar
av specifika arkitektoniska situationer, visualiseringar, model-
leringar och interaktioner med material, omgivning och min-
niskor. Som i mycket annan konstnirlig forskning, stir experi-
ment, kritiska omtolkningar och metodutveckling i fokus dven
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inom arkitekturomradet. Inom den konstnirliga arkitektur-
forskningen mirks flera dmneséverskridande samarbeten, till
exempel i projekt som r6r teatrala iscensittningar av arkitektur,
ljudkonst och ljuddesign, stadsrum och koreografier, offentliga
rum samt mer aktionsinriktade arkitekturprojekt genom iscen-
sittningar och deltagande i arkitektoniska processer.

Amnet har en mer n 50-8rig forskningstradition dir mer-
parten av den offentliga finansieringen hittills har kommit fran
forskningsrddet Formas och dir tidigare Byggforskningsradet
lade en relativt stabil grund. Arkitektutbildningarna ér férlag-
da till tekniska hégskolor eller fakulteter men samtidigt finns
det nira samarbeten med konstnirliga miljder. Grinsomradet
mot design och interidrarkitektur, respektive mot landskapsar-
kitektur och planering ir flytande.

Liksom inom design finns det omfattande praktikbaserad,
tillimpad forskning inom arkitekturens och stadsbyggandets
alla férgreningar. Samarbeten och samfinansiering med ni-
ringsliv och samhillsinstitutioner ér relativt vanliga. Arkitek-
turomradet och dess forskning har pé si vis flytande identite-
ter som ibland, sirskilt nir det giller grundforskning, tycks ha
svart att artikulera sig inom forskningsrddens traditionella 4m-
nesindelningar. Men samtidigt visar projekten pé den dkande
inter- och transdisciplinaritet som priglar hela det konstnir-
liga faltet. Bland forskningsprojekten inom arkitektur marks
exempelvis: Atervinna rummet. Laborativ arkitekturforskning
kring fornyelsen i det befintliga (2007); Transmission: Urbana expe-
riment kring ljudkonst och ljudrum (2010); Arkitektoniska operativ-
system — prototyper for performativ design (2011); Den evolutiondra
periferin. Arkitektonisk visualisering av affordance i urbana perife-
rier (2013); In Situ-aktion — resonans, improvisation och variationer
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av offentliga platser (till och med 2014); Den kritiska texten inom
arkitektur-, konst- och designforskning (2008); Clubscenen: att un-
derséka och omforma den fysiska miljon utifrin feministiska och
queera perspektiv (till och med 2016); The language of the beco-
ming city (till och med 2017).

Styrkor och svagheter

Genom att forskning och forskarutbildning sedan linge har
varit etablerat inom arkitektur finns det sévil en vil utvecklad
teoribildning och som en fértrogenhet med att kombinera oli-
ka unders6kande metoder. Forskningsmiljoerna dr relativt sma
men med vil fungerande nationell och internationell samver-
kan mellan arkitekturinstitutionerna. Samarbeten med andra
dgmnesomraden och lirositen dr ocksa relativt vil utvecklade.
Det finns dven atskillig samverkan med den offentliga och pri-
vata arkitekturpraktiken och timligen vil utvecklade karridr-
vigar fér unga forskare.

Tillgdngen #r relativt god pé etablerade nordiska och inter-
nationella tidskrifter och konferenser, dir svenska forskare ir
mycket vil foretridda.

Arkitekturforskningens svagheter ligger framfér allt i att
amnet fortfarande, trots sin uppenbara samhillsrelevans, har
svart att gora sig synligt inom forskningens rddande omrades-
kategorier. Det giller inom savil teknik som samhaéllsveten-
skap, pd bade nationell nivd och internationellt, exempelvis
inom EU. I viss mé&n har det ocksd himmat utvecklingen av ar-
kitekturforskningens kombinerande men #mnesspecifika och
praktikférankrade forskningsmetoder. Hir finns paralleller
inom det konstnirliga omradet som helhet.
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Trender, utvecklingstendenser
och utvecklingspotential

Kategoriserat efter traditionell dmnestillhérighet dr arkitek-
turomrddet timligen svagt representerat inom konstnirlig
forskning. Men som disciplinéverskridande problematik och
angreppssitt finns arkitekturtinkandet med i betydligt fler
projekt. P4 flera sitt visar utvecklingen inom arkitektur ocksa
pa en utveckling inom hela konstomradet, dir man ser en 6kad
insikt om att den konstnirliga utsagan och artefakten har en
aktiv roll i dels den forskande processen, dels som resultat och
dels i kommunikationen till omvirlden.

Sedan 199o-talet har arkitekturforskningen sett en stark teo-
riutveckling, vilket i hdg grad har bidragit till en stark metod-
utveckling. Om arkitekturforskningen tidigare huvudsakligen
l3nade forskningsmetoder frin andra vetenskapliga omraden ir
nu den kombinerande, méngfaldiga metodiken betydligt starkare
forankrad i arkitekturtinkandet, nyare arkitekturteori och yrkets
kompetenser och expanderande arbetsuppgifter. Detta dterverkar
isin tur fruktbart pd &mnets teori- och begreppsutveckling. Hall-
bar utveckling var for tio &r sedan fortfarande ett delimne inom
arkitekturforskning, idag finns det som ett utvidgat och kritiskt
reflekterat perspektiv i en stor del av kunskapsutvecklingen
inom arkitektur. I utvecklingen av den delvis nya forskning som
de praktikdrivna, designbaserade eller konstnirliga formerna har
Sppnat upp 61, dr begreppsutvecklingen viktig. Begreppen visar
ofta pa en sirskild béjlighet: de stricker sig mellan férst3elsefor-
mer, 16ser upp det statiska i arkitekturen och interagerar med det
materiella pa ett sitt som tidigare upplevelsebaserade, fenomeno-
logiska tolkningsmetoder inte har férmatt. P4 s sitt dr begrepps-
utvecklingen intimt férknippad med experimenterandet.
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De senaste tio &ren mirks dven ett avsevirt vixande intresse
frén bade den offentliga och privata arkitekturpraktiken nir
det giller att anstilla forskarutbildade arkitekter, vilket dven
vidgar forskningens tillimpningsomraden. Aven p3 andra sitt,
inte minst genom praktiknira samarbeten, utvecklas centrum-
bildningar och profileringar i arkitekturforskningen, men hir
finns ocksé en risk att en autonom, langsiktig grundforskning
far svart att utvecklas.

Akademin for Konstndrlig Forskning inom Arkitektur och De-
sign, AKAD, var en av de sju kollegier som Vetenskapsradet in-
rittade i borjan av 2000-talet och som samlade framfor allt de
tre arkitekturmiljéerna i Stockholm, Géteborg och Lund i ett
antal projekt som innebar nya konstnirliga angreppssitt och
undersdkningsmetoder. Hir miarktes framfér allt intresset for
det konstnirliga arbetets potentialer till en kritisk belysning av
arkitektoniska situationer, liksom en orientering mot arkitek-
turens instabila dimensioner och dess skapande mekanismer,
det vill siga hur arkitektur framtrider och blir till, gradvis for-
andras och omtolkas.

Genom AKAD forstirktes ocksd en samverkan mellan arki-
tekturskolorna i Sverige vilket gav en gemensam kritisk massa,
med bade styrka att utveckla en egen kunskapsbildning och
med Skade méjligheter till forskningssamarbeten med andra
omraden inom savil konst och design som humaniora, sam-
hillsvetenskap, teknik- och naturvetenskap. Genom en sats-
ning frn Formas 2010 bildades tvé starka nationella forsknings-
miljder och en nationell forskarskola (ResArc) inom arkitektur
(20112015 respektive 2016), vilket i sin tur har lett till att en
nationell samverkan inom forskning och forskarutbildning har
stabiliserats inom dmnet.
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Detta speglar i hog grad en central problematik fér det konst-
nérliga forskningsomradet som helhet: behovet av att artikule-
ra sin sérart i en storre forskningsomgivning, lokalt och globalt,
att utveckla sin relevans bide inom och éver dmnesgrinser och
att etablera stabila forskningsmiljder av hoég kvalitet och med
tillracklig kritisk massa, inte minst fér doktorander. Den typ av
satsningar som gjordes inom arkitektur kan dirfér troligen vara
relevanta dven foér annan konstnirlig forskning.

Amnets stillning i Sverige
och internationellt

Svensk praktikbaserad arkitekturforskning, sirskilt med in-
riktningar mot hallbar utveckling, design- och samverkanspro-
cesser och kritisk praktik, har en relativt stark internationell
stillning. Konstnirlig forskning och forskarutbildning inom
arkitektur ir relativt nytt i manga linder, med England som
foregangsland i borjan av 1ggo-talet. Den engelska forsknings-
traditionen #r en direkt utveckling av praktikférdjupning
medan den konstnirliga forskningen i Sverige och Norden har
vuxit fram i vixelverkan med en vetenskaplig arkitekturforsk-
ning med en forhéllandevis lang historia. Det finns alltsd en
viss atskillnad mellan en engelsk-australisk och en nordisk
forskningsinriktning. Arkitektutbildningarnas europeiska och
amerikanska samarbetsorganisationer, EAAE (European Asso-
ciation of Architectural Education) och AIA (American Insti-
tute of Architects) har idag en forskningsplattform, Platform
for Architectural Research, och en EU-Advocacy Group som
bland annat arbetar for att etablera arkitektur som dmne pa
EU-niva.
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Sarskilda behov av forskningsinfrastrukturer

Liksom inom de flesta andra dmnen inom konstnérlig forskning
finns inom arkitektur behov av laborativa miljéer och utrustning,
till exempel utrymmen fér fullskalemodeller, visualiserings-, mo-
dellerings- och kommunikationsverktyg och verkstider. Hir ar
dock de etablerade utbildningsmiljéerna relativt vil férsorjda.

INSTHANTVERK
(110N

Beskrivning av forskningen inom &mnet

Forskning inom designomradet i Sverige visar pd mycket stor
mangfald och omfattar #mnen som industri- och produktde-
sign, interaktionsdesign, anvidndarcentrerad, participativ de-
sign (PD), speldesign, grafisk design, visuell kommunikation,
servicedesign och design management, textildesign, modede-
sign samt konsthantverk. I en ndgot sniv mening betecknas
design som "tillimpad konst” eller "brukskonst”. Det handlar
dé om att gestalta produkter och har dirmed en nira anknyt-
ning till svil produkt- och produktionsutveckling som handel
och management. Men i en bredare mening refererar design till
det moment av gestaltning som finns nirvarande i alla former
av minskligt skapande. Som konstnirligt forskningsomrade ir
det rimligt att i den senare betydelsen ha en bred forstielse av
design, vilket ocksd innebir att forskningen antar méanga for-
mer och har en vidstrickt samhillsrelevans.
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Ett centralt tema for konstnirlig forskning inom design dr att
utveckla, fordjupa och kritiskt belysa de konstnirliga férutsitt-
ningarna och grunderna fér design som verksamhet och hant-
verk i relation till givna sammanhang, det vill siga att uttrycka
(forma, gestalta) och fordjupa férstielsen for uttrycksfullheten
i material och tekniker. Konstnirlig designforskning har starkt
fokus pé att, savil teoretiskt som praktiskt, fordjupa forstielsen
for samspelet mellan analys och syntes i designprocessen som
grundval fér utvecklingen av designmetodik, designtekniker
och designprogram vilket férutsitter en praktikbaserad ansats.
En férdjupad forstdelse fér uttrycksfullheten i material, tekni-
ker och tinkt anvindning forutsitter ocksa ett experimentellt
konstnirligt arbete.

P4 1920-talet paverkades Sverige starkt av Bauhausskolans tita
kopplingar mellan arkitektur, grafisk form, konst, hantverk och
design. Det var ocksa férenat genom en utpriglad metodik, filo-
sofi och ansprék pa radikal modernitet som har priglat framfér
allt omradet Bild och form inom Konstfacks utbildningar. Idag
bedrivs designutbildningar och designforskning vid ett stort an-
tal ldroséiten och visar pd en omfattande variation. Konstnirlig
forskning inom design innehéller ofta gestaltande inslag men
kan ocksé genom kombinationer av metoder belysa liknande
teman som f6r den konstniérliga forskningen som helhet. Det
finns ingen skarp grins mellan designforskning pa vetenskaplig
respektive konstnirlig grund. I princip bor den tydligt praktik-
baserade designforskningen riknas som konstnirlig forskning
med sin grund i en experimentell konstnirlig praktik. Men &ven
den mer teoretiskt orienterade forskningen, som fokuserar pa
designpraktikens och designestetikens begreppsliga och meto-
dologiska grunder, bér riknas till det konstnirliga forsknings-
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filtet. Eftersom forskningsomradet ir etablerat sedan linge har
en lang rad avhandlingar, artiklar och bécker — som nu rimligen
kan riknas som konstnirlig forskning — publicerats inom ra-
men for designforskning som vetenskapligt forskningsomrade.
Detta, tillsammans med det faktum att lirositen har valt olika
strategier fér den fortsatta utvecklingen av omradet, visar pa
omrédets stora spannvidd och mangfald.

Samtida konsthantverk, med underrubriker som sl6jd och
hantverk, innebir att tinka och forstd virlden genom material,
objekt och praktik. Konsthantverk 4r bade artefakt, metod, dmne
och handling, dir gérande och materialitet dr centralt inom forsk-
ningen. Amnet tar spjirn mot en tradition som formades under
andra hélften av 1800-talet i gestaltandet av den moderna varda-
gen. Frigor kring konsthantverkets produktion och samhillstill-
hoérighet har dnnu idag en stark relation till handens kunskap,
gorandet som handling och till férstielse om materiella kulturer,
nya material och deras betydelse. Det inbegriper begir, funk-
tion, performativitet, symbolik, tradition, sprdk, smak, form,
tilltal och meningsskapande, liksom att belysa samhillet utifrin
konsthantverk. Idag kan man skénja tvd huvudinriktningar inom
konsthantverksforskningen: dels en riktning dir den egna konst-
ndrliga praktiken utgor utgdangspunkten for undersokningen, dels en
riktning som anvinder konsthantverket som metod eller plattform
for undersékningar av samhdillets normer och virderingar. Konstnar-
lig forskning inom konsthantverk bedrivs idag frimst pd Hog-
skolan fér design och konsthantverk (HDK) i Géteborg samt pa
Konstfack i Stockholm. En praktikbaserad forskning inom hant-
verk bedrivs framfér allt vid Géteborgs universitets Hantverksla-
boratorium inom Institutionen fér kulturvard, dir hantverkets
procedurer undersdks genom arbetsprocesserna.
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Visuell kommunikation handlar om férm&gan att skapa, utveckla
och organisera kommunikation genom visuella element och om-
fattar en mingd olika bild- och formpraktiker, exempelvis grafisk
design, illustration och bildberittande, animation, reklam, foto-
grafi och film. Amnet har ofta betraktats som sidospar inom fri
konst och framfor allt (grafisk) design. Visuell kommunikation
syftar ofta till bred spridning och himtar sina férutsittningar
ur tryckkonsten och den tekniska utvecklingen, inte minst ge-
nom det sista halvseklets digitalisering, dir visuella media idag
genomsyrar méinniskors vardag pa alla nivaer i samhillet.
Konstnirlig forskning inom visuell kommunikation kan
handla om processer och metoder for skapande, normativa
tankesitt, representation, visuell vokabuldr, funktioner, sym-
boler, bilder, medierade effekter och kontextualiserade virden.
Utmirkande idr exempelvis frigor om vad som blir synligt, el-
ler gérs osynligt och fér vem i specifika sammanhang. Det kan
ocksd handla om att dekonstruera, synliggéra eller undersdka
estetik, representation, tecken, symboler, smak, klass, genus
och visuella ytor som system for kommunikation eller andra
samhilleliga foreteelser frén béde historiska och samtida per-
spektiv eller diskursiva positioner. Konstnirlig forskning inom
visuell kommunikation 4r dnnu outvecklad som egen disciplin
i Sverige, men finns inom design och konstnirligt &mneséver-
skridande miljoer som till exempel K3 vid Malmo hogskola.
Sedan linge bedrivs forskning om visuell kommunikation pé
vetenskaplig grund, exempelvis pd Handelshégskolan, Institu-
tionen fér mediestudier vid Stockholms universitet och Lin-
néuniversitetet. Filtet visuell kommunikation angrinsar ocksa
till en rad andra vetenskapliga filt, exempelvis visuell kultur,
semiotik, psykologi, litteratur och postkoloniala studier.
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Styrkor och svagheter

Designomradet dr starkt knutet till sdvil konst, konsthant-
verk och teknik som produkt- och produktionsutveckling och
management. Det finns ocksd en nirhet till arkitektur och till
kultur- och samhillsvetenskaper med intresse fér till exempel
offentliga rum, kulturarv, deltagande och tillginglighet, design-
processers innovativa, interaktiva och férindrande méjligheter
och fragor kring deltagande, kommunikation och visuell kultur.
Detta méjliggdr en medverkan i storre tvirdisciplinira projekt i
maénga olika sasmmanhang och kan bidra till en mer ldngsiktig
finansiering av forskning. Designomradets kunskapsteoretiska
och metodologiska méngfald ir hir en stor styrka.

Utveckling av metodik och perspektiv for olika former av
anvindarcentrerad design — som deltagande i designprocesser,
participativ design (PD) - har en stark tradition i Sverige och
Norden. Interaktionsdesign, vilken ocksd inkluderar fokus pa
speldesign, har under senare &r utvecklats som ett omrade dir
Sverige och Norden har en stark internationell position. Te-
matiskt driven designforskning, sdsom design fér barn (child
culture design) med inriktning mot offentliga rum eller sam-
manhang som vardomradet, design som drivkraft i utveck-
lingsarbete, inkluderande design for alla och design fér héllbar
utveckling 4r ocksd omréden dir svensk designforskning ar
framtriddande.

Det finns en viss otydlighet vad grundforskning inom de-
signomradet innebdr. Nirheten till produktutveckling och
innovation gor ocksd att det finns svarigheter att hivda ett
grundforskningsperspektiv. Designforskningen har en ganska
svag profil som konstnirlig forskning och ir ett bra exempel pa
ett omrade dir distinktionen mellan forskning pd konstnirlig
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respektive pé vetenskaplig grund 4r problematisk. Hir finns en
uppenbar risk att mer grundforskningsinriktad designforsk-
ning sé att siga hamnar mellan stolarna.

Konsthantverk #r ett vixande kunskapsomrade dir frige-
stillningarna &terfinns inom fler discipliner, vilket ger starka
mojligheter till en tvirdisciplinir forskning, bland annat i dia-
log med fri konst. Dock dr miljéerna fortfarande ganska sma
och skulle behova ett stérre matt av samordning och synlig-
gorande. Institute of Making vid University College London ir
hir ett utmirkt exempel.

Visuell kommunikation ir &nnu relativt svagt representerat
inom konstnirlig forskning i Sverige men utgdr ett etablerat
konstnirligt forskningsomrade internationellt.

Trender, utvecklingstendenser
och utvecklingspotential

Inom designforskningsfiltet finns en 1dng rad etablerade in-
ternationella konferenser, till exempel Design Research So-
ciety for vilken Umea universitet var vird 2014, och ocksa flera
nordiska konferenser, som till exempel Nordes och NordiCHI.
Svenska forskare dr mycket vil féretradda vid manga av dessa
konferenser. Det finns ocksé ett antal vil etablerade tidskrif-
ter inom omrédet, till exempel Design Studies (publiceras
av Elsevier) och Design Issues (publiceras av MIT Press) med
flera. Fler och fler mer specialiserade tidskrifter har ocksa bli-
vit tillgingliga fér forskare inom olika omraden, frdn redan
viletablerade tidskrifter som ACM Transactions on Compu-
ter-Human Interaction (publiceras av ACM) till nyare tidskrif-
ter som Fashion Practice (publiceras av Berg). Tillgangen till
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kanaler for publicering av forskningsresultat d4r sammantaget
god inom omrédet.

Etnografi och beteendevetenskaplig metodik har haft stor
betydelse for forskning inom designomradet och en central ut-
maning ir att fortsitta utveckla en fér smnet "egen” teoribild-
ning som grundval for en mer tydligt orienterad praktikbaserad
designforskning.

[ viss mening har den praktikbaserade designforskningen ka-
raktiren av tillimpad forskning med sitt fokus pa utveckling av
metoder, tekniker och nya designprogram. Kanaler for tillimp-
ning finner vi da férst och framst i samverkan mellan akademi,
niringsliv och kulturliv i olika forsknings- och utvecklingspro-
jekt, samt i utbildningen av nya generationer designer. Genom
sin metodpluralism och position mellan olika vetenskapliga
omréden har designforskningen, liksom arkitekturforskning-
en, ibland svart att hivda sig inom etablerade gransknings-
system for finansiering. I jimforelse med andra konstnirliga
dmnen finns dock fler anslagsméijligheter och intresset fér sam-
verkan fran praktiken ir relativt hogt.

Det finns en klar utmaning i att brett utveckla designforsk-
ningen med fokus pa gestaltning i en mer grundliggande me-
ning. Detta ar ett tydligt exempel pé vad konstnirlig grund-
forskning kan vara: att utveckla och férdjupa grunderna fér
konstnirligt arbete.

Konsthantverkets varierande tematik far idag, med intresset
for skapande och materialitet, allt stérre relevans inom méanga
olika omraden. Det giller till exempel inom konst, design, arki-
tektur och forskning som berér hillbarhet, sméskaliga ekono-
mier, materialutveckling, aterbruk, etnologi, antropologi, idéhis-
toria och forskning under begreppsrubriken materiella kulturer.
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Konstnirlig, praktikbaserad forskning inom visuell kom-
munikation dr fortfarande svag, men omradet ir internatio-
nellt snabbt vixande och har goda méjligheter att f& en bred
betydelse inom forskningen. Till exempel visar den offent-
liga samhillsdebatten en brist pd kvalificerade samtal om vi-
suell kommunikation, vilket delvis kan bero pa avsaknaden av
konstnirlig forskning i &mnet. Eftersom omradets uttryck kan
skapa bade djupgéende och faktiska effekter pa sdvil enskilda
individer som stora grupper (masskommunikation, propagan-
da), kan forskningen férvintas fortsitta att expandera kraftigt
framéver och kan som normkritisk, konstnirlig forskning for-
skjuta normativ praxis. Behovet av att stirka den konstnirliga
forskningen inom visuell kommunikation &r allts8 sarskilt pé-
tagligt. Det behovs natverksinitieringsbidrag, satsning pé gést-
professurer och internationalisering, liksom inom flera konst-
nirliga mnesomraden, som ett led i att skapa en kritisk massa
och kvalificerade forskningsmiljoer.

Amnets stallning i Sverige
och internationellt

Designforskningen i Sverige &r stark sedd i ett internationellt
perspektiv. En kombination av "klassiska” omrdden med stark
utveckling inom nya omraden gor att forskningsbasen 4r bred
och det internationella kontaktnétet omfattande.
Praktikbaserad designforskning dr sedan linge ett etablerat
forskningsomrade i Sverige. Det ir idag representerat vid flerta-
let av landets ldrositen och forskningen dr mycket vil féretradd
vid de stérre internationella konferenserna. I form av kritisk
design har designforskningen dven genomslag som bidrag till
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en kritisk, offentlig diskurs kring utveckling och tillimpning
av ny teknik. Som experimentell forskning har den praktik-
baserade designforskningen dven fatt genomslag nir det giller
savil utvecklingen av forskningsmetodik som utvecklingen av
nya sitt att presentera forskningsresultat.

Under det senaste decenniet har dmnesomradet konsthant-
verk stirkts sdvil i Sverige som internationellt. I Norge har
konsthantverksforskningen utvecklats inom det sa kallade sti-
pendiatprogrammet med flera internationella stipendiatfors-
kare i sdvil Bergen som i Oslo. Forskningsomradet &r starkt i
Storbritannien med ett flertal miljoer dér en infrastruktur har
vuxit fram med en tidskrift som Journal of Modern Craft som
en viktig motor.

Visuell kommunikation i Sverige har sedan linge ett omfat-
tande internationellt utbyte, sirskilt inom Norden och Europa
men #ven till viss del med Nordamerika, Asien och med andra
delar av virlden. I en globaliserad kultur dir visuell kommunika-
tion spelar en avgérande roll fér hur vi uppfattar omvirlden och
oss sjilva blir transnationella forskningssamarbeten av stor vikt.

Sarskilda behov av forskningsinfrastrukturer

Utveckling av designmetodik férutsitter i manga fall en lingre
serie experiment, utvirderingar och omgéngar av teoretisk be-
arbetning. Ganska stora ramanslag krivs for att sddan forsk-
ning inte ska bli fragmentarisk. Detta handlar i ndgon mening
om infrastruktur eftersom det ir frigan om att sitta upp sta-
bila arenor fér designexperiment.

Det finns ocksd sirskilda behov av att samordna och synlig-
goéra konstnirlig forskning inom konsthantverk, foretridelse-
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vis frén ett tvirdisciplinirt perspektiv, for att 6ka samverkan
och utveckla dmnets potential. Det handlar i hog grad om att
stirka infrastrukturen i form av postdokmojligheter, utveckla
institutionella samarbeten med s&vil hégskolor som andra in-
stitutioner, samt att stirka forskningens institutionalisering.
Bade design- och bildkonstomradena har under 1ggo- och
2000-talen lyckats befista sina positioner som etablerade
konstnirliga forskningsomréden i Sverige. Det finns ett sérskilt
behov av okade resurser for att fraimja konstnirlig forskning
inom visuell kommunikation, till exempel genom att stirka
omradesspecifika handledarkollegier, nationella och interna-
tionella forskarnitverk och nitverk for kollegial kvalitetsbe-
démning, publiceringskanaler och publiceringsméjligheter.

