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Metod—Process—Redovisning ar den elfte arsboken i ordningen. Efter forra arets jubileuns-
ok fortséatter vi att beskriva utvecklingen av den konstnérliga forskningen. Upplagget kan
sagas vara en atergang till arsbockerna fore 2013 med fokus pé sarskilt angelagna fragor
(allmanna artiklar - i &r med metodfragor | centrum), recensioner och projektpresentationer.

Boken inleds med en artikel om metodfragor dar slutsatsen blir att det inte finns en metod
for konstnéarlig forskning utan metoder bor utvecklas inom varje konstform pa basis av
de arbetsmetoder som anvands. Darefter kommer en rapport fran det senaste, fjarde,
symposiet om konstnarlig forskning i Vetenskapsradets regi dar just metodfragor hade en
framtradande roll.

| &r recenseras tva doktoravhandlingar inom musikomradet som ar bland de forsta avhand-
lingarna for konstnarlig doktorsexamen vid Goteborgs universitet och i landet | dvrigt. Konst-
narlig doktorsexamen inréttades 2010 som en anpassning till de séarskilda forutsattningar
som galler for forskning inom det konstnérliga omradet.

| &r presenteras fyra projekt som fatt stod fran Vetenskapsradet. De handlar om dansaren
och den konstnarliga processen, former av hallbarhet inom design, konstmusikens utvidgade
falt och om konstnéarlig upplevelsepark for hallbar utveckling. Av detta framgér att fragor
kring miljo och hallbarhet successivt héller pa att hitta sin plats &ven inom det konstnarliga
omrédet. Darefter kommentereras projektrapporterna av kommitten for konstnarlig forskning
(inom Vetenskapsradet).

| sitt slutord reflekterar ordféranden i kommittén dver dagslaget fér omradet och om det
pagaende arbetet inom kommittén.
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FORORID

Efter forra arets jubileumsutgdva med aterblickar
och lidgesrapporter aterkommer vi hir med den
elfte utgdvan av &rsboken om konstnirlig forsk-
ning, som i ett senare skede dven kommer att pu-
bliceras digitalt (www.vr.se).

Snarare in artiklar pd metanivd om vad konst-
nirlig forskning 4r och kan vara ger arets bok,
Metod-Process-Redovisning, konkreta exempel pa
konstnirlig forskning. Den har en tydligare kopp-
ling till det arligen dterkommande symposiet om
konstnirlig forskning i Vetenskapsradets regi.

I likhet med féregdende ar har vi valt att publi-
cera drets bok bade pa svenska och engelska for att
dirmed né ut till en bredare lisekrets.

I den inledande artikeln skriver Annette Arlan-
der, video- och performancekonstnir och tidigare
professor vid Teaterhégskolan (inom Konstuni-
versitet) i Helsingfors, om Metoder i konstndirlig
forskning, vilket dr det anférande hon héll vid
symposiet om konstnirlig forskning 2013 pa
Konstfack i Stockholm. Metoder dr och kommer

sannolikt att vara en huvudfraga i debatten inom
filtet for lang tid framdver. Som Annette Arlan-
der poingterar finns det inte en generell metod
for omradet utan olika metoder maste skapas for
olika konstformer.

Direfter foljer en rapport fran det fjirde sym-
posiet om konstnirlig forskning i Vetenskapsra-
dets regi: Undersokningsformer — metod och redo-
visning (Allminna artiklar, kapitel 2). Symposiet
hade syftet att behandla fragan hur forsknings-
kvalitet kan byggas upp och stirkas samt att fort-
sitta dialogen med foretriddare fran olika amnes-
omraden.

Under avsnittet Recensioner behandlas tva
doktorsavhandlingar inom wmusikomrddet. Stefan
Ostersj6é och Henrik Frisk, de tva forsta vid Mu-
sikhégskolan i Malmé (Lunds universitet) som
disputerade inom musikomradet (2008), recen-
serar tvd avhandlingar vid Géteborgs universitet
(2013), genomfdrda inom den nya konstnirliga
examensordningen.



Dirpa foljer fyra rapporter om konstnirliga pro-

jekt som fatt ekonomiskt stéd fran Vetenskaps-

radet:

® Franrorelse urreflektionitillblivelse: Dansaren och
den konstndrliga processen, projektledare: Cecilia
Roos, professor vid Dans- och cirkushégskolan
i Stockholm, med text av Josefine Wikstrém,
doktorand vid Kingston University i London.

® Former av hdllbarhet (om design) av Johan Red-
strém, professor vid Designhégskolan i Umed
(Umea universitet).

® Motettkonstmusikensutvidgade filt av Ole Liitzow-
Holm, tonsittare och professor vid Géteborgs
universitet.

® Konstndrlig upplevelsepark for hillbar utveckling
av Roland Ljungberg m.fl., konstnir och hég-
skolelektor vid Konstfack.

Arets projektpresentationer kommenteras direfter
av kommittén for konstnérlig forskning; bland an-
nat om hur forskningsprocesserna ser ut inom olika

projekt och konstformer samt om méjligt hur pro-
jektresultaten férhéller sig till en bredare kontext?

I Slutordet kommenterar kommittéordféranden
Catharina Dyrssen dagsliget for den konstnirliga
forskningen och om arbetet inom kommittén.

Under 2014 pagér arbetet med nya/uppdaterade
dmnesoversikter &Sver alla forskningsomraden
inom Vetenskapsradet. Detta som underlag fér re-
geringens nista forskningsproposition (2016). Be-
triffande oversikten for det konstnirliga omradet
sé aterkommer vi om den i nésta arsbok.