DB Y

Beskrivning av forskningen inom d@mnet

Film 4r i viss man en insndvande beteckning och idag anvinds
ofta den bredare beteckningen rérlig bild. Film och rorlig bild
inkluderar dven konstnirligt fotografi (fotokonst) samt manus-
framstillning (screenwriting). Film, rorlig bild och fotokonst
ingdr ofta i bildkonst, fri konst och design (se &ven Design,
Visuell kommunikation) med viktiga kontaktytor ocksd mot
litteratur — till exempel betriffande manusskrivande och fra-
gor om narrativitet — samt musik, arkitektur och design. Film
och rorlig bild utgoér fér nirvarande det volymmaissigt minsta
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dmnet inom konstnirlig forskning, men filmiska inslag ingér i
de flesta konstnirliga forskningsprojekt med visuell inriktning
och dmnet har en stor potential, inte minst genom sina ménga
grinsytor mot andra dmnen och forskningsomraden.

Fotografi har en egen dmneshistorik, sprungen ur dess doku-
menterande férmaga, utveckling inom teknik och massmedia
och med en skiftande sociokulturell betydelse inom vetenskap-
lig forskning, journalistik, konst, kulturliv och samhille. Dr-
med utgdr fotografi ett sirskilt &mne som delvis gér pa tvirs
Sver flera forskningsomréden.

Rorlig bild och audiovisuella medier dominerar idag mén-
niskors sétt att inhdmta information och utgér samtidens star-
kaste kulturella socialiseringsfaktor. I en vidare bemirkelse
berdr film och rérlig bild de flesta forskningsomraden dir man
arbetar aktivt med visuell dokumentation, metodutveckling pa
visuell grund (digital simulering, modellering eller interaktivi-
tet) eller med disseminering med hjilp av rorlig bild. Grinsé-
verskridande samverkansméjligheter finns hir fér bade foto-
grafi, film och rérlig bild férutom inom bildkonst och design,
exempelvis med arkitektur, scenkonst och musik, psykologi,
juridik, journalistik och media, sociologi, arkeologi, etnologi,
antropologi, kulturvard, utbildningsvetenskaper, medicin och
teknologi, samt inte minst alla de medialiseringsformer fér
forskningsresultat som idag 4r en viktig del i forskarsamhillet
och i populirvetenskap.

Forskning om film, rérlig bild och fotografi har funnits linge
inom Filmvetenskap, Kulturvetenskap och andra #mnen eller
teman inom humaniora, samhillsvetenskap och teknik, men
endast f3 konstnirliga forskningsprojekt har hittills genomforts
av aktiva filmskapare. I undersékningarna ingér reflektioner
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6ver och systematiseringar av egna konstnirliga processer men
framfor allt fragestillningar som berdr den rorliga bildens multi-
modala sprik, audiovisuella narrativ och dramaturgiska modeller
samt filmkonsten i samhillet. Pafallande ofta genomférs samar-
beten med samhillsvetare, filmvetare, idéhistoriker, journalister,
curatorer och forskare inom nirliggande konstnirliga falt.

Bland konstnirliga forskningsprojekt méarks inte minst do-
kumentirfilmens och fotokonstens problematik, till exempel
att pa konstnirlig grund aktivt arbeta med analys av rérlig bild
i forhallande till ratts- och rattvisefragor, offentliga rum och
filmisk representation, samt fragor som r6r konstnirlig profes-
sionalitet och amatorism. Aktuella teman f6r forskning berér
ocksa relationer mellan konstfilm, konstnérlig film och under-
hallningsfilm. Exempel pa projekt som har finansierats av Ve-
tenskapsradet dr: Cine-scape: Formedlande urbanism och filmisk
forestiillning (2008); Cinésense — utveckling av interaktiv film
(2008); Refotografi: en dialog med historia i ett arktiskt landskap
(2012); Tillit och utveckling av dialog (2013); Samer och svenskar;
En dokumentdrfilm om grinsgdngare i 1goo-talets bérjan (20m);
Den evolutiondira periferin. Arkitektonisk visualisering av affor-
dance i urbana periferier (2013); Identitetsskapande och deterrito-
risering: Tamiler och deras synliggorande i diaspora pd webbplatser
och i London (2014); Mikrohistorier. Om videoessin som konstform
(till och med 2015); Queera rirliga bilder; deras skirhet och flyk-
tigheten i deras existens (till och med 2015).

Styrkor och svagheter

Styrkan i den konstnirliga forskningen i film 4r dess breda,
kritiska inriktning, konstnirliga integritet och de aktiva
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konstnirliga forskarnas filmiska kompetens nér det giller alla
former av rérlig bild. Har ingér ocks3 att kritiskt kunna gran-
ska de egna traditionerna. Forskningens integrering i filmut-
bildningarna ir ocksa en viktig styrka. Svagheterna ligger i att
metodiska och teoretiska redskap dnnu ir outvecklade fér att
pa konstnirlig forskningsgrund kunna ta sig an och bearbeta
komplexet rorlig bild som dominerande kulturell faktor i sam-
tiden.

Trender, utvecklingstendenser
och utvecklingspotential

Den samtida filmen, inte minst i Sverige, har utvecklat en bred,
kritisk inriktning. Huvudtrenden i konstnirlig forskning i
film i Sverige ligger just i viljan att omfatta, kritiskt granska
och konstnirligt omtolka bruket av rérlig bild i samtiden och
dirigenom ocks3 limna ett 1dngsiktigt bidrag till filmkonstens
utveckling. Flera forskningsprojekt med denna inriktning
har ocksa startats, och potentialen ir mycket stor, men fér att
forskningen pa konstnirlig grund ska kunna f& samma bety-
delse krivs ytterligare satsningar och ett betydande strategiskt
arbete.

Amnets stillning i Sverige
och internationellt

De indirekta filmkonstnirliga resultaten av konstnirlig forsk-
ning i film maste betecknas som betydande, ocksd internatio-
nellt. Den interaktion som stindigt pdgar mellan ldrare, fors-
kare och studenter pd mastersniva i filmregi och filmfoto har
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avsatt sig i flera internationellt betydande filmproduktioner
under senare &r. Som ett resultat av akademisk forskning har
dock den konstnirliga forskningen inom film inte samma sjilv-
klara auktoritet.

Sarskilda behov av forskningsinfrastrukturer

P4 sikt beh6vs en betydande férstirkning av omradet, sanno-
likt en nationell forskarskola i filmkonst, som kan garantera
nationell och internationell mobilitet, med en bred férankring
i hela det visuella féltet och en néra kontakt med media studies
i dialog med den hoga konstnérliga och kritiska nivd som har
uppnatts inom film, filmregi, och kuratoriella praktiker inom
film (film-curating), exempelvis vid Akademin Valand inom
Goéteborgs universitet.

LITTERAR GESTALTNING

Beskrivning av forskningen inom d@mnet

Litteratur som konstnirligt forsknings- och utbildningsdmne
bendmns ofta Litterdr gestaltning och inbegriper en rad litte-
rira former, som poesi och litterdr prosa, essdistik, dramatik
med mera. Det ir ett litet men vixande dgmnesomrade inom
konstnirlig forskning, med ett brett fokus pé litterir gestalt-
ning, litterdrt arbete, frigor om litterir 6versittning och nar-
rativitet. Det finns ocks8 viktiga imnesoverskridande grinsytor
mot bland annat fri konst, interaktionsdesign, media, visuell
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kommunikation, film och rérlig bild (till exempel betridffande
manus), arkitektur och musik. Amnet omfattar forskning om
och genom det litterira arbetet i ljuset av forfattarrollens, lit-
teraturens, sprikens och mediernas forindring.

Metoderna grundar sig ofta pd en kreativ utveckling av 4m-
nets traditionella metoder och kan till exempel beréra text-
samtal eller litteratur som lisakt, ett textsamtal. Ofta arbetar
man aktivt och experimentellt med utveckling av viletable-
rade litterdra blandformer som essdistik och poetik och ge-
nom undersdkningar som i sig utgdr ett litterdrt utvecklings-
arbete. Ocksa i akademisk utbildning har litterdr gestaltning
alltid ansett sig vara ett forskande dmne, med stort utrymme
for teori och kritik. Inte minst har dmnet varit framstdende
i sitt sdtt att utforma en god seminariepraktik. Konstnirlig
forskning inom litteratur har dirmed utvecklats parallellt
med framvixten av universitetsbaserade skrivutbildningar
och har inneburit undersékningar som ligger nira den skén-
litterdra prosan, ofta av sjilvreflekterande karaktir eller base-
rade i den egna skrivpraktiken, férhéllandet mellan poesi och
reflexivt akademiskt skrivande, textsamtalet samt poesi som
lasakt. Forfattares reflektion kring det egna skrivandet har va-
rit en litterdr genre i sig som har vixlat mellan litterdrt och
diskursivt skrivande, men ocksé medvetet har sokt integrera
praktikerna.

Styrkor och svagheter

Litterdr konstnirlig forskning haller hég kvalitet och har ocksa
stora vetenskapliga kvaliteter i konventionell humanvetenskap-
lig bemirkelse. Det faktum att litterdr gestaltning redan har

AMNESOVERSIKT — AMNESSPECIFIKA BESKRIVNINGAR

ett skriftsprik, som det delar med bade litteraturen, poetiken,
essiistiken, litteraturhistorien och litteraturkritiken, innebéir
en foérdel och en frihet fér Amnet. En svaghet i den nuvarande
situationen kan dock vara att &mnet befinner sig i en ambiva-
lent relation till det multidisciplinira och intermediala. I 4m-
nesoverskridande samarbeten finns sannolikt en stor potential.
Men den dmnesspecifika inriktningen mot textlig och litterdr
kvalitet, dir smnets excellens och litteréra betydelse ligger, utgor
ofta ett hinder mot forskningssamverkan med &mnen dér f6rsta-
else for litteraturens egenart dr svagare. Litteraturen kan sigas
vara en del av samtidskonsten. Samtidigt kriaver dess utovande
och konstnarliga forskning, om den ska fa kvalitet och betydelse,
djupa och dven historiska insikter liksom @ven en kinslighet och
sprékmedvetenhet, vilket skapar en distans mellan den litterdra
gestaltningen och andra samtida former av konceptuella prak-
tiker.

Trender, utvecklingstendenser
och utvecklingspotential

Konstnirlig forskning inom litteratur har en viktig, tydlig och
sjdlvstiandig roll for litteraturens utveckling som konstform.
Genom samspel med litteraturvetenskapen, utbildningar i
litterdr gestaltning, med annan konstnirlig forskning och i
utveckling av intermedialitet, metareflektion och grinséver-
skridande konstformer, kan #mnet f3 en teoretisk och me-
todologisk mycket intressant betydelse i forskarsamhillet.
Viktiga tendenser pekar hir mot lisakten, textsamtalet och
mot andra konstarter, medier och vetenskaper, till exempel
antropologin.
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Amnets stillning i Sverige
och internationellt

Litterir gestaltning som dmne och forskningsinriktning har sin
frimsta forankring i de nordiska spraken. Svenska avhandlingar
och forskningsrapporter dissemineras frimst i Norden. Med sin
forankring i det svenska spriket dr internationaliseringen re-
lativt sett svag. Men forskningens tematik utvecklas ocksa ge-
nom internationella kontakter och inte minst frdgor om 6ver-
sittning bedrivs ofta i kontakt med internationell forskning.

Sarskilda behov av forskningsinfrastruktur

Amnets goda integration i de litterira filten gor att mycket
av den forskning som produceras inom litterir gestaltning ut-
kommer pé etablerade bokférlag. I och med att dmnet vixer,
och forskning inom dmnet etableras i Norge, kommer en in-
frastruktur i form av en forskningstidskrift, p& nordisk grund,
forr eller senare att behévas, dir metodproblem kan diskute-
ras, avhandlingar och forskningsprojekt recenseras och dir det
finns en mojlighet att reflektera dver smnesutvecklingen inom
litterdr gestaltning som undervisningsimne.
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ARTIL TIC RESERRCH
- A SUBJECT OVERVIEW

INTRODUCTION

During 2014, the Swedish Research Council’'s Committee for
ArtisticResearch (KKF)drew upasubject-by-subjectdescription
of the current research in the field of artistic research. The
summary part of the description forms the basis for KKF’s
recommendations on measures to develop the research field
as a whole. It comprises a general description of the field,
recommendations on six main points, the breakthrough of
the research from an international perspective and tomorrow’s
challenges. The first part is presented in Chapter 1 of the current
yearbook.

This appendix forms the second, more detailed part, which
contains descriptions of the various subject areas. The division
is based on the OECD’s categorisation, although this has been
partially expanded and clarified in order to better reflect the
landscape of artistic research and its institutions in Sweden
today. The main categories we have chosen are:

* Visual arts and fine art

* Music

* Dramatic art: Theatre, choreography, dance, circus, opera and
performance

* Architecture

* Design, craft and visual communication

* Film, moving images and photography

e Literary composition

In terms of content, artistic research reflects a faculty area of
great mobility and diversity. The dividing line between subjects
can therefore be hard to draw, since there are a whole host of
combinations and open borders, including with other fields of

research. In order to reflect some of the breadth within certain
subjects, examples have been included of research that has been
awarded project funding by the Swedish Research Council. For
a full list, we refer you to the Swedish Research Council’s year-
book for artistic research, which has been published since 2004
and which, as of 2014, will be available for digital download
from www.vr.se. For a description of the status and organisation
of the research in other countries, please also see the study Art,
Research, Empowerment — the artist as researcher by Efva Lilja
(Government Offices of Sweden 2015).

The descriptions of research for each theme have been drawn
up by KKF, with the help of contributions from a number of
leading researchers in the artistic field. The external researchers
and specialists who have been consulted most are (in alphabetical
order): Magnus Birtds, Camilla Damkjaer, Maria Hellstrém
Reimer, Oscar Hemer, Anders Hultqvist and Ole Liitzow Holm.
Valuable comments and information from the research com-
munity have also been received via online forums and direct
responses to a consultation. KKF is responsible for the wording
and conclusions of the summary.

VISUALARTS AND FINEART

Description of research in the field

Visual Arts, sometimes called fine art, is an umbrella term for a
varied range of artistic practices that includes moving images,
some photographic art (see Film and moving images), sculpture,
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sound art (see also Music), curatorial practices and various
hybrid artistic manifestations through audiovisual media
and multimodal forms of expression. The borders with other
artistic fields are fluid, particularly when it comes to music,
choreography, dance, performance, architecture, design, film
and literature.

Artistic research in Sweden in the area of visual arts or fine
art can be traced back to the early 2000s. 2006 saw the presenta-
tion of the first three theses in fine art at Lund University. How-
ever, visual arts have long had an investigatory aspect to them,
rooted in part in the conceptualisation of the artistic practice
and the exploratory, method-critical character that emerged
over the course of the 20th century, and in particular since the
1960s, when the term fine art was introduced. It is also worth
mentioning the close contact between art and technology
through the ages, and the tradition of criticism that was
established back in the 18th century, which has proven an
important link in the exchange of knowledge between art prac-
titioners and the public. Research into the subject also tends to
show similar intentions to explore, identify and critically test
knowledge creation and to formulate new points of departure
that constantly change and hybridise subjects and genres.

Visual arts often address problems relating to method,
artistic process, the contexts of art and the formation of theory,
which contributes to the social relevance of the research. In-
cluded in this are issues such as forms of mediation, subject
construction, perception, cognition, complex comprehension
systems, sensory and material conditions for quality-focused
processes, narrativity and hybrid forms of expression, represen-
tation and referentiality, meaning creation and norm-criticism,
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and not least public spheres in change, curatorial practices and
the changing significance of the art work, the artist and the art
institution at a time of increasing collective creativity. There is
often collaboration with other fields of research, e.g. cultural
science, sociology, gender studies, systems science and educa-
tional sciences, but also with technical sciences and medicine.

The research may result in an artistic work, development
of written forms and linguistic processes that are relevant to a
critical debate in the artistic field.

Some researchers separate out two dominant modes for
research into the subject, which also inform theory formation,
Master’s courses and higher education seminars on artistic
research at the art colleges. Mode one involves a conceptuali-
sation and development of artistic practice, while mode two is a
transdisciplinary approach in which artistic methods are linked
with methods in areas such as the natural sciences and social
sciences.

The first approach is closer to undergraduate education in
art and emphasises a historical perspective, where art is seen as
interdisciplinary in nature. In this field it is insisted, amongst
other things, that all seriously intended artistic activity is a form
of exploration of a subject, material or particular conditions or
notions. Artistic research is thus concerned to a high degree with
“unveiling” the artistic processes — an attempt to theoretically
articulate what the specific artistic knowledge comprises, how
it is formed and used, where it stands in relation to society and
political actions, for example, so that it is not just the practical/
methods/doing, but also the mechanisms that serve to create
meaning in a work. In this context, the terms “method” and
“methodology” are used in their broadest sense, in that they have
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their own aesthetic and carry with them their own gestures,
discourse and history in an art work, setting up a kind of
“methodological aesthetic” that is generic in the practice of
research, which also has parallels in other academic traditions.
The concepts of “method”, “doing” and “practice” are thus seen as
being involved in the work’s production of meaning and should
therefore be reflected in the artistic research project. According
tothisapproach, itis through such reflection that artistic research
differentiates itself from other artistic practices. The challenge
for each individual artist/researcher on this basis is therefore to
establish a communicative, essayistic/literary and/or experimen-
tal language that describes (and at the same time influences) the
interplay between society, work, text and paratext.

The second approach places greater emphasis on the crea-
tion of a field that in some way exists between art and other
academic endeavours, and therefore does not primarily relate
to the established artistic field and art history. Advocates of this
line are not as inclined to try to “unveil” the specific artistic
process, focusing more on artistic research as its own form of
knowledge production, which is facilitated by transdisciplinary
approaches and investigatory methods. More academic termi-
nology also tends to be used here, although many attempts are
being made to find a separate form of expression and of pre-
sentation. It is also more common to have research teams that
include a range of different competencies. Similarly, there is a
greater expectation that the research results will have a (some-
times instrumental) societal function, socially or in relation to
commercial players. The emblematic projects along these lines
are those that run close to design and architecture, such as
projects concerning urbanity and the public space.
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A few starting points for the quality criteria within the two
modes can be noted. Within the first mode, the focus is on
highlighting practical knowledge as a subject; emphasising
reflection on personal practice; extracting and articulating
theory from the doing/practice; understanding the applica-
bility of this theory; understanding how personal practice is
linked with the historical and contemporary context; identi-
fying other relevant theories and practices from other areas
of research and artistic fields; contextualising the personal
project in relation to other current research and to relevant
fields. Great emphasis is placed on the linguistic process;
developing a lingualism that both reflects and develops the
personal practice and the research. The research generally
results in artistic works of high relevance to the artistic field
and becomes an object for critical discussion within the field.
Within the other mode, the research is seen as an indepen-
dent, interdisciplinary field in relation to other artistic prac-
tices; it is not uncommon for there to be a meeting between
artistic investigation or aesthetic processes and research in
science or the humanities; often new forms of collaboration
and research teams are developed; the knowledge production
tends to be thesis-driven or normative; the research need not
result in artistic works of high originality, but is judged on
quality criteria that are specific to the discipline of artistic
research.

These two modes can be said to reflect two different attitudes
to the development of artistic research. They are not mutually
exclusive, but essentially develop in dialogue and may co-exist
within one research project. They also occur, with variations, in
several artistic areas of research.
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Strengths and weaknesses

The capacity for the artistic research to reformulate and creatively
address interest-creating and boundary-breaking knowledge-
related issues and methodological challenges is particularly clear
within fine art. The research may generate forms for problemati-
sing, conceptualising and methodological approaches that have
the ability to highlight social phenomena and artistic questions
in new ways, without reducing their complexity.

Fine art often lacks clearly delimited objects and discipline-
defined methods, which is a strength in that the forms that ques-
tions, expressions, concept formation, theoretical constructions
and so on take can be developed with great freedom and flexi-
bility. At the same time, the lack of research rules can be a weak-
ness, if it is difficult to develop the discourses of the research.

The greatest weakness, as with many artistic subjects, is the
lack of strong, sustainable research environments with sufficient
critical mass. And as with the artistic field as a whole, there is
a major need to strengthen the research environments with a
focus on excellence and institutional improvement, for example
by increasing the number of postdoc positions, underpinning
young researchers’ career opportunities and investing in guest
professorships and internationalisation.

Trends, development tendencies
and development potential

From previously having been strongly individualised with a focus
on the individual artistic process, fine art research has under-
gone radical development over the 2000s. The distrust of artistic
research that defined fine art - its institutions and players, both
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practitioners and theoreticians (which includes countless art
historians) - has receded in recent years. Now what is being seen
is a greater analysis of methods, stronger research problematisa-
tion and quality improvement. This is also bringing a gradual
“demystifying” of the creation and artistic process, while at the
same time method and methodology in their widest sense are
being involved in the production of meaning for the art/work.

Postgraduate education in fine art, previously confined to
Malmé and Gothenburg, has grown strongly at several Swedish
universities and colleges through the national research school
Konstnirliga forskarskolan, the establishment of Stockholm
University of the Arts and greater collaboration between aca-
demic institutions. Competition for doctoral positions remains
very strong.

The fact that the research is largely being shaped through in-
dividual research projects, and subject boundaries are constantly
being consciously crossed, promotes a great diversity and
wealth of perspectives in the field. The multimodal language
and expression of moving images is interesting in this context,
as it concerns audiovisual narrative and changes to drama-
turgical models, formats and distribution channels, as well as
incorporating various forms of popular culture. There are a
whole range of themes here that are worth exploring and that
pave the way for collaboration with other fields of research.

When it comes to recruiting teachers for the arts colleges and
universities, there has so far been no formal requirement that
professors and lecturers must have any research under their
belts. It has, however, become a widespread reality in recruit-
ment, not least since the arts colleges and universities despera-
tely need research expertise as they seek to build up their own
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research environments. There is now considerable interest in
research among arts students at Bachelor’s and Master’s level.
Despite so few theses on fine art having been published in
Sweden, it would seem that the visions of artistic research have
already been internalised within undergraduate education.

There is a risk that artistic quality will be excluded or side-
lined in assessing artistic research projects, particularly consi-
dering the trend towards “mode 2” as described above, or that it
is judged too “intra-academically” according to the field’s own
(“new”) criteria for peer review. One optimistic future vision is
that, over time, artistic research will create its own field that in
some sense differs from the field of art, and with strength and
conviction, it will communicate and apply its results in society
and therefore also take on its own social relevance.

The status of the subject in Sweden
and internationally

In terms of professional practitioners, fine art in Sweden has
long featured extensive international exchanges, and this
strength is carried on into the research, with the number of
international research collaborations growing.

Specific need for research infrastructure

As in artistic research generally, within fine art there is a need
for more extensive support functions, for example research
supervisors, national and international research networks and
networks for peer review, new publication channels and exhibi-
tion opportunities.
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nusic

Description of research in the field

Music was one of the first artistic disciplines, towards the end of
the 1970s, to develop a strategically conceived research practice
followed by funded research projects. A locally based variant
of musicology at the University of Gothenburg, artistic crea-
tive postgraduate education (KKFU), then incorporated artistic
practice into the research. Twenty or so years later, at Malmé
Academy of Music, Lund University, and then at the Royal College
of Music in Stockholm, an artistic research programme was
allowed to emerge independently of musicology and the already
established research into music education. One of the reasons for
this was the ambition to develop methods and theories that sat
close to the practitioners. This has produced substantial breadth,
but two trends can be discerned: projects that are linked to a
formation of theory with inspiration from philosophy, gender
theory and critical theory, and projects associated with existing
theorising in the areas of musicology and music education.

The early research projects in music were often historically
oriented and examined questions of interpretation. More recent
projects have moved away from musicology-inspired artistic re-
search, and prefer to consider the problem of the divide between
produced and reproduced practice. Of the 22 doctoral projects
completed so far, half (11) are rooted in Western classical music,
five in improvisation and six in media, folk music and popular
music. Of the 11 theses on Western classical music, eight focus on
classical interpretation. Five of these were, however, presented in
2008 or earlier, which suggests a shift away from this tradition.
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Specific to the subject of music is a deeply rooted interpretive
tradition with an emphasis on acoustic or sonic artefacts. Here
there has been a historically focused view of theory formation,
strong links to pedagogy and a division between productive
and reproductive practice, creation and preservational fields
of interest, where cultural heritage plays an important role.
Artistic music research has so far been overwhelmingly related
to art music. The drive that appeared early on within fine art
to expand and conceptualise the understanding of material,
methods and techniques has only recently begun to make in-
roads into music. Experimental expressions usually involve
sound creation, partly in interactive interplay with other arts
and sciences. It is also possible to discern an expansion from art
music to musical art.

Opera can be said to belong to both music and dramatic art,
depending to some extent on the direction of the research pro-
ject, for example towards vocal expression or interpretation of
historical material as averse to theatrical performance. In this
subject overview, opera is included in the subject Dramatic art.

Within artistic research in the field of music, five main catego-

ries have emerged, and these problematise:

* interpretation, composition and compositional processes

* the knowledge processes of musicians, musical learning and
music education

* computer-based music creation and interactivity between
music and information technology

* improvisation

* sociomusical and sociopolitical interaction, including from a
gender perspective
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However, many projects straddle these categories, since they
concern issues of music, body, movement, language, gender,
listening and sound and sound art, for example.

Music research is seeing both subject-specific development
and increased contact with other artistic fields. Contact with
areas such as musical drama, fine art and new media has been
strong for over a decade, and it is gradually growing in other
fields, such as dance and choreography, architecture and urban
planning, design and technology and literary composition.
There is also a marked trend towards multidisciplinary collabo-
ration with researchers in the humanities and social sciences,
educational sciences, natural sciences and technology, medicine
and health. Artistic research in music thus contributes both to
in-depth insights and renewal within musical creation and an
expanded illumination of music as a social phenomenon and
form of expression.

The research methods regularly employ exploratory forms
through music creation, often combined with meta-reflection,
case studies, qualitative interviews, laboratory-like experi-
ments, data gathering and various forms of writing (see also the
description of Visual arts). The reporting forms often combine
musical output (audiovisually and in the shape of live concerts/
performances), score and text, making use of new publication
forms that incorporate peer review.

Research projects that have received funding from the
Swedish Research Council include Creative Performance —
Computer-aided Creativity (until year-end 2013), Into the Noise.
Formative Musical, Architectonic and Acoustic Investigations in
Contemporary Sound Space (until year-end 2010), (Innovative)
Approaches to Improvisation in and through Music (until year-end
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2011), Development of Instrumentalists’ Musical Knowledge in a
Culturally Multifaceted Society (until year-end 2009), Towards
an Expanded Field for Art Music (until year-end 2010), Music
in Movement: New Artistic Strategies for Fusing Choreography
and Musical Composition (until year-end 2014), Collaborative
Musical Creation: the Ecology of Composition, Improvisation and
Performance (until year-end 2016), At the Conceptual Limits of
Composition. A Shrinking Emptiness — Meaning, Chaos and Entro-
py (until year-end 2017), Room for Interpretation: Musical Perfor-
mance Interacting with Room Acoustics (until year-end 2016), The
“Essentially” Feminine — an Investigation through Artistic Practice
and Early Modern Music (until year-end 2017).

Strengths and weaknesses

Like dance, theatre and film, music is a temporal art form, and
the performative aspects of the time-based arts may constitute
a source of new understanding concerning how knowledge and
learning are shaped. This is a matter of inherent strength and
potential for artistic research in music. Another strength is that
music-related artistic research, with its roots in performance, is
also able to draw on research in the fields of the humanities and
social sciences.

Research into interpretation was initially a natural result of
the actions and the reflection involved in daily artistic prac-
tice, a position that 21st-century debates have occasionally
chosen to problematise. Although the performative moment
was afforded relatively large significance, it was initially seen
as a subordinate foundation for a more theoretically oriented
discourse. Nevertheless, this represented a radical alternative
in that it established new links between theory and practi-
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ce, and thus also presented the opportunity to acknowledge
subjective aspects and experiences within the framework of a
research project. As a hybrid form, this played a key role when
artistic research began to establish itself seriously, and to this
day it characterises certain parts of the research in the musical
field, which could be seen as both a strength and a weakness.
Theory and method development often confirms established
strategies through qualitative interviews, statistical com-
parisons and an understanding of the subject that rests on
a relatively stable intra-artistic consensus and/or links with
other established research in technology, pedagogy, psycho-
logy or musicology.

The blending and the tension between more reconstructed
interpretations and experimental questioning, and the broad-
ening genres, is expected to lead to the development of greater
methodological flexibility and diversity. There is, however,
still work to be done in this area, and in relation to research
reviews with references to other artistic research, not to
mention transparency in the transferences between theory
and practice.

Of the 22 completed theses in the Swedish Research Council’s
statistics for the field of music, almost half are polemical, and
experimentally investigative with a basis in either a critical
social and subject orientation, or an exploratory research
practice that in itself challenges hierarchies or boundaries
within our understanding of the world. The second half can
be said to represent stability, evidence-based research processes,
an ambition to go deeper rather than to expand. Together with
the drive to form interdisciplinary alliances, the richness of
variety helps to make the field of music a credible addition to
the research community.
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Trends, development tendencies
and development potential

With its relatively long development as an artistic area of
research and many completed theses, music as a field has oppor-
tunitiesnationally todevelopacoupleof strongresearch environ-
ments, although this would require more consciously strategic
investment and broader financing of senior researchers through
targeted faculty funding. As with the whole artistic field, there
is a need for more postdoc positions.

Examination of multidisciplinary problems and intertextual
connections may also further enrich the research methodology
in intradisciplinary music research. There are, for example, cur-
rent collaborative activities at Lund University, the University
of Gothenburg and the Royal College of Music in Stockholm
(for example with KTH Royal Institute of Technology).

The importance of methodological pluralism, an action-
oriented research practice, interpretive transformations and
hybrid forms should be emphasised, along with the experiment
as an ontological foundation and the notion of method develop-
ment as a dynamic process. Artistic research in music should
continue to expand the concept of musical art, add depth to
subject-specific research and seek out partners in other artistic
and academic fields, both for funding and in order to explore
even more interesting questions.

The status of the subject in Sweden
and internationally

Artistic research in music is a rapidly growing phenomenon
internationally. However, along with the ORCiM in Belgium,
Sweden continues to unequivocally lead the way, including
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in terms of publication. Within interpretation research and
instrument research, the Swedish research community has
made a significant impression on the international stage. In
addition, the experimentally investigative research paradigm
that has emerged in recent years is something that places Sweden
in a unique position within multifaceted artistic research in
the field of music. It should also be stressed that Sweden has
had an emphasis on musicians and musical practitioners rather
than composers, who have dominated the scene abroad.

Specific need for research infrastructure

Musical reporting forms are often costly and need to be conducted
in collaboration with qualified cultural institutions, which
requires co-financing, long-term planning and advanced forms of
documentation. It is not an exaggeration to suggest that a healthy
development of artistic research in music stands and falls on the
scope for active performance within the project. The infrastruc-
ture situation for the research therefore needs to be investigated.

Description of research in the field

Artistic research in dramatic art covers artistic practices such
as theatre, choreography and dance, circus and performance.
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Dramatic art is sometimes referred to as performative art or
performative practices, which underlines the performance
aspects of the investigative work rather than the stage as an arena.
However, dramatic art is used here as a general term in order
to avoid confusion with other uses of the term performative in
the context of artistic research. Artistic research in dramatic
art is experiencing huge expansion and quality improvement.
The research takes on the character of both practice-based
and experimental, and theory-based investigations. There are
important interfaces with fine art, literature, film and media.

Artistic research in theatre has focused primarily on the work
of the actor, rooted in professional knowledge, practical know-
ledge, pedagogy and method development, and the articulation
of the professional knowledge through critical reflection on the
working methods of the actor. Research through practice and
artistic work is also increasing and expanding through dialogue
with other academic fields, particularly in the humanities, with
gender and critical theory/discourse as prime examples. Projects
for which funding hasbeen granted include The Working Languages
of Dramatic Arts (2001-2005), Practical Methods in Artistic Re-
search in Theatre (2006—2007), Research on Stage: Intersections
between Theatre Performance, Teaching and Academia (2013) and
the national project Staging Gender 2006-2009, which involves
strongly critical reflection and research issues.

A central tenet of the research in dance and choreography is,
through artistic work, to deepen the understanding of and criti-
cally illuminate what the body, movement, dance and choreo-
graphy can be and do. The project focuses on developing and
investigating processes, methods, techniques, practices, techno-
logies and theory. Funded projects include From Movement out of
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Reflection in the Making: Dancers and the Creative Process (2012)
and Listening to the Counterpoint in Dance and Music (2015). In an-
other line of research, there are projects that place the emphasis
on choreography as a curatorial practice, and on dance and
choreography as a political and social activity. Among such pro-
jects are Expanded Choreography: Choreography as a Generic Skill
(2012) and Mediality, Gesturality and Reciprocity: Choreography as
the Weaving Labour of Politics (2014). The field also has examples
of research that has looked to philosophy, criticism, technology
and the humanities to describe and contextualise the artistic ac-
tivity, for example Human Mechanics and Soulful Machines (2008)
and Amphibian Decreation in Choreography and Philosophy (2014).

Within circus it is possible to differentiate between artistic
research in circus and artistically experimental circus. Both
are strongly associated with the experimental practices of the
circus and with the problematisation, development and expan-
sion of artistic expression, as well as increased knowledge of
interfaces with other art forms and fields of knowledge. Today
circus research is conducted primarily in Stockholm. After a
period of mainly large-scale projects (2008-12), such as Neo
Circus as a Boundary Crosser (2010), the focus of circus research
is currently on building infrastructure, career opportunities
and progression in education towards more research.

Research into opera and musical drama is conducted by com-
posers, opera singers and directors. The borders with composi-
tion and interpretation research into music and with dramatic
art research are fluid. Funded opera projects with a dramatic
art focus include Staging Baroque music? And shedding light on
timeless gender issues. A multidisciplinary study of Operabyrdn’s
exploratory artistic work (until year-end 2016).
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Strengths and weaknesses

Dramatic art research is currently experiencing a major ex-
pansion. There are numerous Master’s courses that lay the
groundwork for research and the amount of local artistic
development and research work is growing strongly. Senior
researchers (with a PhD) are, however, less common. The
subject is dominated by individual projects, which show a
methodological diversity that may be both a strength and a
weakness; there is an absence of critical mass and a body of
research. In the professional field of dramatic art, there
remains a widespread scepticism concerning research and
academisation, and a relatively strong streak of individuality
surrounding artistic research.

The number of doctoral students has risen sharply in the
field of dramatic art. Research and research environments
are established at the Academy of Music and Drama within
the University of Gothenburg, Malmé Theatre Academy, the
Departments of Theatre and Music at Luled University of
Technology and Stockholm University of the Arts, which was
established in 2014 through the merger of the University of
Dance and Circus (DOCH), the University College of Opera
and Stockholm Academy of Dramatic Arts. The number of
applications submitted to the Swedish Research Council in
the field of dramatic art has, however, fallen and a strategic
investment has been discussed. The lack of previous research
and the desire to “catch up” means that the applications tend
to aim for breadth; the focus and objectives are becoming
increasingly extensive and the projects are only superficially
completed.
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Trends, development tendencies
and development potential

Research in dramatic art at arts colleges and faculties is in its
youth and is shaped to a high degree by individual projects.
The quality of implementation and results, and how they can
be articulated, discussed, communicated and made accessible
(including to other fields of knowledge) is of considerable
importance for the long-term development of the field. The
number of trained researchers is expected to grow strongly.
Career opportunities are a much discussed issue with no clear
answer, and the same can be said of infrastructure use.

Within dramatic art, there is an increase in experiment and
practice-based research aimed at problematising and develop-
ing artistic modes of expression, idiom and creative proces-
ses. Expanded perspectives that encompass all the professional
functions and artistic elements in dramatic art, and in stage
design and technology, for example, are becoming increasingly
common. As a collective and multidisciplinary art form, theatre
paves the way for interdisciplinary questions.

Many projects conduct research through investigative prac-
tice, which requires major infrastructural resources; it is not
always easy to differentiate research costs from production
costs, and the opportunities for collaboration with dramatic
art institutions and financiers are as yet underdeveloped. The
relevance for the artistic practice and the research community
requires that methods, processes and results can be made gene-
rally accessible and are able to be reviewed, criticised, discussed
and used as a starting point.

There is a long tradition of methods and techniques for
creating, notating, pondering, analysing, describing, documen-
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ting, disseminating and discussing various dramatic art forms.
Today, digital technologies and electronic media provide new
opportunities. Through its character of practice-based and ex-
perimental research - in collaboration between academia and
cultural life - new forms of dance, choreography, theatre, circus,
opera and performance, techniques, practices, technologies,
approaches, methodologies, and theories are being developed,
along with ways of presenting research results.

Artistic research has contributed to the problematisation,
development and expansion of artistic expression, reinforced
the status of research in education, increased knowledge and
created more interfaces with other art forms and fields of
knowledge. The trans-genre and trans-boundary aspects of
dramatic art and its experimental and laborative opportunities
allow for both subject-specific depth and multidisciplinary and
interdisciplinary contexts.

The subject needs to improve its critical mass, continuity,
career opportunitiesin research, progressionin education, natio-
nal research collaborations, infrastructure and fora for critical
review and discussion, specifically in the respective subtopics
and in the exchange with other artistic and academic research.

The status of the subject in Sweden
and internationally

Spoken word theatre is often bound in language and is thus more
nationally oriented than opera, dance, choreography, physical
theatre and performance, where international mobility and colla-
borations constitute a natural part of the activity. Nevertheless,
international collaborations exist in several of the nation’s univer-
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sity environments. The work of some researchersis also dissemina-
ted through participation in international conferences, lectures,
seminars and workshops, and through guest performances.

Although there are only a small number of artistic researchers
in the area of dramatic art in Sweden, Swedish and Finnish
research holds a relatively strong position internationally; in
most other countries, there are very few resources for research
and postgraduate education in this field. France has a strong
tradition of experimental circus and support for artistic develop-
ment, but it does not have structures for artistic research.

When it comes to academic research into dramatic art, there
are established international conferences and journals with
their origins in aesthetics, history, technology and pedagogy.
The forms for reviewing and disseminating artistic research
into dramatic art remain undeveloped at this time. Since the
projects are often multidisciplinary, the publication paths in
other fields of knowledge are important. Instead of research,
conferences, Helsinki has hosted three Colloquia on Artistic
Research in Performing Arts (CARPA) for the presentation of
ongoing projects and fruitful exchange between artistic resear-
chers in different areas of dramatic art.

Specific need for research infrastructure

Artistic research here, as in the field of music, is often depen-
dent on significant production resources in order to implement
research processes and report and document the results. There
is thus a strong need to reinforce the infrastructure and develop
lasting collaborations with artistic institutions and with inde-
pendent dramatic art practitioners.
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ARCHITECTURE

Description of research in the field

Architecture as a discipline, like higher education in architec-
ture, spans art, social sciences, the humanities and engineering
sciences, where the shaping, managing, reinterpreting and
changing of the physical environment is key and where mate-
rial, compositional, sociocultural, resource-related and system
and process-focused aspects interact. Another characteristic of
architecture is that its history so tangibly manifests itself in the
material result. Architecture is often seen as a creative disci-
pline and material practice with a strong social dimension.

Architectural artistic research within the framework of the
Swedish Research Council’s funding programme has often
centred around experimental, theoretical, culturally critical
or conceptually driven investigations through the form, tech-
nologies and materials of the architecture, but also around
highlighting gender-related, ecological, social and political
aspects of architecture, narrativity and manifestations of
history, handling cultural heritage and not least questions
concerning design processes and the possibilities of architec-
tural thinking related, for example, to new digital planning,
visualisation and production techniques. There is also an inte-
rest in addressing questions, across the art forms, concerning
sensuality and materiality, modelling and influences of new
technology, interactions and meaning creation, as well as an
interest in urban spaces and environment-related issues.

The research methodology that runs through architecture
is founded in spatial, material, corporeally rooted and rational
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architectural thinking and the conceptualisation of architec-
ture. The emphasis is squarely on developing what architecture
does, how architecture is created and works as a process. The
research is often grounded in the architect’s expanded spatial
reasoning and capacity to reinterpret specific architectural
situations, visualisations, modellings and interactions with
materials, surroundings and people. As in much other artis-
tic research, experimentation, critical reinterpretations and
method development are also a core focus in the field of archi-
tecture. Architectural artistic research is notable for its nume-
rous interdisciplinary collaborations, for example in projects
relating to the theatrical staging of architecture, sound art and
sound design, open spaces and choreographies, public space and
more action-oriented architectural projects through stagings
and participation in architectural processes.

The subject has a research tradition stretching back more
than 50 years in Sweden, with the majority of the public fun-
ding having come from the Swedish Research Council Formas,
and the former Swedish Council for Building Research pro-
viding a relatively stable foundation. Architecture courses
are run by technical universities or faculties, but at the same
time there are close collaborations with artistic environments.
The boundaries between design and interior architecture and
between landscape architecture and planning are fluid.

As in the field of design, there is extensive practice-based,
applied research in all areas of architecture and urban planning,
Collaborations and co-financing initiatives with business and
public institutions are relatively common. The field of archi-
tecture and its research thus have fluid identities that some-
times, particularly with regard to basic research, appear to find it
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difficult to articulate themselves within the traditional subject
divisions of the research councils. The projects do, however, show
the growing inter- and transdisciplinary nature that is a feature
across the whole artistic field. Research projects within architec-
ture include Recycling Space: Explorative Design Analysis of Renewal
of the Existing (2007); Transmission: Urban Experiments in Sound Art
and Sonic Space (2010); Architectonic Operative Systems — Prototypes
for Performative Design (2011); The Evolutionary Periphery. Architec-
tonic Visualisation of Affordance in Urban Peripheries (2013); In-situ
Action: Resonance, Improvisation and Variations in Public Places
(until year-end 2014); Critical Texts in Architecture, Art and Design
Research (2008); The Club Scene (“investigating and reshaping the
built environment from a feminist and queer perspective”) (2013/2016);
The Language of the Becoming City (until year-end 2017).

Strengths and weaknesses

Since research and postgraduate education are well established
in architecture, there is both a highly developed tradition of
theorising and a familiarity with combining different investiga-
tory methods. The research environments are relatively small,
but with successful national and international collaborations
between architectural institutions. The collaborations with
other fields and academic institutions are also relatively well
developed. In addition, there are countless collaborations with
the public and private architectural sphere and fairly well deve-
loped career opportunities for young researchers.

There is a relatively good range of established Nordic and
international journals and conferences, where Swedish research-
ers are very well presented.
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The weakness for architectural research lies primarily in the fact
that, despite its clear social relevance, the subject finds it difficult
to make its presence felt within the constraints of the prevailing
subject categories in the research field, whether it isin engineering
or social sciences, and whether at national or international level,
for example within the EU. This has also, to a certain extent, im-
peded the development of architectural research’s combinatory
but subject-specific and practice-driven research methods. There
are parallels here within the artistic field as a whole.

Trends, development tendencies
and development potential

Categorised according to traditional subject boundaries, the
field of architecture is relatively weakly represented within ar-
tistic research. However, in terms of interdisciplinary problems
and approaches, architectural thinking appears in considerably
more projects. In many ways, the trends in architecture also
reflect a trend within the whole artistic field, where one can
see a greater realisation that artistic statements and artefacts
play an active role in the experimental process, as results and in
communication with the wider world.

Since the 199o0s, architectural research has seen flourishing
theory development, which has been a key driver of method
development. Although previously, architectural research has
mainly borrowed research methods from other scientific areas,
the combinatory, multifaceted methodology is now much more
strongly rooted in architectural thinking, recent architectural
theory and the competencies and expanding tasks of the profes-
sion. This s, in turn, proving fruitful for the development of the-
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ories and concepts in the field. Ten years ago, sustainable deve-
lopment was a mere subtopic within architectural research, but
now it offers an expanded and critically reflective perspective
in much of the knowledge development within architecture. In
the development of the partially new research that has arisen
out of practice-driven, design-based or artistic forms, concept
development is important. The concepts often show a parti-
cular pliability; they stretch between forms of understanding,
loosen up the static in architecture and interact with the mate-
rial in a way that previous experience-based, phenomenological
methods of interpretation never could. As such, concept deve-
lopment is intimately bound up with experimentation.

The past ten years have also seen a considerable growth in
interest from both the public and private architectural spheres
in employing architects with a research background, which is
also broadening the areas to which research may be applied.
There are other ways too, that centres of excellence are being
formed and profiles raised in architectural research, not least
through practical collaborations, but there is also a risk here
that it will be hard for autonomous, sustainable basic research
to establish itself.

The Academy for Practice-based Research in Architecture and
Design, AKAD, was one of the seven research groups that the
Swedish Research Council set up in the early 2000s, bringing
together primarily the three architectural environments in
Stockholm, Gothenburg and Lund for a number of projects in-
volving new artistic approaches and methods of investigation.
There was particular interest in the potential offered by artistic
work to critically illuminate architectonic situations, as well as
providing an orientation of the unstable aspects of architecture
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and its creative mechanisms — how architecture progresses and
comes into existence, gradually changes and is reinterpreted.

AKAD was also the vehicle for reinforcing a collaboration
between the architectural schools of Sweden, creating a joint
critical mass that provided them with the strength to improve
their own knowledge building and greater opportunities for
research collaborations with other fields in art and design, the
humanities, social sciences, natural sciences and technology.
Supported by Formas, 2010 saw the formation of two strong
national research environments and a national research school
(ResArc) for architecture (2011-2015 and 2016), which in turn
has led to a stabilisation of national collaborations within
research and postgraduate education in the field.

This clearly reflects a central problem for the field of artistic
research as a whole: the need to articulate its distinctiveness
in a wider research context, locally and globally, to develop
its relevance both within and across subject boundaries, and
to establish stable research environments of high quality and
with sufficient critical mass, not least for doctoral students. The
types of investment made in architecture may therefore have
some relevance for other artistic research.

The status of the subject in Sweden
and internationally

Swedish practice-based architectural research, particularly
that which focuses on sustainable development, design and
collaboration processes and critical practice, holds a relatively
strong position internationally. Artistic research and post-
graduate education in architecture are relative newcomers in
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many countries, with the UK leading the way in the early 199o0s.
The British research tradition is a direct offshoot of in-depth
practical studies, while the artistic research in Sweden and
the Nordic region has grown out of interaction with academic
architectural research that has a relatively long history. There is
thus a certain difference between the focus of British-Austra-
lian research and Nordic research. The European Association
of Architectural Education (EAAE) and the American Institute
of Architects (AIA) now have their own Platform for Architec-
tural Research, as well as an EU Advocacy Group that works to
establish architecture as a topic at EU level.

Specific need for research infrastructure

As with most other subjects in artistic research, architecture
has a need for laboratory environments and equipment, for
example spaces for full-scale models, visualisation, modelling
and communication tools and workshops. The established edu-
cational environments are, however, relatively well equipped.

DB T VISt

Description of research in the field

Research in the design field in Sweden shows considerable diver-
sity, taking in subjects such as industrial and product design, in-
teraction design, user-centred design, participatory design (PD),
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game design, graphic design, visual communication, service
design and design management, textile design, fashion design
and craft. In its narrowest sense, design is referred to as “applied
art”, and is about shaping products, making it closely associated
with product and production development, as well as commerce
and management. In a broader sense, however, design refers to
the moment of shaping that is present in all forms of human
creation. As a field of artistic research, it is reasonable to apply
the latter meaning of design, which also allows the research to
adopt many forms and gives it extensive social relevance.

A central theme for artistic research into design is develop-
ing, deepening and critically illuminating the artistic con-
ditions and foundations for design as an action and a craft in
relation to given contexts — expressing (forming, shaping) and
deepening the understanding of the expressiveness in materials.
Design-related artistic research has a strong focus on increasing
our understanding, both theoretically and practically, of the
interplay between analysis and synthesis in the design process
as the platform for developing design methodologies, design
techniques and design programmes, which assumes a practice-
based approach. A deeper understanding of the expressiveness
in materials, techniques and intended uses also requires ex-
perimental artistic work.

In the 1920s, Sweden was heavily influenced by the Bauhaus
school and its close associations between architecture, graphic
form, art, craft and design, which were also unified through dis-
tinct methodology, philosophy and demands for radical moder-
nity, a movement that has had a particular impact on Konstfack’s
courses in art and design. A diverse range of design courses and
design research can be found at a large number of academic
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institutions. Artistic research in the field of design often inclu-
des a productive element, but through combinations of methods
it can also illuminate themes similar to those for artistic research
as a whole. There is no sharply defined boundary between de-
sign research on scientific and academic grounds. In principle,
clearly practice-based design research should be considered ar-
tistic research, with its basis in an experimental artistic practice.
However, the more theoretically oriented research that focuses
on the conceptual and methodological foundations of the design
practice and the design aesthetic should also be included in the
field of artistic research. Since the field of research has become
well established over a long timeframe, a whole host of theses,
articles and books, which can now reasonably be counted as
artistic research, have been published within the framework
of design research as an academic research field. This, coupled
with the fact that the academic institutions have chosen
different strategies for continued development in this area,
shows the great breadth and diversity of the field.
Contemporary craft involves thinking about and understan-
ding the world through materials, objects and practices. Craft
encompasses the artefact, method, subject and action, where
doing and materiality are central to the research. The subject
braces itself against a tradition that was formed during the
second half of the 19th century in the shaping of modern day
life. Questions of craft’s production and social identity are
still strongly bound up with knowledge of the hand, the act
of doing, and with an understanding of material cultures, new
materials and their significance, including desire, function, per-
formativity, symbolism, tradition, language, taste, look, form of
address and meaning, as well as the use of craft to hold a mirror
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up to society. There are two main directions within craft re-
search; in one the personal artistic practice forms the starting point
for the investigation, while in the other the craft is used as a method
or platform for examinations of societal norms and values. Artistic
research in craft is currently based primarily at the School of
Design and Crafts (HDK) in Gothenburg and at Konstfack in
Stockholm. Practice-based research in craft is conducted mainly
at the University of Gothenburg’s Craftsmanship Laboratory at
the Department of Conservation, where the procedures of the
craft are studied through the working processes.

Visual communication relates to the ability to create, develop
and organise communication through visual elements and en-
compasses a host of different visual and design practices, such
as graphic design, illustration and visual narrative, animation,
advertising, photography and film. The subject has tended to be
seen as a sideshoot of fine art and above all (graphic) design. Visual
communication often aims at broad dissemination and draws
on printed art and technological development, not least through
the digitalisation of the past half century, where visual media are
now part of people’s everyday lives at every level of society.

Artistic research in visual communication may deal with
processes and methods for creation, normative thinking, re-
presentation, visual vocabulary, functions, symbols, images,
mediated effects and contextualised values. Notable questions
include what is made visible, or invisible, to whom in specific
contexts. The research may also focus on deconstructing,
revealing or investigating aesthetics, representation, signs,
symbols, taste, class, gender and visual surfaces as systems for
communication or other social phenomena from both a his-
torical and a contemporary perspective or discursive positions.
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Artistic research in visual communication remains undeve-
loped as a separate discipline in Sweden, but it exists within
design and artistically interdisciplinary environments such as
K3 at Malmé University. Research into visual communication
has long been conducted on an academic basis, for example
at the Stockholm School of Economics, the Department of
Media Studies at Stockholm University and Linnaeus University.
The field of visual communication also intersects with other
academic fields, such as visual culture, semiotics, psychology,
literature and postcolonial studies.

Strengths and weaknesses

The design field is strongly linked on the one hand to art, craft
and technology, and on the other to product and production
development and management. There is also a closeness to
architecture and to cultural and social sciences, through an
interest in public spaces, cultural heritage, participation and
accessibility, the innovative, interactive and changing possibili-
ties of design processes and questions concerning participation,
communication and visual culture. This allows for involvement
in large-scale multidisciplinary projects in many different con-
texts, and may contribute to more long-term research funding.
The theoretical and methodological diversity of the design field
is a major strength in this regard.

Sweden and the Nordic region have a strong tradition of
developing methodologies and perspectives for different forms
of user-centred design - such as participation in design processes,
participatory design (PD). In recent years interaction design,
which includes a focus on game design, has also developed as
a field in which Sweden and the Nordic region hold a strong
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international position. Thematically driven design research,
such as child culture design, with an emphasis on public
spaces or contexts such as personal care, and design as a driver
of development work, including design for all and design for
sustainable development, are also areas in which Swedish
design research plays a prominent role.

There is a certain lack of clarity over what basic research in
the design field involves. The close associations with product
development and innovation also create difficulties in promo-
ting a basic research perspective. Design research has a fairly
weak profile as artistic research and is a good example of an area
where the distinction between research on an artistic and on
an academic basis is problematic. There is a real risk that design
research focused more on basic research may fall between two
stools.

Craft is a growing field of knowledge, with questions pertain-
ing toseveral disciplines, which provides excellent opportunities
for interdisciplinary research, for example in dialogue with
fine art. The research environments, however, remain quite
small and could do with a greater degree of coordination and
profile raising. The Institute of Making at University College
London sets an excellent example in this respect.

Visual communication is another area that is relatively poor-
ly represented within Swedish artistic research, although it
constitutes an established artistic research field internationally.

Trends, development tendencies
and development potential

Within the field of design research, there is a long list of esta-
blished international conferences, such as the Design Research
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Society, which Ume8 University hosted in 2014, as well as
several Nordic conferences, including Nordes and NordiCHI.
Swedish researchers are very well represented at many of these
conferences. There are also a number of well established jour-
nals in the field, with Design Studies (published by Elsevier)
and Design Issues (published by MIT Press) as prime examples.
A plethora of more specialised journals have also become avail-
able toresearchers in various fields, from already well established
journals such as ACM Transactions on Computer-Human
Interaction (published by ACM) to more recent titles such as
Fashion Practice (published by Berg). Access to channels for
publication of research results is generally good in this field.

Ethnography and behavioural science methodologies have
had a major impact on research in the design field and a key
challenge is to continue developing the field’s “own” theories as
the basis for more focused practice-based design research.

To a certain extent, practice-based design research has
the nature of applied research, with its focus on developing
methods, techniques and new design programs. The channels
for application can be found primarily in the collaboration
between academia, business and culture on various research
and development projects, and in the training of new genera-
tions of designers. Due to its methodological pluralism and its
position between different academic fields, design research,
like architectural research, sometimes finds it difficult to assert
itself in established assessment systems for funding. Compared
with other artistic subjects, however, there are more grant
options and there is a relatively high level of interest in collabo-
ration on the part of practitioners.

There is a clear challenge in broadly developing design
research with a focus on “shaping” in a more fundamental
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sense. This is a clear example of what basic artistic research
can do - developing and deepening the foundations for artistic
work.

With its interest in creativity and materiality, the varied
themes of craft are gaining increasing relevance in many
different areas, such as art, design, architecture and research
concerning sustainability, small-scale economies, material de-
velopment, recycling, ethnology, anthropology, history of ideas
and research under the conceptual heading of material cultures.

Artistic, practice-based research in visual communication
remains weak, but the field is growing fast internationally
and there is good potential for it to take on broad importance
within research. As an example, the public social debate shows
a lack of expert discussion on visual communication, due in
part, perhaps, to the lack of artistic research in the field. Since
the field’s manifestations are capable of having deep and real
effects on both individuals and large groups (mass communi-
cation, propaganda), the research can be expected to continue
expanding strongly in the future and may, as norm-critical
artistic research, displace normative practices. The need for
robust artistic research in visual communication is thus par-
ticularly marked; grants for setting up networks, investment
in guest professorships and internationalisation are needed, as
in many artistic fields, as a means of creating critical mass and
suitably professional research environments.

The status of the subject in Sweden
and internationally

Swedish design research is strong in international terms. A
combination of “classic” fields and strong development in new
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fields provides a broad research base and there is an extensive
international network of contacts.

Practice-based design research is a well established field of
research in Sweden and currently has a place at the majority
of the country’s academic institutions, with the research also
being very well represented at the major international con-
ferences. Design research — in the form of critical design - has
also made advances in contributing to a critical public discourse
on the development and application of new technology. As
experimental research, practice-based design research has also
made an impact on the development of research methodology
and the development of new ways to present research results.

The field of craft has received a boost in Sweden and inter-
nationally over the past decade. In Norway, craft research has
been developed within the Norwegian Artistic Research Pro-
gramme, with several international research fellows in Bergen
and Oslo. The field of research is strong in the UK, with a number
of environments establishing infrastructure, driven in no short
measure by publications such as the Journal of Modern Craft.

Visual communication in Sweden has long involved exten-
sive international exchange, particularly within the Nordic
region and Europe, but also to a certain extent with North
America, Asia and other parts of the world. In a globalised
culture where visual communication plays a crucial role in the
way we perceive the world and ourselves, transnational research
collaborations are gaining in importance.

Specific need for research infrastructure

The development of design methodologies in many cases
requires a long series of experiments, evaluations and rounds
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of theoretical scrutiny. Quite large block grants are needed to
ensure that such research does not become fragmentary. The
issue is, to some extent, about infrastructure, since stable
arenas are necessary for design experimentation.

There is also a particular need to coordinate and promote
artistic research in craft, preferably from an interdisciplinary
perspective, in order to increase collaboration and develop the
subject’s full potential. This is largely about strengthening the
infrastructure in the form of postdoc opportunities, developing
institutional collaborations with universities and other institu-
tions, and improving the institutionalisation of the research.

Through the 1990s and 2000s, the fields of both design and
visual arts have succeeded in securing their positions as esta-
blished artistic fields of research in Sweden. There is a parti-
cular need for greater resources to promote artistic research
in visual communication, for example by boosting subject-
specific research supervisors, national and international
research networks and networks for peer review, publication
channels and publication opportunities.

Description of research in the field

Film is, to some degree, a rather limiting term and so the broader
term moving images is often employed nowadays. Film and
moving images also includes fine art photography (photo-
graphic art) and screenwriting. Film, moving images and pho-
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tographic art are often included in visual arts, fine art and
design (see also Design, Visual communication), as well as
having important interfaces with literature - for example
concerning screenwriting and questions of narrativity — and
with music, architecture and design. Film and moving images
currently constitutes the smallest subject in artistic research, in
terms of volume, although filmic elements are included in most
artistic research projects with a visual focus, and the subject
has great potential, not least through its many interfaces with
other subjects and fields of research.

Photography has a subject history all of its own, born out of
its documentary ability, developments in technology and mass
media and its shifting sociocultural significance within acade-
mic research, journalism, art, cultural life and society. Photo-
graphy therefore constitutes a separate subject that partially
crosses into several other areas of research.

Moving images and audiovisual media now dominate people’s
way of gathering information and they are the strongest cultural
socialising factors of our time. In a wider sense, film and moving
images have a place in most fields of research that involve wor-
king actively with visual documentation, method development
on a visual basis (digital simulation, modelling, or interactivity)
or with dissemination using moving images. There are oppor-
tunities for interdisciplinary collaboration for photography,
film and moving images, not only with visual arts and design,
but also with areas such as architecture, dramatic art and music,
psychology, law, journalism and media, sociology, archaeology,
technology, anthropology, cultural heritage, educational sciences,
medicine and technology and, not least, all the mediatising
forms for research results that are such an important part of the
research community and of popular science today.
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Research into film, moving images and photography has long ex-
isted within film studies, cultural studies and other subjects or
themes in the humanities, social sciences and technology, but
only a few artistic research projects have so far been completed
by active filmmakers. The investigations include reflections on
and systematisation of personal artistic processes, but above
all questions concerning the multimodal language, audiovisual
narrative and dramaturgical models of the moving image, and
film art in society. It is remarkably common to see collaborations
with social scientists, film academics, intellectual historians, jour-
nalists, curators and researchers in closely related artistic fields.

Artistic research projects focus, not least, on the problems
of documentary films and photographic art, such as actively
working, in artistic terms, on the analysis of moving images in
relation to questions of rights and fairness, public space, filmic
representation and issues concerning artistic professionalism
and amateurism. Current research themes also tackle relation-
ships between art cinema, artistic films and films for entertain-
ment. Examples of projects funded by the Swedish Research
Council include: Cine-scape: Intermediary Urbanism and the
Filmic Imagination (2008); Cinésense — Development of Interactive
Film (2008); Retrographics: a Dialogue with History in an Arctic
Landscape (2012); Trust and the Development of Dialogue (2013);
Sami and Swedes: a Documentary Film about Boundary-crossers in
the Early 20th Century (2011); The Evolutionary Periphery. Archi-
tectonic Visualisation of Affordance in Urban Peripheries (2013);
Reconfigurations of Identity in a Deterritorialised Setting: Visual
Presentation of “Tamilness” in Diasporic Websites and in London
(2014); Microstories: The Video Essay as an Art Form (until year-
end 2015); Queer Moving Images: Their Fragility and the Fleeting
Nature of their Existence (until year-end 2015).
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Strengths and weaknesses

The strength of artistic research in the field of film lies in its
broad, critical focus, its artistic integrity and the filmic com-
petence of the active artistic researchers when it comes to all
forms of moving image. This includes being able to critically
review one’sown traditions. Integrating the research with higher
film education is also a key strength. The weaknesses lie in the
fact that the methodological and theoretical tools are as yet
not developed enough in order to support artistic research in
tackling and processing the complexity of moving images as a
dominant cultural factor in contemporary life.

Trends, development tendencies
and development potential

Contemporary film has developed a broad, critical focus, not least
in Sweden. The main Swedish trend for artistic research in film
lies in the desire to comprehend, critically examine and artist-
ically reinterpret the use of moving images in contemporary life,
and thus also to make a long-term contribution to developing
film art. Several research projects taking this approach have
already begun, and there is great potential here, but if research
on artistic grounds is to gain the same significance, further
investment is needed along with substantial strategic work.

The status of the subject in Sweden
and internationally

The indirect results of artistic research in the field of film
must be considered significant, nationally and internatio-
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nally. The interaction that is constantly pursued between
lecturers, researchers and students at Master’s level in film
directing and cinematography has impacted on several inter-
nationally renowned film productions in recent years. As a
result of academic research, artistic research in the field of
film has, however, not achieved the same level of self-evident
authority.

Specific need for research infrastructure

Over the long term, there is a need for a substantial strengthe-
ning of the field, probably with the establishment of a national
research school for film art, which can guarantee national and
international mobility, and which is broadly rooted in the whole
visual field, maintaining close contact with media studies, in
dialogue with the high artistic and critical level that has been
achieved within film, film directing and film curating, for
example at the Valand Academy, part of the University of
Gothenburg.

LITERARY COMPOSITION

Description of research in the field

Literature as a field of artistic research and education is often
referred to as Literary composition and covers a host of literary
forms, such as poetry and literary prose, essayism, drama and
so one. It is a small but growing subject area within artistic
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research, with a broad focus on literary composition, literary
work, questions of literary translation and narrativity. There
are also important interdisciplinary interfaces with areas such
as fine art, interaction design, media, visual communication,
film and moving images (for example concerning scripts),
architecture and music. The subject includes research on and
through literary work, in light of the changing role of the
author, literature, languages and the media.

The methods are often based on a creative development
of the subject’s traditional methods and may, for example,
address text conversations or literature as an act of reading.
Researchers tend to work actively and experimentally on
developing well established mixed literary forms, such as
essays and poetry, and through investigations that in them-
selves constitute literary development work. Within acade-
mic education too, literary composition has always considered
itself to be an experimental subject, with considerable space
given to theory and criticism. The field has distinguished
itself, not least, in its way of shaping good seminar practices.
Artistic research in the field of literature has thus developed
in parallel with the emergence of university-based writing
courses and is involved in investigations that relate closely
to the prose of literary fiction. This often takes the form of
self-reflection or is based on personal writing practices, the
relationship between poetry and reflexive academic writing,
text conversations and poetry as an act of reading. The author’s
reflection on his or her own writing has constituted a literary
genre in itself that has switched between literary and dis-
cursive writing, but has also consciously sought to integrate
the practices.
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Strengths and weaknesses

Literary artistic research maintains high quality, and also has
considerable academic qualities in a conventional human sci-
ence sense. The fact that literary composition already has a
written language that it shares with literature, poetry, essay-
ism, literary history and literary criticism is an advantage that
brings freedom to the subject. One weakness in the current
situation may, however, be that the subject finds itself in an
ambivalent relationship with the multidisciplinary and the
intermedial. There is no doubt considerable potential in inter-
disciplinary collaborations. However, the subject-specific focus
on textual and literary quality, where the excellence and lite-
rary significance of the subject rests, often forms an obstacle to
research collaboration with fields in which the understanding
of literature’s distinctive features is weaker. Literature can
be said to be part of contemporary art; at the same time, if it
is to gain in quality and significance, its practice and artistic
research requires deep and also historical insights, as well as a
sensitivity and linguistic awareness, which creates a distance
between the literary composition and other contemporary
forms of conceptual practice.

Trends, development tendencies
and development potential

Literary artistic research has an important, clear and indepen-
dent role to play in the development of literature as an art form.
Through interaction with literary studies, courses in literary
composition, other artistic research and the development of
intermediality, metareflection and interdisciplinary art forms,
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the subject could take on a theoretically and methodologically
very interesting significance within the research community.
Key trends here indicate a focus on the act of reading, the text
conversation, and on other art forms, media and sciences, such
as anthropology.

The status of the subject in Sweden
and internationally

Literary composition as a subject and as a focus of research is
rooted primarily in the Nordic languages. Swedish theses and
research reports are disseminated mainly in the Nordic region.
These ties with the Swedish language mean that internationa-
lisation is relatively weak. However, the themes of the research
are also being developed through international contacts, and
questions concerning translation in particular are often pur-
sued in collaboration with international research.

Specific need for research infrastructure

The good integration of the subject in the literary fields means
that much of what is produced in the research into literary
composition is published through established book publishers.
As the subject grows, and research within the subject is
established in Norway, infrastructure in the form of a research
journal, with Nordic roots, will be needed soon or later, as a
place where methodological problems can be discussed and
theses and research projects can be reviewed, as well as a forum
where it is possible to reflect on developments as they relate to
literary composition as a pedagogical subject.:k

ARTISTIC RESEARCH - A SUBJECT OVERVIEW
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VETENSHAR/RADETS FEMTE SYMPO/IUM
OM HONSTNARLIG FORSHRNING

Rapport av Torbjorn Lind

Den 27-28 november 2014 holl Vetenskapsradets kommitté for konstnarlig forskning sitt femte symposium pa Textiihdgskolan i Boras
(Hogskolan i Boras). Cirka 60 deltagare, huvudsakligen representanter frén de konstnarliga hdgskolorna, hade samlats i denna textilstad
med gamla anor och med den levande och kreativa Textilhdgskolan, som tillsammans med universiteten | Goteborg och Lund an sa
lange ar de enda larosatena i landet som har examensratt for konstnarlig doktorsexamen.

Rektorn for Hogskolan i Borés, Bjorn Brorstrom, hilsade vil-
komna och betonade vikten av att férligga ett symposium om
konstnirlig forskning vid just Textilhogskolan i Bords. Han
hoppades pé att symposiet skulle leda till nya kontakter och
stirka de band inom forskningen, bade konstnirliga och veten-
skapliga, som &r en férutsittning for en fortsatt bra utveckling
pa omradet.

Symposiets moderator Catharina Dyrssen, ordfdrande i Ve-
tenskapsradets kommitté for konstnirlig forskning, tog déref-
ter dver och knét an till mangfalden och de nya kombinationer
och angreppssitt som i dag karaktiriserar den konstnirliga
forskningen. Nagot som gor den intressant inte bara fran ett
inom-konstnirligt perspektiv utan ocksa frén ett mer allmint
epistemologiskt perspektiv. Detta rimmar ocksé bra med titeln
pa och temat f6r rets symposium: Frdn konstndrlig hégskola till
universitet.

Féljande fragor var i forvig tinkta att behandlas under sym-
posiet:

* Hur hanterar man de konstnirliga hégskolornas omvandling
frén rena utbildningsinstitutioner till kompletta universi-
tetsmiljder, med bade utbildning och forskning?

* Vad sker efter forskarutbildningen?

* Hur bygger man en forskningsmiljo och pa vilka sitt kan
forskningen integreras med grundutbildningen?

Artistic Research and its Institutions/
Konstnarlig forskning som institutionell praktik

Huvudtalare 1: anférande av Esa Kirkkopelto, professor vid Teater-
hégskolan (inom Konstuniversitetet) i Helsingfors, Finland

Foéreldsningen som hade en péataglig filosofisk utgéngspunkt
berorde fragor som att "en konstnir fordndrar sitt konstnirliga
medium till ett medium fér forskning”. Det handlar om en "fér-
indring”. Till skillnad fran ett konstverk méste det konstnirliga
forskningsprojektet forklara sin existens. Ytterligare begrepp
som togs upp var “innovation”, "uppfinning” och "institution”.
Institutionalisering: "Den konstnirliga forskningen genomférs
inte bara i institutioner, utan bor dven utféras pa dem.”.
Huvuddelen av de fragor som togs upp under anférandet berérs
ingdende i Esa Kirkkopeltos artikel, med samma titel, i kapitel 3.

Parallella workshops/presentationer (dokumenteras
hér utifran i forvag inlamnade abstracts)

1 RESEARCH AND EDUCATION | — ATT BYGGA UTBILDNINGAR
OCH FORSKNINGSMILJOER
Presentatorer: Henrik Frisk, Musikhogskolan i Malmo (Lunds
universitet) och Fredrik Graver, The Norwegian Film School,
Lillehammer University College
Moderator: Jan Kaila, vetenskaplig radgivare KF, Vetenskapsridet
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Att bygga ett rorligt konstnarligt forskningsfalt (Henrik Frisk):
Efter ndgra decennier med konstnirlig forskning i Sverige
har vi kommit 18ngt. Manga avhandlingar och seniora pro-
jekt, ett flode inom flera filt som #r fordelat pA manga oli-
ka dmnen och teman. Floran av metoder som aberopas blir
stérre och teoriutvecklingen gér 1dangsamt framat. Men min
uppfattning ir att det finns ett omrade dir vi fortfarande har
langt kvar: forskningsprojekten relaterar inte till varandra i
tillrackligt hog utstrackning. Resultatet blir en samling iso-
lerade kunskapsoar utan broar, vilket far till f6ljd att vi inte
bygger en dynamisk forskningsidentitet.

Konstnirlig forskning definieras ofta utifran individuellt
orienterade frigestillningar. Men jag vill héivda att detta
inte ar del av problemet. Det finns inte ndgon motsittning
mellan starkt individualistiskt orienterade forskningspro-
jekt och en bred férankring i tidigare forskning. Jag vill
ocksd hivda att vi inte kan bygga ett fungerande forsk-
ningsomréde utan att de enskilda projekten bygger pa en
bred kinnedom om filtet och att denna tydligt redovisas i
arbetet.

Att 6verleva Bologna: En fallstudie om Den norske filmsko-
lens erfarenheter av att ha anpassat en konstutbildning till
EQF (European Qualifications Frameworks) och vice versa
(Fredrik Graver)

Ar 1997 tillkom den norska filmskolan som en avdelning
inom hogskolan i Lillehammer. Sedan dess har skolan exa-
minerat 300 filmare och stirkt sin position som det enda
konstnirliga programmet inom en akademisk institution i
Norge.
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I kélvattnet frdn Bolognaprocessen har man byggt upp ut-
bildningen och 201 blev NFS den férsta konstnirliga in-
stitutionen i Norge att utveckla ett Master of Fine Arts
programme. Genom att anvinda EQF guidelines har man
undvikit att hemfalla &t traditionella akademiska normer
och férvintningar och i stillet byggt en utbildning utifran
mer konstnirliga férutsittningar. (Fredrik Graver beskrev i
sitt anférande, mer i detalj, hur man har gatt till viga for att
bygga utbildningen).

METHOD/PRACTICE/THEORY 1 — NEW METHODS, NEW
PRACTICE

Presentatorer: Carola Wingren, Sveriges lantbruksuniversitet
Anna Laine, Stockholms universitet och Etnografiska museet
Moderator: John Sundholm, ledamot KF-kommittén

To design the uncertain — sea level rise communicated
through choreography/ Att gestalta det okéanda — havsniva-
héjningen kommunicerad genom koreografi

(Carola Wingren)

Nir klimatférindringarna gor forutsittningarna fér plane-
ring och design osikra finns det ett behov av nya kommuni-
kativa metoder. En sddan mojlighet som jag har utforskat ar
koreografin. For att forstd vilket hot havsnivéh&jningen utgér
och vilka méjligheter som finns till framtida férandringar
har studenter i landskapsarkitektur anvint sig av landskapet
vid Hoganis fér att skapa sina egna narrativ om den hotande
framtiden. I stillet for att utforma den framtida kustlinjen
med sina pennor har studenterna upptritt pa plats med sina
kroppar.
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Det offentliga framférandet i mars 2014, och den efterfél-
jande debatten, visade pd méjligheten att anvinda konst
och koreografi som ett tvirvetenskapligt verktyg, bade fér
att kommunicera i svdra sammanhang inom landskapspla-
nering och for att bittre férstd och utforma komplexa land-
skapsprocesser. Projektet finansieras av Myndigheten fér
samhillsskydd och beredskap (MSB) och framférs i samar-
bete med koreografen Rionach Ni-Neill. (Projektet har fil-
mats och fotograferats och férberedelserna, framférandet
och diskussionerna belystes av Carola Wingren under pre-
sentationen).

Locating Artistic Practice in the British Tamil Diaspora/
Spara den konstnérliga praktiken I den brittiska diasporan
(Anna Laine)

I det hir foredraget presenterar jag ett postdoktoralt pro-
jekt som underséker vardagslivet i den brittiska tamilska
diasporan (diaspora = olika etniska gruppers bosittning
utomlands). Syftet med projektet (med pagéende stéd fran
Vetenskapsradet) ér att forbéttra forstelsen av den diaspo-
riska tillvaro diar manniskorna maste ldra sig att dterknyta
till fragmentariska minnen, bortglomda fardigheter, férlo-
rade objekt och férvirrade kénslor, att begripliggéra kdnslan
av att befinna sig mellan det som ldmnades kvar och det som
kan bli framtiden.

I den tamilska diasporan utgérs majoriteten av flyktingar
som flydde frn Sri Lanka under inboérdeskriget av fruktan
for sina liv. Projektet fokuserar pd konstnirerna inom di-
asporan och pd hur de genom sin konstnirliga verksamhet
utforskar sina multipla tillhorigheter. Projektet haller for
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nirvarande pa att transformeras till produktiva uttryck, och
jag diskuterar hir de méjliga former och media som ir re-
levanta for olika aspekter av dessa resultat. De presenterade
valen baseras p& bade antropologisk och konstnirlig praxis,
och fokuserar pé olika sitt att frammana och beteckna dessa
erfarenheter.

RESEARCH AND EUDUCATION Il - KONSTNARLIGT UTOVAN-
DE OCH PEDAGOGIK

Presentator: Niklas Hald, doktorand, Stockholms konstndirliga
hégskola

Moderator: Lars Hallnis, ledamot i KF-kommittén

Skadespelaren i barnteatern — utmaningar fér oss som
spelar teater for barn och unga (Niklas Hald)

Nir jag som sk&despelare spelar teater i en skola har jag att
forhalla mig till en dldersspecifik publik som inte sjilva har
valt att se den forestillning som jag har att presentera, i en
milj6é som inte &r tinkt f6r teater, samtidigt som omvirldens
pedagogiska forvintningar ar stindigt nirvarande.

Spelar jag fér smabarn kommer jag att mota barn som kan-
ske aldrig har varit pa teater férut och dir viljan att hjilpa
skédespelarna ofta tar sig verbala och fysiska uttryck (fran
publikens sida). Mitt i allt detta stér jag med mina skadespe-
larmissiga ambitioner och héga krav pé konstnirlig kvalitet.
Hur balanserar jag allt detta? Mitt (snart avslutade) avhand-
lingsarbete kretsar kring den livsvirld som professionell
barnteater utgér och utgar fran frigestillningen: Vilka ir de
utmaningar vi som spelar teater fér barn och ungdomar stills
infér och hur forhéller vi oss till dem?



206 - BILAGA

4 METHOD/PRACTICE/THEORY Il- PERFORMANCE AND VOICE
Presentatorer: Sara Wilén, doktorand, Musikhigskolan i Malmi
(Lunds universitet), Elisabeth Belgrano, Konstndrliga fakulte-
ten, Goteborgs universitet
Moderator: Asa Unander-Scharin, ledamot KF-kommittén

Singing in action - to research the processes of vocal im-
provisation/ Aktivt sjungande - att utforska den vokala im-
provisationens processer (Sara Wilén)

I den hir presentationen fokuserar jag pa min forskning om
improvisationens kreativa samarbetsprocesser i mitt eget
arbete som sdngare i tva frilansensembler: Impromans och
Operaimprovisatérerna. Syftet med forskningsprojektet
ir att understka, problematisera och kommunicera fram-
férandets olika aspekter och det samspel som ingar i den
vokala improvisationen, sett ur mitt perspektiv som klassisk
sangare och improvisator. Syftet dr vidare att problemati-
sera den klassiska sdngarens yrkesroll. (Sara Willén belyste
i presentationen, delvis med sing, hur de konstnirliga re-
sultaten paverkas av att den teoretiska och metodologiska
forskningen).

Mattering through Vocal Lamentation — Building and Arti-
culating through Sensuous Knowledge/ Gestaltning genom
vocal klagosang — Att skapa och artikulera genom sinnlig
kunskap (Elisabeth Belgrano)

Hir genomférs en undersdkning av smirta och lidande ge-
nom vokal ornamentering med utgdngspunkt frdn en musi-
kalisk komposition ur den franska 1600-talsgenren "Lecon
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de Ténébres” (Lektioner i mérkrets skugga) med texter frén
Klagovisorna.

Syftet dr att visa hur vokal ornamentering kan anvindas
som en modell fér att artikulera sinnlig kunskap genom
konstnirlig forskning. En samtida kontext av narrativ och
ljud fran Jerusalem (augusti 2014) erbjuder sdngaren olika
alternativ for att undersoka konceptet Je-ne-sais-quoi (Jag-
vet-inte-vad) - en term som specifikt utvecklades inom en
tidig modern diskurs kring det sublimas kraft i den intensiva
direkta personliga upplevelsen och de problem kring kun-
skap och uttryck som dessa upplevelser ger upphov till.

RESEARCH AND EDUCATION Il = ARTISTIC RESEARCH IN
THE CONSERVATOIRE

Presentatorer: Karin Johansson, forskningschef, Francisca
Skoogh, doktorand och Sara Wilén, doktorand, Musikhigsko-
lan Malmé (Lunds universitet)

Moderator: Hans Hellsten, ledamot i KF-kommittén

Third Cycle artistic research in the conservatoire: promo-
ting critical creativity and discipline/ Konstnérlig forskning
pa den "tredje cykelns” niva vid Musikhégskolan (Malmo):
att framja kreativitet och disciplinar utveckling

Den hir presentationen tar upp den konstnérliga forskning-
ens transformativa mojligheter i relation till de forsta, an-
dra och tredje utbildningscyklerna vid musikhégskolorna.
Forskningen visar att studenterna upplever en spinning
mellan tradition och konstnirlig fornyelse i dessa samman-
hang. Erfarenheterna efter ett decennium med konstnirlig
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forskning pa den "tredje cykelns nivd” vid Musikhégskolan
i Malmé visar pa s&vil dess positiva effekter pd doktorandut-
bildningen som pé de utmaningar som tvingar ut systemet ur
dess "komfortzon”. (De tvd medverkande doktoranderna (det
skulle ha varit tre) gav exempel p3 tva fallstudier - sdng och
piano — som fokuserar pa centrala frigor inom den visteuro-
peiska konstmusiken).

Den 28 November

Performing in the face of the academy: Challenges
for a creative practitioner within university/ Att vara
utévande konstnar trots akademin: utmaningar for
en kreativ utévare inom universitet

Huvudtalare 2: anférande av Franziska Schroeder, musiker och
forskare, Queens University, Belfast, UK

Féreldsningen berdrde fragor kring konsten och den kreativa
praktiken och hur den paverkar den akademiska forskning-
en. Det finns fortfarande oklarheter och férdomar kring den
konstnirliga forskningens férutsittningar med utgédngspunkt
frén Schroeders erfarenhet frén ett brittisk universitet. Hon
berdrde ocksé fragor kring terminologi i sammanhanget och
hon anvinder sjilv begreppet praktikforskning.

Hon berérde ocksd begrepp som "integritet, drlighet och au-
tencitet”.

Kapitel 2 dr en artikel av Franziska Shroeder med samma titel
som féreldsningen och som kan ses nirmast som en kort intro-
duktion till féreldsningen.
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Parallella workshops/presentationer

6 CULINARY ARTS
Presentatorer: Cheryl Akner Koler, Konstfack, Annika
Géran Rodell, Orebro universitet och Erika Lagerbielke,
Linnéuniversitetet
Moderatorer: Hans Hellsten och John Sundholm, ledaméter i
KF-kommittén

Syftet med projektet har varit att stirka den estetiska reflek-
tionen kring den praktikbaserade kunskapen inom omra-
det kulinarisk konst och hotell- och restaurangverksamhet.
Genom att dverféra teori, terminologi, procedurer, metoder
och modeller frén de traditionella estetiska disciplinerna kan
man artikulera och teoretisera den praktikbaserade kunska-
pen pa nya sitt.

Den genomférda fallstudien handlade om att skapa en kurs
vid Campus Grythyttan (Orebro universitet) f6r utbildning av
professionella kulinariska konstnirer och hotellpersonal i es-
tetisk gestaltning. Resultaten visade att férstadrsstudenterna
kunde arbeta med komplexa estetiska gestaltningsprocesser
tack vare en mycket tydlig kursstruktur, en gemensam estetisk
terminologi, laborationer som syftade till att visa pa tillimp-
ningens principer, liksom terminologi och en performativ un-
dersokningsmetod, kombinerad med en skriftlig rapport.

Estetiska kompositionsbegrepp (Annika Géran Rodell och
Lars Eriksson)

Med utgéngspunkt i Cheryl Akner Kolers avhandling Form
and formlessness (2007) har Restaurang- och hotellhégskolan
vid Orebro universitet utvecklat en begreppsapparat, este-
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tiska kompositionsbegrepp, som majliggér beskrivningar av
maltids- och virdskapshindelser. Modellen har dven anvints
for vardpersonal som har arbetat med maltider inom Zldre-
omsorgen.

HAPTICA. En tvarvetenskaplig studie av den roll som hap-
tiken spelar i den estetiska gestaltningsprocessen (Cheryl
Akner Koler)

HAPTICA-projektet stdder kulinariska konstnirer, till ex-
empel sommelierer, kockar eventformgivare, hotell- och
restaurangpersonal i arbetet med att utveckla sina estetiska
discipliner och sin yrkesskicklighet genom haptiska studier
(haptik = laran om effekten av berdring och kroppsrérelser).
Laborationer halls med de olika yrkesutévarna fér att visa
hur haptiken paverkar det vardagliga yrkesutdvandet. For-
utom estetiska laborationer anvinds medianavigering, stu-
dioutstillningar och event. Mélet ir att utveckla disciplinen
Kulinarisk konst och maltidsvetenskap.

Maltidens teater — &mneséverskridande konstnarlig forsk-
ning (Erika Lagerbielke)

Maéltiden #r en social spelplats dir vi kommunicerar vilka vi
ar och vilka vi skulle vilja vara — méltidens teater. Genom att
bittre forstd utvecklingen av det som verkar vara litet och
privat, méltiden, 6kar méjligheten att forstd utvecklingen av
det stora, samhillets utveckling. Utvecklingen av form och
funktion studeras och sitts in i ett komplext sammanhang.
Sociala parametrar som péverkar minniskans lust till ny de-
sign beaktas, liksom en omviktning av artefakternas virde.
Hur uppstér behov av ny design? Hur och varfér férandras
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virderingen av maltidens artefakter? Hur paverkas regional
industri? Vilken betydelse har paradigmskiftet mot det post-
industriella samhillet?

Det #r siledes ett dmnesdverskridande forskningsomrade.
Det bedrivs som konstnirlig forskning genom faktainsam-
ling, intuitiv kunskapsinhdmtning och analys, samt subjektiv
gestaltning.

METHOD/PRACTICE/THEORY Il - PRACTICE AND PROCESS
Presentatorer: Marten Medbo och Birgitta Nordstrom, dok-
torander, HDK, Gdteborgs universitet samt Rickard Lindqvist,
doktorand, Textilhogskolan Bords

Moderator: Lars Hallnis, ledamot i KF-kommittén

Lerbaserad spraklighet (Marten Medbo)

Under min tid som konsthantverkare och keramiker har
mitt filt fordndrats radikalt. Inte minst giller det de hogre
utbildningarna. Frén att ha varit en verksamhet som féljde
en egen kunskapsbildningsvig ir i dag utbildningarna fullt
ut akademiskt anpassade. Utvecklingen kan férstds i ljuset
av en generell tendens i samtiden. Teoretisk och textbaserad
kunskap ar favoriserad. Det dr det kvantifierbara som riknas.
Den praktiska kunskapen tenderar da att marginaliseras och
bli osynliggjord.

Eftersom min kunskap som konsthantverkare i stor ut-
strickning kan beskrivas som praktisk dr det en utveckling
som dr omdjlig att ignorera. I min forskning (avhandlingsar-
bete) férsoker jag att utifrdn mitt perspektiv kritiskt granska
den utvecklingen. Fér mig dr mitt sprakliga material — lera
- och min férmé&ga att artikulera mig i detta material det cen-
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trala. Som doktorand reflekterar jag i text 6ver den lerbase-
rade sprakligheten och i lera éver den textbaserade. Hur blir
lera till sprk och hur ser de samtida férutsittningarna for
den sprikligheten ut?

On the logic pattern cutting/ Ménsterkonstruktionens logik:
grundlaggande tillskarning och approximation av kroppen
(Rickard Lindqvist)

Dagens modedesigner lir sig att anvinda ett antal olika prin-
ciper fér ménsterkonstruktion. Men merparten av dessa sys-
tem baseras huvudsakligen pa en kvantifierad approximation
av kroppen. Som en f6ljd av detta dr kopplingen mellan de
befintliga modellerna fér monsterkonstruktion och kroppen
samt dess biomekaniska funktioner problematisk.

Det hir arbetet (en snart avslutad avhandling) utforskar
och féresldr alternativa modeller fér monsterkonstruktion
som, till skillnad fr&n de befintliga modellerna, tar sin ut-
gangspunkt frdn den faktiska variabla kroppen. I stillet fér
en statisk matris i form av en icke-rorlig kropp, baseras den
foreslagna modellen for tillskdrning av plagg pa en kvalitativ
approximering av kroppen, visualiserad med hjilp av balans-
linjer och viktiga biomekaniska punkter. Jag har utvecklat
modellen genom konkreta experiment genom att skira till
och drapera tyger pé levande modeller.

Filt som sprak (Birgitta Nordstrém)
Forestill er att vi skulle beritta historier om vara liv genom
att dela minnen av filtar.

Skulle n3gon beritta om det hemliga rummet skapat av
filtar draperade 6ver matsalsbordet? Den forsta filt jag tin-
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ker pé dr en skotskrutig picknickplid i bilens baksite. Under
arens lopp har bilen bytts ut flera gdnger men samma plad
foljer med.

Text och textil 4r djupt férenade. Vi dr vana vid textila
metaforer i spraket: vi tappar trdden och vi viver livsviven,
abstrakt och konkret.

I ritens rum - om métet mellan tyg och minniska, dr ett
konstnirligt forskningsprojekt dar filten prévas som sprak
nir en manniska dor. Jag vill diskutera tankar kring rit, gest,
mening och vixande. En central friga lyder: kan en filt bli
ett taktilt sprak och siga ndgot som ord inte férmar gora vid
forlusten av ett nyfott barn? Min respons sker genom en
hantverksprocess i vdvstolen, produktion i samarbete med ett
textilféretag och genom att dela erfarenheter med forildrar
som har upplevt en férlust. Malet 4r att nd ut med filtar till
sjukhus runt om i landet.

En paneldiskussion med huvudtalarna Franziska Schroeder och
Esa Kirkkopelto samt Jan Kaila, vetenskaplig rddgivare i konst-
nirlig forskning vid Vetenskapsraddet, under ledning av Catha-
rina Dyrssen, fick avrunda symposiet.

Hur man hanterar de konstnirliga hdgskolornas omvandling
frén utbildningsinstitutioner till universitetsmiljéer med forsk-
ning berérdes dtminstone indirekt i flera presentationer under
symposiet. Och dirmed ocksd i ndgon mén hur man bygger en
forskningsmiljé samt integrerar utbildning och forskning.

Frigan vad som sker efter forskarutbildningen berérdes di-
remot inte nirmare. Det ir en komplicerad friga som troligen
kriver bdde utredning, analys och diskussion och som vi har
anledning att 8terkomma till senare i olika sammanhang. *
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THE SJUJEDIVH RESEARCH COUNCILS
FIFTH SYMPOSIUM
ON ARTI TIC RESERARCH

Report by Torbjorn Lind

On 27-28 November 2014, the Swedish Research Councils Committee for Artistic Research held its fifth symposium at the Swedish School
of Textiles in Boras (Boras University). Around 60 delegates, primarily representatives from the arts colleges and universities, gathered
in this textile town, with its long history and its vibrant and creative School of Textiles, which joins the universities in Gothenburg and Lund
as one of the few academic institutions in Sweden that is registered as an examiner for artistic research doctorates.

The Vice-Chancellor of Bors University Bjorn Brorstrom gave
the welcome address and stressed the significance of holding a
symposium on artistic research at the School of Textilesin Boras.
He hoped that the symposium would lead to new contacts and
strengthen ties in the research community, both artistic and
academic, as this is vital for continued progress in the field.
The symposium’s moderator Catharina Dyrssen, who chairs
the Swedish Research Council’'s Committee for Artistic Research,
then took over and drew attention to the diversity, new combi-
nations and approaches that now characterise artistic research
- something that makes it interesting not just from an intra-
artistic perspective, but also from a more general epistemological
perspective. This also chimes well with the title and theme of
this year’s symposium: From Arts College to University.
The following questions were chosen in advance for conside-
ration during the symposium:
* How do we handle the transition of the arts colleges from
purely educational establishments to complete university
environments, with both education and research?

* What happens after postgraduate education?
* How does one build a research environment and how can
research be integrated into undergraduate education?

Artistic Research and its Institutions

Keynote speaker 1: speech by Esa Kirkkopelto, professor at the
Finnish Theatre Academy within the University of the Arts Helsinki.

The lecture, which had an evident philosophical starting point,
addressed issues such as “an artist changing her artistic medium
to a medium for research”. It is about a “change”. In contrast to
an art work, the artistic research project has to explain its exis-
tence. Further concepts that were touched upon include “inno-
vation”, “invention” and “institution”. Institutionalisation:
“The artistic research is not only conducted in institutions, it
should also be conducted on them”.

Most of the questions that appeared in the speech are exami-
ned in depth in Esa Kirkkopelto’s article, with the same title,
in chapter 3.
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Parallel workshops/presentations (documented here
based on abstracts submitted in advance)

1 RESEARCH AND EDUCATION | - BUILDING COURSES AND
RESEARCH ENVIRONMENTS
Presented by: Henrik Frisk, Malmé Academy of Music (Lund
University) and Henrik Graver, The Norwegian Film School,
Lillehammer University College
Moderator: Jan Kaila, academic adviser to the Committee for
Artistic Research, Swedish Research Council

Building a Versatile Artistic Research Field (Henrik Frisk)
We have come a long way in Sweden, following a few de-
cades of artistic research. There have been numerous theses
and senior projects, a flood of them in various fields, and they
have been spread across many different subjects and themes.
There is a growing variety of methods being applied and
theory development is slowly progressing. However, I believe
there is one area where we still have a long way to go: the
research projects do not relate to each other to a sufficiently
high degree. The result is a collection of isolated islands of
knowledge without bridges, which prevents us from building
a dynamic research identity.

Artistic research is often defined based on individually
oriented questions. But I would suggest that this is not part
of the problem. There is no contradiction between strongly
individualistically oriented research projects and a broad an-
choring in previous research. I would also suggest that we
cannot build a successful research field without the indivi-
dual projects being based on a broad awareness of the field
and on this clearly manifesting itself in the work.
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Surviving Bologna: A case study of the Norwegian Film
School’s experiences in adapting an artistic education pro-
gramme to EQF (European Qualifications Frameworks) and
vice versa (Fredrik Graver)

1997 saw the creation of the Norwegian Film School as a de-
partment within Lillehammer University College. Since then,
the school has examined 300 filmmakers and strengthened
its position as the only artistic programme at an academic
institution in Norway.

In the wake of the Bologna Process, the education has under-
gone considerable development and in 2011 NFS became the
first artistic institution in Norway to create a Master of Fine
Arts programme. Using the EQF guidelines, the school has
avoided falling back on traditional academic norms and ex-
pectations, instead building a programme on a more artistic
basis. (Fredrik Graver used his talk to go into more detail
about the process of building up the educational programme).

METHOD/PRACTICE/THEORY 1 - NEW METHODS, NEW
PRACTICE

Presented by: Carola Wingren, Swedish University of Agricul-
tural Sciences

Anna Laine, Stockholm University/ Museum of Ethnography
Moderator: John Sundholm, member of the Committee for
Artistic Research

To design the uncertain — sea level rise communicated
through choreography (Carola Wingren)

As climate changes brings uncertainty to planning and
design, there is a need for new communicative methods.
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One such option that I have researched is choreography.
To understand the threat of rising sea levels and what pos-
sible changes may occur, students in landscape architecture
used the landscape of Hganis to create their own narratives
about the future threat. Instead of shaping the future coast-
line with their pens, the students performed on site using
their bodies.

The public performance in March 2014, and the ensuing
debate, showed the possibilities of using art/choreography
as a multidisciplinary tool both for communicating in diffi-
cult contexts and for better understanding and designing
complex landscape processes. The project has been funded
by the Swedish Civil Contingencies Agency and conducted
in collaboration with choreographer Rionach Ni-Neill. (The
project was filmed and photographed, and the preparations,
the performance and the discussions were outlined by Carola
Wingren during the presentation.)

Locating Artistic Practice in the British Tamil Diaspora
(Anna Laine)

In this talk, I present a postdoctoral project that investigates
the everyday life of the British Tamil diaspora (diaspora =
the settlement of a particular ethic group abroad). The aim
of the project (with ongoing support from the Swedish
Research Council) is to improve our understanding of the
diasporic existence, where people have to learn to reconnect
with fragmentary memories, forgotten skills, lost objects
and confused emotions, to negotiate the feeling of existing
between what was left behind and what may come in the
future.
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The majority of the Tamil diaspora are refugees who fled the
Sri Lankan civil war in fear for their lives. The project focuses
on the artists within the diaspora and on how, through their
artistic activities, they explore their multiple identities. The
project is currently being transformed into a productive
expression, and I am discussing the potential forms and
media that are relevant for various aspects of these results.
The presented choices are based on both anthropological and
artistic practice, and focus on different ways of conjuring up
and representing these experiences.

RESEARCH AND EDUCATION II = ARTISTIC PRACTICE AND
PEDAGOGY

Presented by: Niklas Hald, doctoral student, Stockholm Univer-
sity of the Arts

Moderator: Lars Hallnis, member of the Committee for Artistic
Research

The Actor in Children’s Theatre - challenges for performers
of theatre for children and young people (Niklas Hald)

As an actor, when [ perform theatre in a school, I have to
adapt to an age-specific audience that has not made its
own choice to see the performance that I am presenting,
in an environment that is not designed for theatre, and
where the wider educational expectations are a constant
presence.

If I am performing for young children, I will meet children
who may never have been to the theatre before, and
the desire to help the actors often takes on a verbal and
physical expression (on the part of the audience). I stand
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in the middle of this with my acting ambitions and drive for
high artistic quality. How do I balance all this? My (soon to be
completed) thesis relates to the lifeworld that professional
children’s theatre represents and starts with the question:
What are the challenges that those of us who perform theatre
for children and young people face and what is our reaction
to them?

METHOD/PRACTICE/THEORY Il — PERFORMANCE AND
VOICE

Presented by: Sara Wilén, doctoral student, Malmo Academy of
Music (Lund University), Elisabeth Belgrano, Faculty of Arts,
University of Gothenburg

Moderator: Asa Unander-Scharin, member of the Committee
for Artistic Research

Singing in action - to research the processes of vocal
improvisation (Sara Wilén)

In this presentation, I focus on my research into the creative
processes of improvisation in my own work as a singer in
two freelance ensembles — Impromans and Operaimprovisa-
torerna. The aim of the research project is to investigate,
problematise and communicate the different aspects of
the performance and the interaction that forms part of the
vocal improvisation, seen from my perspective as a classical
singer and improviser. The aim is also to problematise the
professional role of the classical singer. (In the presentation
Sara Willén showed, in part through song, how the artistic
results are influenced by the theoretical and methodological
research.)
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Mattering through Vocal Lamentation — Building and Arti-
culating through Sensuous Knowledge (Elisabeth Belgrano):
This project was an examination of pain and suffering
through vocal ornamentation, with a starting point in a
musical composition from the French 17th-century genre
“Lecons de Ténébres” (Lessons in the shadow of darkness)
with texts from the Book of Lamentations.

The aim is to show how vocal ornamentation can be used
as a model to articulate sensuous knowledge through artistic
research. A contemporary context of narrative and sound
from Jerusalem (August 2014) offers the singer various
options for investigating the concept of Je-ne-sais-quoi — a
term that was specifically developed within an early modern
discourse surrounding the power of the sublime in the
intensive direct personal experience, and the problems
associated with knowledge and expression that these expe-
riences create.

RESEARCH AND EDUCATION IIl — ARTISTIC RESEARCH IN
THE CONSERVATOIRE

Presented by: Karin Johansson, research manager, Francisca
Skoogh, doctoral student and Sara Wilén, doctoral student,
Malmo Academy of Music (Lund University)

Moderator: Hans Hellsten, member of the Committee for
Artistic Research

Third cycle artistic research in the conservatoire: promo-
ting critical creativity and discipline

This presentation looks at the transformative possibilities
of artistic research in relation to the first, second and third
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Parallel workshops/presentations
6 CULINARY ARTS

educational cycles at the music academies. The research

shows that the students experience a tension between tradi-
tion and artistic innovation in these contexts. Experiences
from a decade of artistic research at third cycle level at
Malmé Academy of Music show its positive impact on post-
graduate education and on the challenges that force the
system out of its “comfort zone”. (The two participating
doctoral students (there were going to be three) gave examples
of two case studies — song and piano — that focus on key
issues within Western European art music.)

28 November

Performing in the face of the academy: Challenges
for a creative practitioner within university

Keynote speaker 2: speech by Franziska Schroeder, musician
and researcher, Queen’s University, Belfast, UK

The lecture examined questions of art and the creative prac-
tice and how it influences academic research. There is still
obscurity and prejudice concerning the basis for the research,
as Schroeder shows in drawing on her experience from a British
university. She also touched on issues of terminology in this
context and she herself uses the concept of practice research.
She also mentioned concepts such as “integrity”, “honesty” and
“authenticity”.

Chapter 2 is an article by Franziska Schroeder with the same
title as her lecture, and can be seen as a brief introduction to
that lecture.

Presented by: Cheryl Akner Koler, Konstfack, Annika G6ran
Rodell, Orebro University and Erika Lagerbielke, Linnaeus
University

Moderators: Hans Hellsten and John Sundholm, members of
the Committee for Artistic Research

The aim of the project has been to strengthen the aesthetic
reflection surrounding practice-based knowledge in the area
of culinary arts and the hotel and restaurant business. By
transferring theory, terminology, procedures, methods and
models from the traditional aesthetic disciplines, it is pos-
sible to articulate and theoretise the practice-based know-
ledge in a new way.

The completed case study was about creating a course at
Campus Grythyttan (Orebro University) for the training
of professional culinary artists and hotel staff in aesthetic
composition. The results showed that the first-year students
were able to work on complex composition processes thanks
toavery clear course structure, ashared aesthetic terminology,
laboratory work aimed at showing the principles of applica-
tion, terminology and a performative investigatory method
combined with a written report.

Concepts of Aesthetic Composition (Annika Géran Rodell
and Lars Eriksson)

Based on Cheryl Akner Koler’s thesis “Form and formless-
ness” (2007), the Department of Hospitality, Culinary Arts
and Meal Science at Orebro University has developed a
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conceptual apparatus, Concepts of Aesthetic Composition,
which enables descriptions of meal and hospitality activities.
The model has also been used for care staff working on meals
in the elderly care sector.

HAPTICA. A multidisciplinary study of the role that haptics
play in the aesthetic composition process (Cheryl Akner
Koler)

The HAPTICA project supports culinary artists, such as
sommeliers, chefs, event designers, hotel and restaurant staff,
in developing their aesthetic disciplines and their profes-
sional skills through haptic studies (haptics = the science of
touch and body movements). Laboratory sessions are held
with the various professional practitioners to show how
haptics affect everyday professional practice. In addition to
aesthetic laboratory work, use is made of media navigation
and studio exhibitions/events. The goal is to develop the
discipline of culinary arts and meal science.

The Theatre of the Meal — Multidisciplinary Artistic
Research (Erika Lagerbielke)

The meal is a social stage on which we communicate who we
would like to be — The Theatre of the Meal. Better understand-
ing the development of what appears to be small and private,
the meal, increases the scope to understand the development
of wider society. Development of form and function is
studied and set in a complex context. Social parameters that
affect people’s desire for new design are taken into account,
as well as a reassessment of the artefacts’ value. How does the
need for new design arise? How and why does the value of the
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meal’s artefacts change? How is regional industry affected?
What is the significance of the paradigm shift towards the
post-industrial society?

It is thus an interdisciplinary research area, which is run
as artistic research through fact finding, intuitive knowledge
gathering and analysis, plus subjective composition.

METHOD/PRACTICE/THEORY Il - PRACTICE AND PROCESS
Presented by: Marten Medbo and Birgitta Nordstrom,
doctoral students, School of Design and Crafts, University of
Gothenburg and Rickard Lindqvist, doctoral student, Swedish
School of Textiles in Bords

Moderator: Lars Hallnis, member of the Committee for Artistic
Research

Clay-based Language (Marten Medbo)

During my time as a craftsman/ceramicist, my field has
changed radically. This is particularly true when it comes to
higher education. From having been an activity that followed
its own path of knowledge creation, the courses are now fully
academic in nature. This development can be seen in the
light of a more general contemporary trend. Theoretical and
text-based knowledge is favoured. It is the quantifiable that
counts. Practical knowledge thus tends to be marginalised
and rendered invisible.

Since my knowledge as a craftsman can largely be descri-
bed as practical, this development is something that cannot
be ignored. In my research (thesis work), I try to critically
examine this development from my own perspective. For me,
my linguistic material - clay — and my ability to articulate
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myself in this material are key. As a doctoral student, I
reflect in text on the clay-based and in clay on the text-
based language. How does clay become a language and what
is the contemporary basis for this linguistic notion?

On the Logic of Pattern Cutting (Rickard Lindqvist)

Today’s fashion designers learn to apply a number of diffe-
rent principles for pattern design. However, the majority of
these systems are based primarily on a quantified approxi-
mation of the body. As a consequence, the connection of
existing models for pattern construction to the dynamic
expression of the body or the biomechanic function of the
body is problematic.

This work (a soon to be completed thesis) explores and
proposes an alternative model for pattern cutting that,
unlike the existing models, takes as its point of origin the
actual, variable body. Instead of a static matrix of a non-
moving body, the proposed model for cutting garments is
based on a qualitative approximation of the body, visualised
through balance lines and key biomechanic points. I have
developed the model through concrete experiments by
cutting and draping fabrics on live models.

Blanket as Language (Birgitta Nordstrom)

Imagine if we could tell stories about our lives by sharing
memories of blankets. Would anyone talk about the secret
room created by blankets draped over the dining table? The
first blanket I think of is a tartan picnic blanket on the back
seat of the car. The car has been changed many times over the
years, but the same blanket has always been there.
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Text and textiles are deeply connected. We are familiar with
textile metaphors in the language: we lose the thread and we
weave the fabric of life, in abstract and concrete terms.

“In the Room of Rituals — on the Meeting between the
Fabric and the Person” is an artistic research project where
the blanket is examined as a language when a person dies.
I wish to discuss thoughts of ritual, gesture, meaning and
growth. One key question is: Can a blanket become a
tactile language and express something that words are un-
able to when it comes to the loss of a newborn child? My
response comes through a craft process at the loom, produc-
tion in collaboration with a textile company, and by sharing
experiences with parents who have known loss. The goal is to
reach out with blankets to hospitals across the country.

A panel debate with the keynote speakers Franziska Schroeder
and Esa Kirkkopelto, plus Jan Kaila, academic adviser on artis-
tic research at the Swedish Research Council, led by Catharina
Dyrssen, rounded off the symposium.

The question of how to manage the transformation of the arts
colleges from educational institutions to university environ-
ments that include research was tackled, at least indirectly, in
several presentations over the course of the symposium. And
thus, to some extent, so was the question of how to build a
research environment and integrate education and research.

On the other hand, the question of what happens after
postgraduate education was not examined in any detail. This
is a complex issue that no doubt requires both investigation/
analysis and discussion, and that we are bound to return to later
in various contexts.



SHRIBENTER OCH
OVRIGA MEDVERKANDE

(Presentationer i avsnittsordning)

1. Catharina Dyrssen ir professor i arkitektur och designmeto-
dik vid Chalmers tekniska hogskola i Géteborg och forskar
inom bland annat urban ljudkonst. Hon ir ocksé ordférande
i Vetenskapsradets kommitté for konstnirlig forskning och
har lett arbetet med en ny (uppdaterad) dmnesoversikt inom
konstnirlig forskning som presenteras hir.

2. Franziska Shroeder ir musiker (saxofonist) och forskare
(PhD) samt lektor vid School of Creative Arts, Queen’s Uni-
versity i Belfast och Fellow of the HEA (Higher Education
Academy in the UK). Hon medverkade som huvudtalare pé
Vetenskapsradets femte symposium om konstnirlig forsk-
ning vid Textilhdgskolan i Bords, november 2014. En del av
hennes anférande dterges hir (kapitel 2).

3. Esa Kirkkopelto ir filosof, regissér och dramatiker samt
professor i konstnirlig forskning i scenkonst vid Teater-
hégskolan (inom Konstuniversitetet) i Helsingfors, Fin-
land, och en inflytelserik debattér inom den finska teatern.
Han medverkade som huvudtalare pd Vetenskapsradets
femte symposium om konstnirlig forskning vid Textilhdg-
skolan i Bords, november 2014. Hans anférande terges har
(kapitel 3).

4. Jesper Olsson ir litteraturvetare, redaktor och litteraturkri-
tiker (bland annat i Svenska Dagbladet). Han #r disputerad
med inriktning mot konkret poesi. Han var opponent pa
poeten Fredrik Nybergs avhandling Hur ldter dikten? Att bli

ved II, den forsta avhandlingen i landet i litterdr gestaltning
(Akademin Valand, GU, 2013) som han recenserar hir.

5. Christine Hansen ir norsk fotograf, konstnir och forskare
(disputerad i konstvetenskap). Hon ir adjungerad professor i
fotografi vid Konst- och designhégskolan i Bergen, Norge och
recenserar hir curatorn med mera Niclas Ostlinds avhand-
ling Performing History. Fotografi i Sverige 1970—2014 (Akade-
min Valand, GU, 2014).

6. Hanna Hallgren ir poet och har hittills publicerat atta bock-
er. Hon 4r verksam som forskare och lirare (lektor) i konst-
nirlig forskning och genusvetenskap vid Linnéuniversitetet
och arbetar med att bygga upp dmnet genusvetenskap och
forskningsmiljén Centre for Gender and Language. Hon pre-
senterar hir sitt projekt Skrivandet som metod. .., som har fatt
ekonomiskt stdd frén Vetenskapsradet 2012—2013.

7.Beata Berggren ir forfattare och konstnir och driver
forlaget Chateaux och poesitidningen Slot. Hon skriver
hir om Emma Kihls projekt En undersokning av Ag4-arket
som har fatt ekonomiskt stod frdn Vetenskapsrddet 2011—
2012. Emma Kihl #r utbildad pd Kungl. Konsthégskolan
och for nirvarande koordinator a4t Konstnirliga forskar-
skolan.

8. Anna Lundberg ir universitetslektor vid Tema Genus vid
Link&pings universitet och forskar inom omradet kultur och
sambhille, bland annat med inriktning mot scenkonst och
teater. Hon presenterar hir sitt projekt Den forskande teatern.
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Intersektionella méten mellan scenkonst, skola och akademi som
har fatt ekonomiskt stéd frdn Vetenskapsradet 2011-2013.

9. Gunnar Sandin ir docent i teoretisk och tillimpad estetik vid
Institutionen fér arkitektur och byggd miljé vid LTH, Lunds
universitet. Han dr ledamot i styrelsen fér AKAD (Akademin
for konstnirlig forskning inom arkitektur och design) och
presenterar hir sitt projekt Den evolutiondra periferin. Arkitek-
tonisk visualisering av ‘affordance’ i urbana periferier som har
uppburit stéd frdn Vetenskapsradet 2011-2013.

Ovriga medverkande

Torbjorn Lind, forskningssekreterare vid Vetenskapsridet, idr
sedan starten 2004 arsbokens redaktér. Han dr dven sekreterare
och samordnare 3t Kommittén for konstnirlig forskning inom
Vetenskapsradet. Han har bland annat skrivit en rapport (bi-
laga) fran Vetenskapsradets femte KF-symposiet vid Textilhog-
skolan i Bords (Hogskolan i Borés) den 27-28 november 2014.

Erik Hagbard Couchér, anstilld vid Vetenskapsridets kom-
munikationsavdelning, dr f6r andra aret i rad bokens grafiska
formgivare. Oversittning till och frin engelska har gjorts av
Sversittare knutna till Semantix, Stockholm.

Kommittén for konstnarlig forskning inom Vetenskapsradet be-
slutar om bidrag och initierar och driver strategiska frdgor inom
sitt omrade, samt fungerar som arsbokens redaktionskommitté.
Kommitténs sammansittning for 2015 framgér av sid. 244.
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Sedan september 2014 4r Jan Kaila anstélld pé halvtid pa Ve-
tenskapsrddet som vetenskaplig rddgivare inom konstnirlig
forskning. Han var tidigare professor i konstnirlig forskning
vid Bildkonstakademin (inom Konstuniversitetet) i Helsing-
fors, dir han for nirvarande ir affilierad forskare pa halvtid. =
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WRITERS AND OTHER CONTRIBUTORS

(In order of chapters)

1. Catharina Dyrssen is professor of architecture and design met-
hodology at Chalmers University of Technology in Gothen-
burg, and a researcher in fields that include urban sound art.
She also chairs the Swedish Research Council’s Committee
for Artistic Research and led the work on the new (updated)
subject overview in artistic research that is presented here.

2. Franziska Shroeder is a musician (saxophonist), researcher
(PhD) and lecturer at the School of Creative Arts, Queen’s
University in Belfast and Fellow of the HEA (Higher Educa-
tion Academy in the UK). She was also one of the keynote
speakers at the Swedish Research Council’s Fifth Symposium
on Artistic Research at the Swedish School of Textiles in
Bords in November 2014. Part of her speech is reproduced
here (chapter 2).

3. Esa Kirkkopelto is a philosopher, director and dramatist, as
well as being professor of artistic research at the Performing
Arts Research Centre, part of the Finnish Theatre Academy
within the University of the Arts Helsinki. He is also an
influential commentator on Finnish theatre. He was one of
the keynote speakers at the Swedish Research Council’s Fifth
Symposium on Artistic Research at the Swedish School of
Textiles in Boras in November 2014. His speech is reproduced
here (chapter 3).

4. Jesper Olsson is an associate professor in comparative litera-
ture, an editor and a literary critic (for the Swedish broad-

sheet Svenska Dagbladet and others). He holds a PhD in
comparative literature, with a focus on concrete poetry. He
was an examiner for poet Fredrik Nyberg’s thesis What is the
Sound of the Poem? Att bli ved 11, the first thesis in Sweden on
literary composition (Valand Academy, GU, 2013), which he
reviews here.

. Christine Hansen is a Norwegian photographer/artists and

researcher (with a PhD in art history). She is an adjunct pro-
fessor in photography at Bergen Academy of Art and Design
in Norway. Here she reviews curator Niclas Ostlind’s thesis
Performing History. Photography in Sweden 1970—2014 (Valand
Academy, GU, 2014).

.Hanna Hallgren is a poet who has published eight books to

date. She also works as a researcher and lecturer in artistic
research and gender studies at Linnaeus University. She is
working to build up the subject of gender studies and the
Centre for Gender and Language. Here she presents her pro-
ject Writing as a method of inquiry.. .. which received financial
support from the Swedish Research Council for the period
2012—2013.

. Beata Berggren is an author and artist. She runs the publis-

hing house Chateaux and the poetry magazine Slot. Here she
writes about Emma Kihl’s project A Study of the A4 Sheet,
which received financial support from the Swedish Research
Council for the period 20m—2012. Emma Kihl studied at
the Royal Institute of Art and is currently a coordinator for
Sweden’s national research school Konstnirliga forskarskolan.



WRITERS AND OTHER CONTRUBUTORS

8. Anna Lundberg is a lecturer at the Department of Gender
Studies, Linkdping University and conducts research in the
field of culture and society, with a focus on areas such as
dramatic art/theatre. Here she presents her project Experi-
mental Theatre. Intersectional encounters between dramatic art,
school and academia, which received financial support from
the Swedish Research Council for the period 2011-2013.

9.Gunnar Sandin is an associate professor of architecture at
the Dept. of Architecture and Built Environment, part of the
Faculty of Engineering at Lund University. He is also a mem-
ber of the board of AKAD (Academy of Art-based Research
in Architecture and Design). Here he presents his project
The Evolutionary Periphery. Architectonic Visualisation of Affor-
dance in Urban Peripheries, which received financial support
from the Swedish Research Council for the period 2011—2013.

Other contributors

Torbjérn Lind, senior research officer at the Swedish Research
Council, and editor of the Yearbook since its inception in 2004.
He is also the secretary and coordinator of the Committee for
Artistic Research within the Swedish Research Council. He
wrote the report (appendix) on the Swedish Research Council’s
Fifth Symposium on Artistic Research at the Swedish School
of Textiles in Boras (Borés University) on 27-28 November 2014.

Erik Hagbard Couchér, who works in the Communications
Department of the Swedish Research Council, is the Yearbook’s
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graphic designer for the second year. The translations to and
from English are the work of translators supplied by Semantix
in Stockholm.

The Committee for Artistic Research within the Swedish
Research Council decides on grants and initiates and drives
strategic issues in its field. It also serves as the editorial com-
mittee for the Yearbook. The members of the Committee for
2015 are listed on page 245.

Since September 2014, Jan Kaila has been employed (part-time)
by the Swedish Research Council as an academic advisor on
artistic research. He was previously professor of artistic research
at the Academy of Fine Arts within the University of the Arts
Helsinki, where he is now an affiliated researcher (part-time). s
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REFEREMNVER OCH
LITTERATURFORTECKNINGAR

KAPITEL 2

Referenser som férekommer i plenarféreldsningen:

URL 1) SHARE: www.sharenetwork.eu (Citerad: g augusti 2014)

URL 2) Practice as Research in Performance (PARIP): www.bris.
ac.uk/parip. (Citerad: g augusti 2014)

Bolt, B. 2007. "The Magic is in Handling”. Practice as research,
Approaches to Creative arts enquiry, 2007; red. Barrett and
Bolt, London Tauris.

Damasio, A., 2003. Looking for Spinoza, Joy, Sorrow and the Fee-
ling Brain. London: William Heinemann.

Elkins, J. (red.) 2012. "What Do Artists Know?” I: Volym 3 av
"The Stone Art Theory Institutes”. Volym 1-5. Penn State
University Press.

Hockney, D. 2001. Secret Knowledge: Rediscovering the Lost
Techniques of the Old Masters. Penguin Putnam.

Nelson, R. och Andrews, S. 2003. Practice as Research: Regula-
tions, Protocols and Guidelines. P4 uppdrag av Palatine. Till-
ginglig:  http://78.158.56.101/archive/palatine/files/go3.pdf
[September 2014].

Little, S. 20m. "Practice and performance as research in the
arts”. I: Bendrups och Downes, Dunedin Soundings 2011. Ota-
go University Press.

Gadamer, H., 1989. Truth and Method. 2nd Revised edition. New
York: Continuum.

Gray, C., 2007. I: "Identifying the Performative Research Para-
digm”. Practice as research, Approaches to Creative arts enquiry,
2007; red. Barrett and Bolt, London Tauris.

Haseman, B., 2007. "A manifesto for performative research”. I:
"Identifying the Performative Research Paradigm”. Practice
as research, Approaches to Creative arts enquiry, 2007; red. Bar-
rett and Bolt, London Tauris.

Heidegger, M. 1962. Being and Time, 6vers. Macquarrie, J. och
Robinson, E.; Harper & Row, New York.

Merleau-Ponty, M., 1963. The Structure of Behaviour. Boston:
Beacon Press.

Phillips, M,; Stock, C. och Vincs, K. 2009. Dancing between diver-
sity and consistency: refining assessment in postgraduate degree
in dance. Mt Lawley West Australian Academy of Performing
Arts, Edith Cowan University, 11-15.

Seale, C. (red.), 2004. Social Research Methods — A Reader. Rout-
ledge, London.

Wilson, M. och Ruiten, S.v. 2013. SHARE: Handbook for Artistic
Research Education.

Laddaned pé: http://www.elia-artschools.org/images/products/
120/share-handbook-for-artistic-research-education-high-
definition.pdf

Noter
1

Det ér virt att betona att termer som "forskning” och "kunskap” inte dr
oproblematiska och helt klart inte universella, eftersom de alltid dr kopplade
till specifika kulturella och historiska ramar.

PARIP var ett Bristolbaserat projekt som pégick mellan 2001 och 2006 (URL 2).

(ISSN: 17435234; Online ISSN: 2040090X). Specialutgava "Education through
Art: Practice-based Research in Art and Design”, Gistredaktdrer: Stuart
MacDonald OBE and Julian Malins. (2015).
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APITEL 3

Noter:
1

Esa Kirkkopelto: "New start: Artistic Research in Finnish Theatre Academy”,
Nordic Theatre Studies, 20/2008.

Se Alexander Alberro & Blake Stimson (red.), Institutional Critique, An
Anthology of Artists’ Writings, Cambridge & London: The MIT Press 2011 cf.
Nina Ménrmann (ed.), Art and its Institutions. Current Conflicts, Critique and
Collaborations, London: Black Dog Publishing 2006.

Se Samuel Weber, Benjamin’s -abilities. Cambridge, Massachusetts: Harvard

University Press 2008, 34-38; cf. Mika Elo, "Notes on Media Sensitivity in Ar-
tistic Research”, The Exposition of Artistic Research. Publishing Art in Academia,
Henk Borgdorff & Michael Schwab (eds), Leiden University Press 2014, 25-38.

"Det att innovera; introduktion av nyheter; férindring av det etablerade
genom inférandet av nya element eller former” (Oxford English Dictionary);
"Den process genom vilken en idé eller uppfinning omsitts till en vara eller
en tjinst for vilken ménniskor ér villiga att betala, eller ndgot som blir resul-
tatet av denna process” (www.businessdictionary.com).

"Att komma p eller hitta” (Oxford English Dictionary).

Idén om institutionen som en affirmativ aktivitet har utvecklats mest ut-
forligt av Cornelius Castoriadis. Se L'institution imaginaire de la société, Paris:
Seuil 1975.

7 Se Jacques Derrida, “L'invention de l'autre”, Psyché, Paris: Galilée 1987.

KAPITEL 6
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Halllgren, Hanna, En queer introduktion till texten "Grinsldsa
hundar”. Om queerteori, performativitet och subversiva re-
petitioner i skoénlitterdra, kritiska och vetenskapliga texter,
Kvinder, Kon & Forskning nr 1 2013, s. 48-60.

Hallgren, Hanna, "Poetik fér akademiker”; kommande publika-
tion frén Studentlitteratur i Lund (2015).

Richardson, Laurel, Travels with Ernest. Crossing the Literary/So-
ciological Divide (Ethnographic Alternatives) (Lanham, 2004).

Ovriga publikationer av Hanna Hallgren
med anknytning till projektet

Litteraturlista

Hallgren, Hanna, Prolog till den litterdira vetenskapsteorin (Malmo,
2014).

"Nagra reflexioner och en lathund”, red. Anna Lundberg och
Ann Werner, Skrivande och kritiskt tinkande i genusvetenskap.
En skriftserie om genusvetenskap (Goteborg, 2014), s. 35-42.

"Prolog till den litterira vetenskapsteorin”, Tidskrift for Genus-
vetenskap nr 1 2013, . 115-126.

"Figurative fragments of a politics of location in desire”, Emer-
gent Writing Methodologies in Feminist Studies. Routledge Advan-
ces in Feminist Studies and Intersectionality (tillsammans med
Ulrika Dahl), red. Mona Livholts, (London; New York, 2012).

Noter
1

Hanna Hallgren, "Poetik fér akademiker”; kommande publikation fran
Studentlitteratur i Lund (2015).



224 — BILAGA

AAPITEL 7

Not

Tva delar av A4-arket ér inte lingre tillgingliga. Mellan april och september
2013 visades det inldnade DIN-arkivet (tyska standardinstitutet i Berlin)och
en serie féreldsningar i relation till arket hélls pa Kungliga biblioteket dir
frgor som relaterade till arket belystes frén olika hall (idéhistoriskt, konst-
nirligt, naturvetenskapligt med mera). Utstéllningen bestod av historiskt
och nutida material frén DIN. Som exempel kan nimnas Walter Portsmann’s
avhandling, hans 6vriga texter och kampanjmaterial frdn nér formatet intro-
ducerades och DIN-standarden frin 1922 och 1939.

KAPITEL S

Not

1

Tack f6r genomgang Patric Eriksson, tekniker pa ung scen/st.

Referenser

Axelsson, Malin (2014): Pirater pa scenkonstens hav, Att delta
pa djupet — interaktion i scenkonst for och med barn och unga,
Gerge, Tova (red), ung scen/6st.

Axelsson, Malin, Backman, Moa, Gerge, Tova, Lundberg, Anna
(2013): Konsten att géra konst tillsammans med publiken.
Om arbetet med Vad ska vi gora? pd ung scen &st, Nu vill
jag pratal Barns roster i barnkulturen, Helander, Karin (red.),
Stockholms universitets férlag.

Axelsson, Malin & Gerge, Tova (2012): Vad ir det hir f6r bok?,
Att delta pad djupet — interaktion i scenkonst for och med barn och
unga, Gerge, Tova (red), ung scen/6st.

REFERENSER OCH LITTERATURFORTECKNINGAR

Benjamin, Walter (1994): Paris, 1800-talets huvudstad: Passage-
arbetet. Band 1-3, Symposion, Stockholm/Stehag.

Bromseth, Janne & Darj, Frida (2010): Normkritisk pedagogik:
makt, lirande och strategier for fordndring, Uppsala universi-
tet, Uppsala.

Butler, Judith (1994): Against proper objects. Introduction, dif-
ferences: A Journal of Feminist Cultural Studies, 6.2+3.

Cixous, Héléne (1993): Three Steps on the Ladder of Writing, Co-
lumbia University Press, New York.

Deleuze, Gilles & Guattari, Felix (1987): A Thousand Plateaus.
Capitalism and Schizophrenia, University of Minnesota Press,
Minneapolis/London.

Deleuze, Gilles (1983): Politics, On the Line, Semiotext(e), New
York.

Grosz, Elizabeth (1994): A Thousand Tiny Sexes. Feminism and
Rhizomatics, Gilles Deleuze and the Theatre of Philosophy, red.
Constantin V. Boundas & Dorothea Olkowski, Routledge,
London.

Jensen Méller, Jenny & Kunze, Linda (2014): Att erévra arbets-
processen, Att delta pd djupet — interaktion i scenkonst for och
med barn och unga, Gerge, Tova (red), ung scen/5st.

Lundberg, Anna (2008): Allt annat én allvar. Den komiska kvinn-
liga grotesken i svensk samtida skrattkultur, Makadam, Stock-
holm/Géteborg.

Lundberg, Anna, Zetterqvist Nelson, Karin & Hallberg, Ma-
thilda (2012): Barndom, kultur och politik — ett teaterpolitiskt
forskningsprojekt. Forskarnas rapport, Linkdpings universitet

Lundberg, Anna (2013a): Med flicktionen som vigvisare. Tea-
trala skolflickor i en postfeministisk era, Barn, 3.

Lundberg, Anna (2013b): "Will We be Tested on This?”: School-



REFERENSER OCH LITTERATURFORTECKNINGAR

girls, Neoliberalism and the Comic Grotesque in Swedish
Contemporary Youth Theatre, Culture Unbound, s. http://
www.cultureunbound.ep.liu.se/vs/an/.

Lundberg, Anna (2014a): Sarbarhet, trygghet, extas. Om vikten
av bade och i konstnirligt arbete, Att delta pa djupet — interak-
tion i scenkonst for och med barn och unga, Gerge, Tova (red),
ung scen/dst

Lundberg, Anna (2014b): Emotional labor, Att delta pd djupet —
interaktion i scenkonst for och med barn och unga, Gerge, Tova
(red), ung scen/5st.

Lundberg, Anna (2014c¢): ’Far vi betyg pa det hir?’ Skolflickor, ny-
liberalism och grotesk komik i samtida svensk ungdomsteater”,
Flicktion. Perspektiv pa flickan i fiktionen, Eva S6derberg, Mia
Osterlund och Bodil Formark (red), Universus Academic Press.

Lundberg, Anna & Killstrém, Helena (2014): Emotinal labor ur
teaterproducentens perspektiv, Att delta pd djupet — interak-
tion i scenkonst for och med barn och unga, Gerge, Tova (red),
ung scen/dst.

Martinsson, Lena & Karlsson Rixon, Annica, (2013): Trots allt,
Tidskrift for genusvetenskap, 1.

Shklovsky, Victor (1990): Theory of Prose, Elmwood Park, IL:
Dalkey Achive Press.

Ruin, Hans (2011): Att dversitta sig in i det frimmande - idéer
for ett samtida bildningsbegrepp, Frdn higskolan i Bords till
Humboldt. Bildning och kunskapskulturer, Lindh, Maria, Sun-
deen, Johan & Thorell, Catta (red), Hogskolan i Boras, Boras

Simmel, Georg (1981): Hur dir samhdillet mojligt och andra essder,
Korpen, Géteborg.

Steiner, Georg (1975): After Babel: Aspects of Language and
Translation, Oxford University Press, London.
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Waerme, Martin (2014): Den uppriktiga skadespelaren, Att delta
pd djupet — interaktion i scenkonst for och med barn och unga,
Gerge, Tova (red), ung scen/ést.

AAPITEL g

Noter
1

http://www.labiennale.org/en/news/07-06.html

2 Ivilken man affordance kan ses som nigot kulturellt betingat #r fortfarande

teoretiskt kontroversiellt. En del vill férbehélla affordance-begreppet &t en
mer "férkulturell upplevelsedomin”, det vill séiga en mer direkt perceptionell
och kroppsbetingad livsvirld, medan andra - som redan Gibson féreslog,
men inte utvecklade - vill erkidnna kulturella artefakter (som till exempel
busskort, teateraffischer eller institutioner) som birare av affordance, det

vill siiga som aktionserbjudanden. Tim Ingold, Géran Sonesson och andra
har dven utvecklat teorier om delad affordance, det vill séiga att vissa typer av
erbjudanden om handling inte existerar forrin fler 4n ett subjekt samtidigt
berdrs.
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REFERENCES AND BIBLIOGRAPHIES

CHAPTELR »

References that will feature in the keynote talk:

URL 1) SHARE: www.sharenetwork.eu (Accessed: g August 2014)

URL 2) Practice as Research in Performance (PARIP): www.bris.
ac.uk/parip. (Accessed: g August 2014)

Bolt, B. 2007. “The Magic is in Handling”. Practice as research,
Approaches to Creative arts enquiry, 2007; eds. Barrett and
Bolt, London Tauris.

Damasio, A., 2003. Looking for Spinoza, Joy, Sorrow and the Fee-
ling Brain. London: William Heinemann.

Elkins, J. (ed.) 2012. “What Do Artists Know?” In: Volume 3 of
‘The Stone Art Theory Institutes’. Volumes 1-5. Penn State
University Press.

Hockney, D. 2001. Secret Knowledge: Rediscovering the Lost
Techniques of the Old Masters. Penguin Putnam.

Nelson, R. and Andrews, S. 2003. Practice as Research: Regula-
tions, Protocols and Guidelines. Commissioned by Palatine.
Available: http://78.158.56.101/archive/palatine/files/go3.pdf
[September 2014].

Little, S. 20m. “Practice and performance as research in the
arts”. In: Bendrups and Downes, Dunedin Soundings 2011.
Otago University Press.

Gadamer, H., 1989. Truth and Method. 2nd Revised edition edn.
New York: Continuum.

Gray, C., 2007. In: “Identifying the Performative Research Para-
digm”. Practice as research, Approaches to Creative arts enquiry,
2007; eds. Barrett and Bolt, London Tauris.

Haseman, B., 2007. “A manifesto for performative research”. In:
“Identifying the Performative Research Paradigm”. Practice
as research, Approaches to Creative arts enquiry, 2007; eds. Bar-
rett and Bolt, London Tauris.

Heidegger, M. 1962. Being and Time, trans. Macquarrie, J. and
Robinson, E.; Harper & Row, New York.

Merleau-Ponty, M., 1963. The Structure of Behaviour. Boston:
Beacon Press.

Phillips, M,; Stock, C. and Vincs, K. 2009. Dancing between diver-
sity and consistency: refining assessment in postgraduate degree
in dance. Mt Lawley West Australian Academy of Performing
Arts, Edith Cowan University, 11-15.

Seale, C. (ed), 2004. Social Research Methods — A Reader. Rout-
ledge, London.

Wilson, M. and Ruiten, S.v. 2013. SHARE: Handbook for Artistic
Research Education.

Downloadat: http://www.elia-artschools.org/images/products/
120/share-handbook-for-artistic-research-education-high-
definition.pdf

Footnotes
1

It is worth emphasising that terms such as ‘research’ / ‘knowledge’ are not
unproblematic and most certainly not universal, as they are always bound to
particular cultural and historical settings.

PARIP was a Bristol-based project that ran between 2001 and 2006 (URL 2).

(ISSN: 17435234; Online ISSN: 2040090X). Special issue ‘Education through
Art: Practice-based Research in Art and Design’, Guest Editors: Stuart MacDo-
nald OBE and Julian Malins. (2015).
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CHAPTER 3

Footnotes
1

Esa Kirkkopelto: “New start: Artistic Research in Finnish Theatre Academy”,
Nordic Theatre Studies, 20/2008.

See Alexander Alberro & Blake Stimson (eds), Institutional Critique, An
Anthology of Artists’ Writings, Cambridge & London: The MIT Press 2011; cf.
Nina Ménrmann (ed.), Art and its Institutions. Current Conflicts, Critique and
Collaborations, London: Black Dog Publishing 2006.

See Samuel Weber, Benjamin’s -abilities. Cambridge, Massachusetts: Harvard
University Press 2008, 34-38; cf. Mika Elo, “Notes on Media Sensitivity in
Artistic Research”, The Exposition of Artistic Research. Publishing Art in Acade-
mia, Henk Borgdorff & Michael Schwab (eds), Leiden University Press 2014,
25—38.

“The action of innovating; the introduction of novelties; the alteration of
what is established by the introduction of new elements or forms” (Oxford
English Dictionary); “The process by which an idea or invention is translated
into a good or service for which people will pay, or something that results
from this process” (www.businessdictionary.com).

“The action of coming upon or finding” (Oxford English Dictionary).

The idea of institution as an affirmative activity has been developed most
extensively by Cornelius Castoriadis. See L'institution imaginaire de la société,
Paris: Seuil 1975.

See Jacques Derrida, “L'invention de 'autre”, Psyché, Paris: Galilée 1987.

CHAPTER 6

Bibliography

Hallgren, Hanna, Prologue to Literary Science Theory (Malmd,
2014)
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Hallgren, Hanna, “A queer introduction to the text Grinslisa
hundar. On queer theory, performativity and subversive repe-
titions in literary, critical and academic texts”, Women, Gen-
der & Research no. 1 2013, pp. 48-60

Hallgren, Hanna, “Poetics for Academics”; future publication
from Studentlitteratur in Lund (2015)

Richardson, Laurel, Travels with Ernest. Crossing the Literary/
Sociological Divide (Ethnographic Alternatives) (Lanham, 2004)

Other publications by Hanna Hallgren associated
with the project

“Reflections and a quick reference guide”, ed. Anna Lundberg
and Ann Werner, Writing and Critical Thinking in Gender Stu-
dies. A Gender Studies Series (Gothenburg, 2014), pp. 35-42

“Prologue to Literary Science Theory”, Journal of Gender Studies
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“Figurative fragments of a politics of location in desire”, Emer-
gent Writing Methodologies in Feminist Studies. Routledge Ad-
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Ulrika Dahl), ed. Mona Livholts, (London; New York, 2012)

Footnote
1

Hanna Hallgren, “Poetics for Academics”; future publication from Student-
litteratur in Lund (2015)
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CHAPTER 7

Footnote

Two parts of The A4 Sheet are no longer available. Between April and September
2013, there was an exhibition of the loaned DIN archive, and a series of lectures
relating to the sheet were held at the National Library of Sweden, throwing
light on the sheet from various angles (history of ideas, art, science, etc.). The
exhibition comprised historical and contemporary material from DIN (the
German Institute for Standardisation in Berlin). Examples include Walter
Portsmann’s thesis, his other texts and promotional material from when the
format was first introduced, plus the DIN standard from 1922 and 1939.

CIHAPTERS

Footnote
1

Thank you to Patric Eriksson, technician at ung scen/&st, for the explanation.
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CHAPTER ¢

Footnotes

' http://www.labiennale.org/en/news/07-06.html.

2 The extent to which affordance can be seen as something culturally determi-

ned remains controversial in theoretical circles. Some would like to reserve
the concept of affordance for a more “precultural, experiential domain”, i.e. a
more perceptional and corporeal lifeworld, while others — as Gibson himself
suggested, but did not elaborate on — want to recognise cultural artefacts
(such as bus passes, theatre posters or institutions) as carriers of affordance,
i.e. as agents of potential action. Tim Ingold, Géran Sonesson and others have
also developed theories of shared affordance, i.e. that certain types of action
potential do not exist unless more than one subject is involved.
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praktik via konstnarstyrda kulturer (tom 2017)

Projektledare: konstnar, gastlarare Jason Bowman, Akademin

Valand, Goteborgs universitet
The Visual Silence — sékandet efter en icke-voyeristisk filmestetik
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Projektledare: hogskolelektor Mia Englberg, Stockholms konstnarliga
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Projektledare: universitetslektor Anders Hultgvist, Hogskolan fér

scen och musik, Goteborgs universitet
Tolkningsrum: musikalisk interpretation i samspel med rumsakustik
(tom. 2016)

Projektledare: professor Sverker Jullander, Luleé tekniska universitet
Det "essentiellt” feminina — en kartldggning genom konstnérlig
praktik av det feminina territorium som den tidigmoderna musiken
erbjuder (tom. 2017)

Projektledare: fil. dr Katarina A. Karlsson, Hogskolan for scen och

musik, Goteborgs universitet
The Language of the Becoming City (tom. 2017)

Projektledare: professor Henrietta Palmer, Kungl. Konsthogskolan

Stockholm
Nar orden bar. Om sprakets sinnlighet och skrivandet som relation
(tom. 2016)

Projektledare: fil. dr Linnea Pedersen, Umeé universitet

(Alfabetiskt ordnade efter projektledarens efternamn)

Tvardisciplinara studier i komplexitet och transformation Konst och
fysik | samverkan (to.m. 2005).

Projektledare: professor Cheryl Akner Koler, Konstfack, Stockholm
Nanoformgivning genom haptiska, estetiska laborationer (to.m. 2011)
Projektledare: professor Cheryl Akner Koler, Konstfack, Stockholm

och Orebro universitet
Situ-aktion: rytm, atmosfar och identitet (planeringsbidrag 2011)

Projektledare: dr Ricardo Atienza, Konstfack och Arkitekturmuseset,

Stockholm
In situ-aktion — resonans, improvisation och variationer av offentliga
platser (tom. 2014)

Projektledare: dr Ricardo Atienza, Arkitekturmuseet, Stockholm
Konst genom staden — ett KFoU-projekt. Om bilder av och i stader
(tom. 2008).

Projektledare: professor Karin Becker, Linkdpings universitet
At skrive handverk: Textilhandverkets fortrogenhetskunskap omsat
til akademisk format

Projektledare: professor Lise Bender Jergensen, Textilhdgskolan,

Borés, planeringsbidrag for 2006
Nycirkus som granséverskridare (planeringsbidrag 2007)

Projektledare: professor Tilde Bjorfors, Danshogskolan, Stockholm
Nycirkus som gransoéverskridare (tom. 2010)

Projektledare: professor Tilde Bjorfors, Danshogskolan, Stockholm
Narrativa terrénger — beréttelser utspridda éver tid och rum i
stadsrummet (planeringsbidrag 2012)

Projektledare: fil. dr Erling Bjorgvinsson, Malmé hogskola
Stadsfabula — kollaborativt berattande i stadsrummet (Malmeo)
(tom. 2016)
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Projektledare: tekn. dr Erling Bjorgvinsson, Malmo hogskola
Clubscenen (“att underséka och omforma den byggda miljén utifran
feministiska och queera perspektiv”) (to.m. 2016)

Projektledare: tekn. dr Katarina Bonnevier, Arkitekturmuseet, Stockholm
Komposition och anvéndning av interaktiv musik (to.m. 2005)

Projektledare: professor Sture Brandstrom, Musikhogskolan, Pited

(Lulea tekniska universitet) | samarbete med doktoranden Johnny

Wingstedt, Musikhogskolan, Pitea (Luled tekniska universitet)

Den himmelska mekaniken — mystiken och den besjélade rérelsen.
Dans och ny teknologi (to.m. 2008)

Projektledare: professor Sture Brandstrom, Musikhogskolan, Pited, i

samarbete med koreograf och doktorand Asa Unander-Scharin, LTU
Mikrohistorier. Om videoessan som konstform (tom. 2015)

Projektledare: professor Magnus Bartés, Konstfack, Stockholm
Medialitet — Vaxelverkan — Gest — koreografi som vévandets politik
(tom. 2014)

Projektledare: professor Cristina Caprioli, Dans- och cirkushégskolan,

Stockholm
Ogonblickets anatomi. Metod och milj6 fér granséverskridande
teater (tom. 2015)

Projektledare: regissor, dramatiker Jorgen Dahlgvist, Teaterhdgsko-

lan i Malmo (Lunds universitet)

Potentiell musik. Variabla musikaliska verk (to.m. 2008)

Projektledare: fil. dr Palle Dahlstedt, CHT, Géteborg
Skapande performance — datorstédd kreativitet... (tom. 2013)

Projektledare: fil. dr Palle Dahlstedt, Goteborgs universitet
Minneskonst och automatik Minneskonstens historia — teater,
skulptur m.m. (tom. 2007).

Projektledare: regissér Karl Dunér (i samarbete med Dialogseminariet,

KTH ml)
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Transmission: Urbana experiment kring ljudkonst (to.m. 2006)

Projektledare: docent Catharina Dyrssen, Arkitektur, CTH, Goteborg
In i bruset. Gestaltande musikaliska, arkitektoniska och akustiska
undersokningar av det nutida ljudrummet (tom. 2010)

Projektledare: docent Catharina Dyrssen, Chalmers

tekniska hogskola, Goteborg
DESIGNARTIKULATIONER — i métet mellan valartikulerade fére-
stallningar och oartikulerade sjélvforstéelser (tom. 2008)

Projektledare: fil. dr Hakan Edeholt, Malmo hogskola
Den byréakratiska teatern (om byrakrati som konstnarlig praktik)
(ettérigt bidrag/planeringsbidrag 2014)

Projektledare: konstnar Andjeas Ejiksson, Kungl. Konsthogskolan,

Stockholm
Konst och Nya Media

Kungliga Konsthogskolan (KKH), Stockholm, KTH, Karolinska institutet

och Sédertorns hogskola. (Kollegiebidrag 2001-2005)

Projektledare: rektor, professor Marie-Louise Ekman, KKH, Stockholm
Fran vision till klingande musik — orgelintonation som konstnarlig
process (planeringsbidrag 2011)

Projektledare: professor Hans-Ola Ericsson, Musikhogskolan i Piteg,

LTU
Bildens haptiska granssnitt (ettarsbidrag 2010)

Projektledare: konstnar Birgitta Eriksson, Arkitekturskolan, KTH,

Stockholm
Den gra atlasen. Bok och utstalining (om *fiktiva gestalter och
handelser som behandlas som om de vore verkliga”) (tom. 2016)

Projektledare: professor Aris Fioretos, Sodertdrns hogskola
(Ny)ténkande om improvisation i och genom musik (tom. 2011)

Projektledare: professor Goéran Folkestad, Musikhégskolan i Malmo

(Lunds universitet)
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Ytans materialitet. Om byggnadsmaterial och olika kulturers fore-
stallningar om rum, med fokus pé planglas (tom. 2008).

Projektledare: tekn. dr Kristina Fridh, Goteborgs universitet
Flaskpost. Drift och Upptackt (tom. 2016)

Projektledare: konstnar Ellie Ga, Kungl. Konsthégskolan, Stockholm
Den transversala texten: metodutveckling av skrivandet som
undersdkning och estetisk gestaltning av arkitekturens komplexa
ekologiska register (to.m. 2016)

Projektledare: tekn. dr Catharina Gabrielsson, KTH, Stockholm
Den kritiska texten inom arkitektur-, konst- och designforskning
(tom. 2008)

Projektledare: docent Katja Grillner, Arkitekturskolan, KTH, Stockholm
AKAD — Akademin for konstnérlig forskning inom arkitektur
och design

KTH, Stockholm, LTH, CTH mfl. (Kollegiebidrag 2003-2005)

Projektledare: tekn. dr Katja Grillner, Arkitekturhogskolan, KTH,

Stockholm
Auto-poiesis & design — om upphovsmannaskap och sjélvgenere-
rande designstrategier (tom. 2007)

Projektledare: fil. dr Rolf Gullstrom-Hughes, Arkitekturskolan, KTH
Postnomadiska landskap (om “kollisioner i férhallningssatt till mark
och landskap”) (tom. 2015)

Projektledare: tekn. dr Eva-Marie Goéransson, Konstfack, Stockholm
Dialogseminariet

KTH, Stockholm, Konstfack, Kungl. Musikhogskolan, Stockholm och

Dramaten. (Kollegiebidrag 2001-2005)

Projektledare: professor Bo Goéranzon, Institutionen foér industriell

ekonomi och organisation, avdelningen fér yrkeskunnande och

teknologi, KTH, Stockholm
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Handelser, konflikter och transformationer (komplexa system)
(tom. 2011)

Projektledare: professor Peter Hagdahl, Kungl. Konsthégskolan,

Stockholm
Skrivandet som metod. En studie i poesi, skrivprocess och det
reflexiva akademiska skrivandets majligheter (to.m. 2013)

Projektledare: fil. dr Hanna Hallgren, Sodertormns hogskola
Atervinna rummet. Laborativ arkitekturforskning kring fornyelsen
i det befintliga (tom. 2007)

Projektledare: professor Elizabeth Hatz, Arkitekturskolan, KTH
ArtTech Sublime, Kunskapsbildningskollegiet

Konstnarlig fakultet, Goteborgs universitet och Chalmers, CTH,

Goteborg. (Kollegiebidrag 2001-2005)

Projektledare: professor Hans Hedberg, Konstnarliga fakulteten,

Goteborgs universitet
Matt méatt mot. Konstnarlig gestaltning kring klimatforskning (film/
fotografi; tom. 2014)

Projektledare: Hans Hedberg, forskningsansvarig, Akademin Valand,

Goteborgs universitet
Akustiska designartefakter och metoder fér urbana ljudlandskap
(tom. 2010)

Projektledare: tekn. dr Bjorn Hellstrom, Konstfack, Stockholm
Cine-scape: Férmedlande urbanism och filmisk férestélining
(tom. april 2008)

Projektledare: konstnéar, fil. dr Maria Hellstrom Reimer, Malmo hog-

skola
Fiktionens sanning — en undersdkning av fiktion som forsknings-
metod och redskap for social férandring (to.m. 2009).

Projektledare: universitetslektor Oscar Hemer, K3, Malmé hdgskola
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Musikens tolkningsprocesser (to.m. 2005)
Projektledare: fil. dr Cecilia Hultberg, Musiknogskolan i Malmo (Lunds
universitet)
Instrumentalisters musikaliska kunskapsutveckling i ett kulturellt
mangfacetterat samhélle (to.m. 2009)
Projektledare: professor Cecilia Hultberg, Kungl. Musikhogskolan,
Stockholm
Att iscenséatta barockmusik? och belysa tidslésa genusfragor...
(tom. 2015)
Projektledare: professor Cecilia Hultberg, Kungl. Musikhdkskolan,
Stockholm
Musikens vita flackar — studier i grénslandet mellan noterad och
improviserad musik
Musikvetenskapliga institutionen, Uppsala universitet och Musikhdg-
skolan i Pited (Lulea tekniska universitet). (Kollegiebidrag 2001-2003)
Projektledare: professor Anna Ivarsdotter, Institutionen for musik-
vetenskap, Uppsala universitet
Lyssna till lyssnandet. Kontrapunktiken i dans och musik i en
lyssnande héllning (planeringsbidrag 2010)
Projektledare: professor Susanne Jaresand, Kungl. Musikhogskolan,
Stockholm
Lyssna till lyssnandet. Kontrapunktiken i dans och musik (tom. 2015)
Projektledare: professor Susanne Jaresand, Luled tekniska universitet
Samer och svenskar: En dokumentarfilm om gransgangare i
1900-talets borjan (to.m. 2011)
Projektledare: hogskoleadjunkt Ingrid Jonsson Wallin, Hogskolan
Dalarna, Falun
Det "essentiellt” feminina — en konstnarligt gestaltande undersék-
ning genom férmodern musik (ettérigt bidrag/planeringsbidrag 2014)
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Projektledare: fil. dr Katarina A. Karlsson, Hogskolan for scen och

musik (Goteborgs universtet)

Arkitektoniska operativsystem — prototyper for performativ design
(tom. 2011)

Projektledare: professor Ulrika Karlsson, Arkitekturskolan, KTH,

Stockholm
En undersokning av A4-arket (to.m. 2012)

Projektledare: konstnar Emma Kihl, Kungl. Konsthogskolan, Stockholm
Identitetsskapande och deterritorisering: Tamiler och deras synlig-
gorande i diaspora pa webbplatser och i London (tom. 2014)

Projektledare: fil. dr Anna Laine, Etnografiska museet, Stockholm
Forskning genom interpretation (to.m. 2009)

Projektledare: professor Johannes Landgren, Konstnarlig fakultet,

Goteborgs universitet
Applet — fem kapitel om musik. Tolkningsprocesser (tom. 2006).

Projektledare: professor Dan Laurin, Kungl. Musikhogskolan,

Stockholm (i samarbete med Dialogseminariet, KTH m. fl)

Public Speaking — konst och det offentliga rummet (to.m. 2010)

Projektledare: professor Marysia Lewandowska, Konstfack, Stockholm
Rérelsen som kroppens minne. Dans och aldrande (tom. 20006).

Projektledare: professor, koreograf Efva Lilja, Danshogskolan, Stock-

holm
Queera rorliga bilder; deras skérhet och flyktigheten i deras
existens (tom. 2015)

Projektledare: producent, filmare Anna Linder, Akademin Valand,

Goteborgs universitet
Konstnarlig upplevelsepark for hallbar utveckling (to.m. 2012)

Projektledare: konstnar, fil. dr Roland Ljungberg, Konstfack, Stock-

holm
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Den forskande teatern. Intersektionella méten mellan scenkonst,
skola och akademi (tom. 2013)
Projektledare: fil. dr Anna Lundberg, Tema Genus, Linkdpings
universitet
Plats och minne — spar av livsstrémmar (to.m. 2014)
Ett projekt om och péa Slussen i Stockholm
Projektledare: konstnar Mikael Lundberg, Moderna museet,
Stockholm
Att framfora livets rytm — interpretation av tid i Olivier Messiaens
orgelverk (tom. 2016)
Projektledare: musiker, organist Jonas Lundblad, Lunds universitet
Mot ett konstmusikens utvidgade félt (tom. 2010)
Projektledare: professor Ole Lutzow-Holm, Hogskolan fér scen och
musik, Goteborg (Goteborgs universitet)
Forskarkollegium fér konstnérliga forskningsprocesser
De konstnarliga hogskolorna i Malmo, Konsthogskolan i Umea och
Konstfack. (Kollegiebidrag 2001-2005)
Projektledare: rektor Hakan Lundstrom, De konstnarliga hogskolorna
i Malmo, Lunds universitet
De dramatiska konsternas arbetssprak
Dramatiska institutet, Stockholm, Sodertérns hogskola och Teater-
hogskolan i Stockholm. (Kollegiebidrag 2001-2005)
Projektledare: rektor, professor Per Lysander, Dramatiska institutet,
Stockholm
Centrum fér maskforskning Scenisk gestaltning och kunskaps-
bildning (tom. 2009).
Projektledare: rektor, professor Per Lysander, Dramatiska institutet,
Stockholm
Refotografi: en dialog med historia i ett arktiskt landskap (tom. 2012)
Projektledare: dr Tyrone Martinsson, Hogskolan fér fotografi, Gote-
borgs universitet
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Forskningsprocesser i konst (to.m. 2005)

Projektledare: fil. dr Per Nilsson, Konsthogskolan, Umeé i samarbete

med konstnér, professor Elin Wikstrom, Umea
Amfibiskt avskapande i koreografi och filosofi (tom. 2014)

Projektledare: docent Per Nilsson, Konsthdgskolan, Umeé universitet
Det ovissa lasandet. Samtida poesi som skrivande lasakt — ett
kritiskt manifest (to.m. 2015)

Projektledare: forfattare Hanna Nordenhok, Akademin Valand,

Goteborgs universitet
Praktiska metoder vid konstnarlig forskning inom teater (tom. 2006)

Projektledare: universitetslektor Per Nordin, Hogskolan for teater,

opera och musikal, Goteborg (inom kollegiet ArtTech Sublime,

Goteborgs universitet)

Praktiska metoder vid konstnarlig forskning inom teater, del 2:
"Handlingens rum” (ettarsbidrag 2007)

Projektledare: universitetslektor Per Nordin, Hogskolan for teater,

opera och musikal, Goteborgs universitet
Passionen foér det reala — om dokumentarismen och konsten. Om
olika konstformers "poetik” och samspelet dem emellan (tom. 2008).

Projektledare: professor Eva Nassén, Konstnarlig fakultet, Goteborgs

universitet
Vilka val stélls skadespelaren infér i gestaltningségonblicket
(planeringsbidrag 2010)

Projektledare: skadespelare, regissér Anna Pettersson, Teaterndg-

skolan, Stockholm
Former av Hallbarhet. Om design (tom. 2011):

Projektledare: fil. dr Johan Redstrém, Interactive Institute, Kista
Blicken pé Kopparmarra. En undersokning av praktiska begrepp i
filmskapandet (to.m. 2012)

Projektledare: professor Goéran Du Reées, Filmhogskolan, Goteborgs

universitet



VETENSKAPSRADETS STOD TILL KONSTNARLIG FORSKNING

Narrativa processer i mellanrum — serieberéattandets praktik (to.m.
2016)

Projektledare: illustrator, serietecknare Emma Rendel, Konstfack,

Stockholm
Fran rérelse ur reflektion i tillblivelse: dansaren och den skapande
processen (tom. 2012)

Projektledare: professor Cecilia Roos, Danshégskolan, Stockholm
Stadsrummet som konstnarligt laboratorium — mellan mérka utrym-
men, upplysning och éverbelysning (planeringsbidrag 2011)

Projektledare: konstnar, fil. dr Monica Sand, Konstfack/Arkitektur-

museet, Stockholm
Den evolutionara periferin. Arkitektonisk visualisering av affordance
i urbana periferier (tom. 2013)

Projektledare: docent Gunnar Sandin, LTH, Lunds universitet
Howe Across Reading/Att framféra det forflutna (tom. 2016)

Projektledare: konstnar Imri Sandstrom, Goteborgs universitet
Forfattarens professionalisering inom akademi och folkbildning
(to.m. 2009)

Projektledare: universitetslektor Cristine Sarrimo, K3, Malmo hogskola
Deltagande kartlaggning? Studier for rumslig praktik (ettarsbidrag 2010)

Projektledare: fil. dr Meike Schalk, Arkitekturskolan, KTH, Stockholm
Moderniteter p& undantag: gestaltning och metod (tom. 2013)

Projektledare: fil. dr Staffan Schmidt, Malmo hogskola
Tillit och utveckling av dialog (tom. 2013)

Projektledare: konstnar, professor Esther Shalev-Gerz, Konsthog-

skolan Valand, Goéteborgs universitet
Cinésense — utveckling av interaktiv film (tom. 2008)

Projektledare: professor Ingvar Sjoberg, Linkopings universitet
Dialogen som ett verktyg i scenkonstens arbetsprocesser (olane-
ringsbidrag 2011)
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Projektledare: professor Barbro Smeds, Stockholms dramatiska

hogskola
Expanderad Koreografi: koreografi som generisk kompetens
(tom. 2012)

Projektledare: koreograf, hogskolelektor Marten Spangberg, Dans-

och cirkushogskolan, Stockholm
Los Angeles Islands — konstnarlig forskning om arkitektonisk
amerikanitet i en svensk region (tom. 2007)

Projektledare: professor Lars-Henrik Stahl, Arkitektur, LTH, Lunds

universitet
Placebo: Ersattningsestetik i sjukhusarkitektur (tom. 2011)

Projektledare: professor Lars-Henrik Stahl, LTH, Lunds universitet
Skrivandets rum — om samtalets poetik och ess&n som kunskaps-
form (tom. 2008)

Projektledare: professor Staffan Soderblom, Géteborgs universitet
Kropp och rum: en undersdkning av relationen kropp och rum...
(tom. 2015)

Projektledare: professor Clemens Thornquist, Textilhdgskolan, Hog-

skolan i Borés
Performativa strategier och deltagande vid natens utkanter
(tom. 2014)

Projektledare: konstnar, universitetsadjunkt Palle Torsson, ISAK,

Linkopings universitet
Ingrepp — konst i stadsliv och stadsutveckling (to.m. 2009)

Projektledare: professor Peter Ullmark, Hogskolan fér design och

konsthantverk, Goteborgs universitet
(ordlekar) — oéngsliga kommunikationssystem som liknar konst
(ettérsbidrag 2006)

Projektledare: konstnar, doktorand Cesar Villanueva, Vaxjo univer-

sitet
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Visuella varldar 2. Farg, ljus, form och rorelse (tom. 2005).
Projektledare: professor Gosta Wessel, Konstfack, Stockholm
Engagemangets metoder: Ett projekt om den epistemologiska rela-
tionen mellan samhéllsvetenskap och konst (to.m. 2008)
Projektledare: konstnar, professor Elin Wikstrom,
Konsthogskolan, Umeé
Konsten, politiken och pappa. Berétta genom andras réster och
overskrida genrer (to.m. 2013)
Projektledare: forfattare, filmregissor Maria Zennstrom, Konstakade-
men, Stockholm
Tusen ar hos Gud, en sekund pa jorden. Dansteateropera (to.m.
2006).
Projektledare: professor, koreograf Margaretha Asberg, Danshog-
skolan, Stockholm
Musik i rérelse: Nya konstnarliga strategier for att sammanféra
koreografi och musikalisk komposition (tom. 2014)
Projektledare: musiker, fil. dr Stefan Ostersjo, Musikhdgskolan i
Malmo, Lund universitet
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THe SUJEDIVH RESEARCH COUNCILS
SUPPORT FOR ARTISTIC RESERRCH:
PROJECT GRANTS ETC

PROJECT STARTING IN 2015

(In alphabetical order, by Project manager’s name)

Stretched — Expanding Notions of Artistic Practice through
Artist-led Cultures (until 2017)
Project manager: Artist Jason Bowman, Valand Academy, University
of Gothenburg
The Visual Silence — in search for a non-voyeuristic film (until 2017)
Project manager: Lecturer Mia Engberg, Stockholm University of the Arts
The Double Blind: The Novel as (Peace)Negotiation (until 2017)
Project manager: Author Elisabet Hjort, University College of Arts,
Crafts and Design (Konstfack), Stockholm
At the conceptual limits of composition. A shrinking emptiness —
meaning, chaos and entropy (until 2017)
Project manager. University Lecturer Anders Hultquist, Academy of
Music and Drama, University of Gothenburg
Room for interpretation: musical performance interacting with room
acoustics (until 2016)
Project manager. Professor Sverker Jullander, Lulea University of
Technology
The ‘essentially’ feminine — a mapping through artistic practice of
the feminine territory offered in early modern music (until 2017)
Project manager: PhD Katarina A Karlsson, Academy of Music and
Drama, University of Gothenburg
The Language of the Becoming city (until 2017)
Project manager. Professor Henrietta Palmer, Royal University
College of Fine Arts, Stockholm
As the Word Transcends. On the Sensuous Language and Writing
as Relation (until 2016)
Project manager: PhD Linnea Pedersen, Umea University

ll) (5%/ j;l(,élS SUPPORTED

(In alphabetical order, by Project manager’s name)

Interdisciplinary Studies in Complexity and Transformation ‘Art and
Physics in Collaboration’. (until year-end 2005)

Project manager: Professor Cheryl Akner Koler, University College of

Arts, Crafts and Design in Stockholm
Nanodesign through Haptic, Aesthetic Practical Exercises (until year-
end 2011)

Project manager: Professor Cheryl Akner Koler, Oreloro University
Situ-action: Rhythm, Atmosphere and Identity (planning grant,
2011)

Project manager: Dr Ricardo Atienza, University College of Arts,

Crafts and Design (Konstfack)/Swedish Museum of Architecture,

Stockholm
In-situ Action: Resonance, Improvisation and Variations in Public
Places (until year-end 2014)

Project manager. Dr Ricardo Atienza, Swedish Museum of Architec-

ture, Stockholm
Art Through the City — an Artistic R&D Project. On images of and in
towns and cities (until year-end 2008)

Project manager: Professor Karin Becker, Linkoping University
Writing about Handicraft: Intimate Knowledge of Textile Handicraft
Converted into an Academic Format (planning grant, 2006)

Professor Lise Bender Jargensen, Swedish School of Textiles,

University College of Boras
Neo circus as a Boundary Crosser (planning grant, 2007).

Project manager. Professor Tilde Bjorfors, University College of

Dance, Stockholm
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Boundary-crossing Aspects of Neo Circus (until year-end 2010)
Project manager: Professor Tilde Bjérfors, University College of
Dance, Stockholm

Narrative Terrains: Spatially and Temporally Distributed Narratives in

the Urban Environment (oroject planning grant, 2012)

Project manager. Erling Bjorgvinsson, PhD, Malmo University
City Fables — collaborative storytelling in the cityscape (Malmo)
(until 2016)

Project manager: Dr Erling Bjérgvinsson, Malmé University

The Club Scene (“investigating and reshaping the built environment

from a feminist and queer perspective”) (until 2016)

Project manager: Dr Katarina Bonnevier, Swedish Museum of

Architecture, Stockholm

Composition and Use of Interactive Music (until 2005)

Project manager. Professor Sture Brandstrom, Pited School of

Music (Lulea University of Technology)

Heavenly Mechanics — Mysticism and Inspired Movement ‘Dance

and New Technology’ (until 2008)

Project manager: Professor Sture Brandstrom, Pited School of

Music, in cooperation with choreographer and doctoral student

Asa Unander-Scharin, LTU

Microstories: The Video Essay as an Art Form (until 2015)

Project manager: Professor Magnus Bértas, University College of

Arts, Crafts and Design, Stockholm

Mediality, Gesturality and Reciprocity: Choreography as the Weaving

Labour of Politics (until 2014)

Project manager: Professor Cristina Caprioli, University College of

Dance and Circus, Stockholm
Anatomy of the moment. Method and milieu for cross-medial theatre
(until 2015)
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Project manager: Director/Dramatist Jorgen Dahlgvist, Malmé Theatre
Academy (Lund University)
Potential Music ‘Variable Musical Works’ (until 2008)
Project manager: Palle Dahlstedt, PhD, Chalmers University of Tech-
nology, Gothenburg
Creative Performance — Computer-aided Creativity... (until 2013)
Project manager: Palle Dahlstedt PhD, University of Gothenburg
Mnemonics and Automation ‘History of Mnemonics — Theatre etc’
(until year-end 2007)
Project manager: Karl Dunér, director (in cooperation with Dialogue
Seminar, KTH etc)
Transmission ‘Urban Experiments in Sound Art’ (until 2006)
Project manager: Associate Professor Catharina Dyrssen, School of
Architecture, Chalmers University of Technology, Gothenburg
Into the Noise. Formative Musical, Architectonic and Acoustic
Investigations in Contemporary Sound Space (until year-end 2010)
Project manager: Catharina Dyrssen, Senior Lecturer, Chalmers
University of Technology, Gothenburg
DESIGN ARTICULATIONS - in the Encounter with Well-Articulated
Notions and Unarticulated Self-Understanding (until year-end 2008)
Project manager: Hakan Edeholt, PhD, Malmé University
The Theatre of Bureaucracy (on bureaucracy as artistic practice)
(one-year grant/olanning grant 2014)
Project manager: Artist Andjeas Ejiksson, Royal Institute of Art,
Stockholm
Research and New Media
Royal University College of Fine Arts (KKH), Stockholm, Royal
Institute of Technology (KTH), Karolinska Institutet and Sodertorn
University College. (Network Grant 2001-2005)
Project manager: Professor Marie-Louise Ekman, Rector of KKH,
Stockholm
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From Vision to Chiming Music — Organ Intonation as an Artistic
Process (planning grant, 2011)

Project manager: Professor Hans-Ola Ericsson, Academy of Music in

Pited, Luled University of Technology
The Haptic Interface of a Picture (one-year grant for 2010)

Project manager. Birgitta Eriksson, artist, School of Architecture,

Royal Institute of Technology (KTH), Stockholm
The Grey Atlas. Book and Exhibition (on “fictitious characters and
events that are treated as if they were real”) (until 2016)

Project manager: Professor Aris Fioretos, Sédertdrn University
(Innovative) Approaches to Improvisation in and through Music
(until year-end 2011)

Project manager: Professor Goran Folkestad, Malmé Academy of

Music (Lund University)

The Materiality of the Surface (until year-end 2008) On Building
Materials and Different Cultures’ Conceptions of Space, with Focus
on Glass.

Project manager. Kristina Frid, PhD (Eng,), University of Gothen-

burg
Message in Bottle. Drift and Discovery (until 2016)

Project manager. Artist Ellie Ga, Royal Institute of Art, Stockholm
Transversal writing: a means for advancing methods as
aesthetic form for research on the complex ecological registers
of architecture (until 2016)

Project manager: Dr Catharina Gabrielsson, KTH Royal Institute of

Technology, Stockholm
Critical Texts in Architecture, Art and Design Research (until year-end
2008)

Project manager. Associate Professor Katja Grillner, KTH School of

Architecture, Royal Institute of Technology (KTH), Stockholm
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AKAD — the Academy for Practice-based Research in Architecture
and Design

KTH, Stockholm, LTH, CTH, etc. (Network Grant 2003-2005)

Project manager: Katja Grillner, PhD (Eng), KTH School of Architecture

(part of the Royal Institute of Technology), Stockholm
Autopoiesis and Design — on Instigation and Self-Generating
Design Strategies (until year-end 2007)

Project manager. Rolf Gullstrom-Hughes, PhD, KTH School of Archi-

tecture
Post Nomadic Landscapes (on “collisions in attitudes to land and
landscape”) (until 2015)

Project manager: Dr Eva-Marie Géransson, Konstfack, Stockholm
Dialogue Seminar

KTH, University College of Arts, Crafts and Design, Royal University

College of Music and Royal Dramatic Theatre, all in Stockholm.

(Network Grant 2001-2005)

Project manager: Professor Bo Géranzon, School of Industrial Engi-

neering and Management, Skill & Technology, KTH, Stockholm
Events, Conflicts and Transformations (complex systems) (until year-
end 2011)

Project manager: Professor Peter Hagdahl, Royal University College

of Fine Arts (KKH), Stockholm
Writing as a Method: a Study of Poetry, the Writing Process and the
Potential of Reflexive Academic Writing (until year-end 2013)

Project manager: Hanna Hallgren, PhD, Sodertérn University
Recycling Space: Explorative Design Analysis of Renewal of the
Existing (until year-end 2007)

On renewal in existing buildings

Project manager: Professor Elisabeth Hatz, KTH School of Archi-

tecture
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ArtTech Sublime
Faculty Board of Applied and Fine Arts, University of Gothenburg
and Chalmers University of Technology, Gothenburg. (Network
Grant 2001-2005)
Project manager: Professor Hans Hedberg, Faculty Board of Applied
and Fine Arts, University of Gothenburg
Climatic Perceptions: Artistic Expression and Climate Research (film
and photography, until 2014)
Project manager: Professor Hans Hedberg, Head of Research,
Valand Academy, University of Gothenburg
Acoustic Design Artefacts and Methods for Urban Sound Landsca-
pes (until year-end 2010)
Project manager: Bjorn Hellstrom, PhD (Engineering), University Col-
lege of Arts, Crafts and Design (Konstfack), Stockholm
Cine-scape: Intermediary Urbanism and the Filmic Imagination
(Up to and including April 2008)
Project manager: Maria Hellstrém Reimer, artist and PhD in landsca-
pe architecture, Malmo University, School of Arts and Communication
The Truth of Fiction — a Survey of Fiction as a Research Method
and Tool for Social Change (until year-end 2009)
Project manager: Oscar Hemer, University Lecturer, Malmo Univer-
sity School of Arts and Communication (K3)
Processes of Musical Interpretation (until year-end 2005)
Project manager: Cecilia Hultberg, PhD, Malmé Academy of Music
(Lund University)
Development of Instrumentalists’ Musical Knowledge in a Culturally
Multifaceted Society (until year-end 2009)
Project manager: Professor Cecilia Hultberg, Royal University College
of Music, Stockholm
Staging Baroque music? And shedding light on timeless gender
issues (until 2015)
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Project manager: Professor Cecilia Hultberg, Royal College of
Music, Stockholm
Undiscovered Areas of Music — Studies in the Interface between
Written and Improvised Music’
Department of Musicology, Uppsala University and Piteé
School of Music (Lule& University of Technology) (Network Grant
2001-2003)
Project manager: Professor Anna Ivarsdotter, Department of Musi-
cology, Uppsala University
Focus on Listening: Counterpoint in Dance and Music in a Listening
Attitude (project planning grant, 2010)
Project manager: Professor Susanne Jaresand, Royal University
College of Music, Stockholm
Listening to the Counterpoint in Dance and Music (until 2015)
Project manager: Professor Susanne Jaresand, Lule& University
of Technology
Sami and Swedes: a Documentary Film about Boundary-crossers in
the Early 20th Century (until year-end 2011)
Project manager. Ingrid Jonsson Wallin, Lecturer, Dalarna University,
Falun
Architectonic Operative Systems — Prototypes for Performative
Design (until year-end 2011)
Project manager: Professor Ulrika Karlsson, School of Architecture,
Royal Institute of Technology (KTH), Stockholm
An Investigation of the A4 Sheet (until year-end 2012)
Project manager: Artist Emma Kihl, Royal Institute of Art, Stock-
holm
The ‘essentially’ feminine — an investigation through artistic practice
and early modern music (one-year grant/olanning grant 2014)
Project manager: Dr Katarina A Karlsson, Academy of Music and
Drama, University of Gothenburg
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Reconfigurations of Identity in a Deterritorialised Setting: Visual
Presentation of ‘Tamilness’ in Diasporic Websites and in London (until
year-end 2014)
Project manager: Anna Laine, PhD, Museum of Ethnography, Stock-
holm
Research through Interpretation (until year-end 2009)
Project manager: Professor Johannes Landgren, Faculty of Fine
and Applied Arts, University of Gothenburg
The Apple — Five Chapters about Music ‘Processes of Interpretation’
(until year-end 2006)
Project manager: Professor Dan Laurin, Royal University College of
Music, Stockholm (in cooperation with Dialogue Seminar, KTH, etc)
Public Speaking — Art and Public Discourse (up to and including 2010)
Project manager: Professor Marysia Lewandowska, University Col-
lege of Arts, Crafts and Design, Stockholm
Movement as the Memory of the Body ‘Dance and Ageing’ (Up to
and including 2006)
Project manager: Professor Efva Lilja, choreographer, University
College of Dance, Stockholm
Queer Moving Images: Their Fragility and the Fleeting Nature of
their Existence (until 2015)
Project manager: Anna Linder, producer and flmmaker, Valand
Academy, University of Gothenburg
Artistic Experience Park for Sustainable Development (until year-end
2012)
Project manager: Roland Ljungberg, artist with
PhD, University College of Arts, Crafts and Design, Stockholm
Research on Stage: Intersections between Theatre Performance,
Teaching and Academia (until year-end 2013)
Project manager: Anna Lundberg, PhD, Gender Studies, Linkdping
University
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To perform the duration of life-researching — the interpretation of
time in Olivier Messiaen’s music (until 2016)
Project manager. Musician/Organist Jonas Lundblad, Lund
University
Artistic Research Processes
Malmo Colleges of Art, Umeé Academy of Fine Arts and University
College of Arts, Crafts and Design in Stockholm. (Network Grant
2001-2005)
Project manager: Vice-Chancellor Hakan Lundstrom, Malmo
Colleges of Art, Lund University
Place and Memory: Tracking Life Flows (until year-end 2014)
A project about and at Slussen (The Lock), Stockholm
Project manager: Mikael Lundberg, artist, Moderna Museset,
Stockholm
Centre for Mask Research. Stage Interpretation and Knowledge
Formation (up to and including 2009)
Project manager: Professor Per Lysander, Principal, University
College of Film, Radio, Television and Theatre, Stockholm
The Working Languages of Dramatic Arts
University College of Film, Radlio, Television and Theatre, Stockholm,
Sodertorn University College and National Academy of Mime and
Acting, Stockholm. (Network Grant 2001-2005)
Project manager: Vice-Chancellor/Professor Per Lysander, University
College of Film, Radio, Television and Theatre, Stockholm
Towards an Extended Field of Art Music (until 2010)
Project manager: Professor Ole Lutzow-Holm, Academy of Music
and Drama, University of Gothenburg
Rephotography: a Dialogue with History in an Arctic Landscape
(until year-end 2012)
Project manager: Dr Tyrone Martinsson, School of Photography,
University of Gothenburg
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Research Processes in Art (until year-end 2005)
Project manager: Per Nilsson, PhD, Umeéa Academy of Fine Arts, in
cooperation with Professor Elin Wikstrom, artist, Umeé
Amphibian Decreation in Choreography and Philosophy (until year-
end 2014)
Project manager. Senior Lecturer Per Nilsson, Umeé Academy of
Fine Arts, Umeé University
Uncertain Reading: Contemporary Poetry as a Writing-cum-Reading
Act — A Critical Manifesto (until 2015)
Project manager. Hanna Nordenhok, author, Valand Academy,
University of Gothenburg
Practical Methods in Artistic Research in Theatre, Part 2: ‘Action
Space (one-year grant, 2007)
Project manager: Per Nordin, University Lecturer, Academy of Music
and Drama, University of Gothenburg Department of Drama
Practical Methods in Artistic Research in Theatre (until year-end 2006)
Project manager: University Vice-Chancellor Per Nordin, Academy of
Music and Drama, University of Gothenburg (within ArtTech Sublime)
Passion for the Real — on Documentarism and Art (until year-end
2008)

About the ‘poetics’ of various art forms and the interplay among them
Project manager. Professor Eva Nassén, University of Gothenburg
Investigating, Revealing and Shaping the Question: What Choices do
Actors Face in the Moment of Creation? (project planning grant, 2010)
Project manager: Anna Pettersson, actor and director, National

Academy of Mime and Acting, Stockholm

Forms of Sustainability (until year-end 2011)
Project manager: Johan Redstrom, PhD, Interactive Institute, Kista,
Stockholm

A Study of Practical Terms in Filmmaking (until 2012)
Project manager: Professor Goran Du Rées, School of Film Direc-
ting, University of Gothenburg
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Narrative processes in between — the practice of comic-strip
drawing (until 2016)

Project manager: lllustrator/Comic-strip artist Emma Rendel, Konst-

fack, Stockholm
From Movement out of Reflection in the Making: Dancers and the
Creative Process (until year-end 2012)

Project manager: Professor Cecilia Roos, University College of

Dance, Stockholm
Urban Public Space as an Artistic Laboratory — Dark Spaces,
lllumination and Over-illumination (planning grant 2011)

Project manager: Artist Monica Sand PhD, University College of

Arts, Crafts and Design (Konstfack)/Swedish Museum of Archi-

tecture, Stockholm
The Evolutionary Periphery. Architectonic Visualisation of Affordance
in Urban Peripheries (until year-end 2013)

Project manager: Associate Professor Gunnar Sandin, LTH (Lund

University)

Howe Across Reading/Performing the Past (until 2016)

Project manager: Artist Imri Sandstrom, University of Gothenburg
Professionalisation of Authors in Academic Life and Popular Educa-
tion (until year-end 2009)

Project manager: Cristine Sarrimo, University Lecturer, Malmo

University School of Arts and Communication (K3)

Participatory Mapping? Studies for Spatial Practice (one-year grant
for 2010)

Project manager: Meike Schalk, PhD, School of Architecture, Royal

Institute of Technology (KTH), Stockholm
Trust and the Development of Dialogue (until year-end 2013)

Project manager: Professor Esther Shalev-Gerz, artist, Valand

School of Fine Arts, University of Gothenburg
Neglected Modernities: Design and Method (until year-end 2013)

Project manager: Staffan Schmidt PhD, Malmé University
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Cinésense — Development of Interactive Film (until year-end 2008)
Project manager: Professor Ingvar Sjoberg, Linkdping University
Dialogue as a Tool in the Working Processes of Dramatic Art
(olanning grant 2011)
Project manager: Professor Barbro Smeds, Stockholm Academy of
Dramatic Arts
Expanded Choreography: Choreography as a Generic Skill (until
year-end 2012)
Project manager. choreographer and Senior Lecturer Marten
Spangberg, University of Dance and Circus, Stockholm
Los Angeles Islands — a Research Project on Architectonic
Americanisms in a Swedish Region (until year-end 2007)
Project manager: Associate Professor Lars-Henrik Stahl, School
of Architecture, LTH, Lund University
Placebo: the Aesthetics of Substitution in Hospital Architecture
(until year-end 2011)
Project manager: Professor Lars-Henrik Stahl, Lund Institute of
Technology (Lund University)
Writing Space — on the Poetics of Discussion and the Essay as
Form of Knowledge (until year-end 2008)
Project manager: Professor Staffan Séderblom, University of
Gothenburg
Body and Space: An Investigation of the Relationship Between
Body and Space (until 2015)
Project manager. Professor Clemens Thornquist, Swedish School
of Textiles, University of Boras
Performative Strategies and Participation on Network Fringes (until
year-end 2014)
Project manager: Palle Torsson, artist and teacher, Department
for Studies of Social Change and Culture (ISAK), Linkdping
University
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Intervention — Art in Urban Life and Development (until year-end
2009)
Project manager: Professor Peter Ullmark, School of Design and
Crafts, University of Gothenburg
No Worries, No Limits: Systems of Communication that Resemble
Art (one-year grant for 2006)
Project manager: Cesar Villanueva, artist and doctoral student,
Vaxjo University
Visual Worlds 2 ‘Colour, Light, Form and Movement’ (Until year-end
2005)
Project manager: Professor Gosta Wessel, University College of
Arts, Crafts and Design in Stockholm
Methods of Engagement: a Project on the Epistemological Rela-
tionship between Social Science and Art (until year-end 2008)
Project manager: Professor Elin Wikstrom, artist, Umea Academy of
Fine Arts
Art, Politics and Daddy. Storytelling through Other People’s Voices
and Transgressing Genres (until year-end 2013)
Project manager. author and film director Maria Zennstrém, Royal
Swedish Academy of Fine Arts, Stockholm
A Millennium with God — A Second on Earth (until year-end 2006)
Dance-Theatre-Opera
Project manager: Professor Margaretha Asberg, choreographer,
University College of Dance, Stockholm
Music in Movement: New Artistic Strategies for Fusing
Choreography and Musical Composition (until year-end 2014)
Dance-Theatre-Opera
Project manager: Stefan Ostersjo, PhD, musician, Malmé Academy
of Music, Lund University
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VETENSKAR/RADETS KOMMITTE FOR
HONSTNARUIG FORSHNING

Ledaméter utsedda for perioden 2013-2015

Professor Catharina Dyrssen, arkitektur, Chalmers tekniska hogskola Géteborg, ordférande

Gistprofessor Kristina Hagstrom-Stahl, Stockholms dramatiska hégskola/Stockholms konstndirliga higskola
Professor Lars Hallnas, Textilhigskolan, Hogskolan i Bords

Professor Hans Hellsten, Musikhdgskolan i Malmé, Lunds universitet

Vice rektor, docent Johan Sandborg, Higskolan for konst och design, Bergen, Norge (fr.o.m. 2014)
Professor John Sundholm, Institutionen for mediestudier, Filmvetenskap, Stockholms universitet

Bitr. professor, koreograf, Asa Unander-Scharin, Luled tekniska universitet

Vetenskaplig rddgivare KF: Jan Kaila, Vetenskapsrddet
Kommittésekreterare: forskningssekreterare, redaktér Torbjérn Lind, Vetenskapsrddet
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THE SUJEDIU/H ReESEARCH COUNCILS
COMIMITTEE FOR ARTIS TIC RESERRCH

Members from 2013-2015

Professor Catharina Dyrssen, School of Architecture, Chalmers University of Technology, Gothenburg, Chair
Visiting Professor Kristina Hagstrom-Stahl, Stockholm Academy of Dramatic Arts/Stockholm University of the Arts
Professor Lars Hallnas, Swedish School of Textiles, University of Bords

Professor Hans Hellsten, Malmo Academy of Music, Lund University

Associate Professor Johan Sandborg, Bergen Academy of Art and Design, Norway (from 2014)

Professor John Sundholm, Department of Media Studies, Cinema Studies, Stockholm University

Assistant Professor, Choreographer, Asa Unander-Scharin, Luled University of Technology

Scientific advisor AR: Jan Kaila, Swedish Research Council
Secretary of the committee: Senior research officer/Editor Torbjorn Lind, Swedish Research Council
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TIDIGARE ARGANGAR AV ARS/BOHEN

2004 KONST — KUNSKAP — INSIKT
- texter om forskning och utvecklingsarbete pa det konstnarliga omradet

2005 METOD & PRAKTIK
— texter om forskning och utvecklingsarbete péa det konstnarliga omradet

2006 KONSTNARLIG FORSKNING
- artiklar, projektrapporter & reportage

2007 KONSTNARLIG FORSKNING UNDER LUPP
- utvardering, artiklar och projektrapporterireportage

2008 AUTONOMI OCH EGENART
- konstnarlig forskning soker identitet

2009 KONST OCH FORSKNINGSPOLITIK
- konstnarlig forskning infor framtiden

2010 FORSKNING OCH KRITIK
- granskning och recension av konstnarlig forskning

2011 FORM OCH FARDRIKTNING
- strategiska fragor for den konstnérliga forskningen

2012 DOKUMENTATION OCH PRESENTATION AV KONSTNARLIG FORSKNING
2013  KONSTNARLIG FORSKNING DA OCH NU - 2004-2013

2014 METOD - PROCESS — REDOVISNING
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PREVIOUS EDITIONS OF THE YERRBOOH

2004

2005

2006

2007

2008

2009

2010

2011

2012

2013

2014

ART — KNOWLEDGE — UNDERSTANDING
Writings on Research and Development in the Arts

METHOD & PRACTICE
Writings on Research and Development in the Artistic Field

ARTISTIC RESEARCH
Articles, Project Reports and Art Journalism

ARTISTIC RESEARCH IN FOCUS
Evaluation, Articles, Project Reports and Commentary

AUTONOMY AND INDIVIDUALITY
Artistic Research Seeks an Identity

ART AND RESEARCH POLICY
Future Prospects for Artistic Research

RESEARCH AND CRITICISM
Investigation and Review of Artistic Research

DESIGN AND DIRECTION
Strategic Issues Facing Artistic Research

DOCUMENTATION AND PRESENTATION OF ARTISTIC RESEARCH
ARTISTIC RESEARCH THEN AND NOW: 2004-13

METHOD - PROCESS - REPORTING






From Arts College to University is the twelfth edition and begins with an examination of the
academicisation that has taken place over the past decade or so and still continues within
artistic education and research.

The opening article is an updated subject overview by the Swedish Research Council's
Committee for Artistic Research. Subject overviews have been drawn up for all the council's
subject areas as the basis for the Government's Research Bill 2016.

Academicisation is also touched upon in the following two articles, which are the speeches
given by keynote speakers at last year's symposium, which had the same title as this year-
ook,

This year we have two doctoral thesis reviews — one on literary composition, the first of its
kind in Sweden, and one on photography. Both are from the University of Gothenburg.

Next come four reports on artistic projects that have received financial support from the
Swedish Research Council. The projects are about writing as a method, a study of the
A4 Sheet, experimental theatre, and architectonic visualisation of ‘affordance’. The project
reports are then commented on by the Committee for Artistic Research.

In the closing remarks the chair of the committee comments on the committee’s activities
and future challenges in the field.
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