Som framgar har arets bok fatt ett lite annorlun-
da utseende 4n tidigare. Frdn och med i ar har vi fatt
en ny grafisk formgivare, Erik Hagbard Couchér,
anstilld pd Vetenskapsridets kommunikations-
avdelning. Han ersitter vir tidigare formgivare
Maria Lindén, som medverkat sedan starten 2004,
och som vi vill passa pa att tacka fér goda insatser
under &rens lopp.

Torbjérn Lind
Redaktor



TFOREWORD

Following last year’s anniversary edition with its
retrospectives and status reports, we return with
the 1th edition of the Yearbook of Artistic Re-
search, which later will also be published digitally
(www.vr.se).

Rather than articles at a meta level about what
artistic research is and could be, this year’s book,
Method-Process-Reporting, gives concrete examples
of artistic research. It has a clear link to the annual
Symposium on Artistic Research organised by the
Research Council. As with last year’s edition, we
have chosen to publish this year’s book in both
Swedish and English in order to reach a broader
readership.

In the opening article, Annette Arlander, video
and performance artist and former professor at the
Theatre Academy Helsinki, writes about Methods
in artistic research, based on a speech she gave at
the 2013 Symposium on Artistic Research held at
Konstfack in Stockholm. In the field, methods are
- and will likely remain - a key issue in the de-

bate for a long time to come. As Annette Arlander
points out, since there is no general method appli-
cable across the board, different methods have to
be created for different art forms.

There then follows a report from the Swedish
Research Council’s Fourth Symposium on Artis-
tic Research: Forms of Enquiry — methods and re-
porting (General articles, Chapter 2). The sympo-
sium tackled the issue of how research quality can
be improved and strengthened, and the dialogue
with practitioners from different subject areas.

In the Reviews section, two doctoral theses in the
field of music are examined. Stefan Ostersjé and
Henrik Frisk, the first two people at Malmo Acad-
emy of Music (Lund University) to defend a thesis
in the musical field (2008), review two doctoral
theses in the artistic sphere at the University of
Gothenburg (2013).

This is followed by four reports on artistic
projects that have received funding from the Re-
search Council:



e From Movement out of Reflection in the Making:
The Dancer and the Artistic Process, project
manager: Cecilia Roos, professor at the Univer-
sity of Dance and Circus in Stockholm, with
text by Josefine Wikstrém, doctoral student at
Kingston University in London.

e Forms of Sustainability by Johan Redstrém, pro-
fessor at Ume3 Institute of Design.

e Towards an Expanded Field of Art Music by Ole
Liitzow-Holm, composer and professor at the
University of Gothenburg.

e Sustainable Experience Art Park by Roland
Ljungberg, artist and lecturer at Konstfack.

This year’s project presentations are accompanied
by commentary from the Committee for Artistic
Research on topics such as the research processes
within different projects and art forms, and how
the project results relate to a broader context.

In the Closing Remarks Committee Chair
Catharina Dyrssen comments on the current

status of artistic research and work within the
committee.

During 2014, work is continuing on new/up-
dated subject overviews for all the research areas
within the Swedish Research Council. This will
form the basis for the Government’s next research
bill, due in 2016. As far as the overview of the ar-
tistic field is concerned, we will return to that in
the next Yearbook.

As can be seen, this year’s book has a slightly
different appearance compared with previous
incarnations. This year a new graphic designer,
Erik Hagbard Couchér, employed by the Research
Council’s Communications Department. He re-
places our previous designer Maria Lindén, who
had worked with us since early 2004, and whom
we would like to thank for her excellent work over
the years.

Torbjérn Lind
Editor






OM METODER | KONSTNARLIG FORSKNING

Av Annette Arlander

onstnérlig forskning och praktikbaserad forskning inom de skapande och ut-
dvande konsterna ar omraden stadda i utveckling och de kan ocksé forstas som
metodologiska infallsvinklar. Dikotomin teori-praktik och det faktum att man inom
akademin vardesatter textbaserad kunskap hogre an kroppslig kunskap har redan
lange kritiserats? Men nar konstnarer borjar forska pa egna villkor, kan kompli-
kationer uppsta? Varje konstnarligt forskningsprojekt ar viktigt som en potentiell
modell for framtida forskning. Konstverkets roll varierar enligt sammanhanget. |
konstuniversitet ges den ofta primar betydelse. Praktikbaserad forskning, som tex.
pedagogisk forskning, dar konstverk och processer betraktas mer eller mindre som data for kvalitativ analys
har lattare accepterats inom traditionella universitet an praktikstyrd forskning* dar skapandet av konstverk
fungerar som grund for forskningsprocessen, for att inte tala om konstnarlig forskning, som sist och slutligen
fanar utvecklingen inom konsten och tenderar att betona konstnarens frinet. Forskning utgér en normal del
av konstskapandet inom manga omraden, sé& forskningsmetoder borde helst utvecklas fran arbetsmetoderna

och inte patvingas en framvéaxande disciplin utifran?

S8 kunde jag med tillf6rsikt skriva for bara négra
ar sedan (2008). I dag kunde man pasti att konst-
nirlig forskning ar ett forskningsfilt och ett om-
rdde fér kunskapsproduktion, snarare 4n en spe-
ciell metodologi. Forskande konstnirer kan ty sig
till olika metodologier, kvalitativa, kvantitativa el-
ler konceptuella, som Smith & Dean hivdat i sin
bok Practice-led Research — Research-led Practice.®
Manga sitter likhetstecken mellan praktikbaserad
och konstnirlig forskning (dven om det givetvis

finns andra dn konstnirliga praktiker) och ser den
som en utvidgning av den kvalitativa metodolo-
gin. Frigan om metodologi och mer specifikt om
metoder dr dock mer problematisk. Brad Haseman
har till exempel férsvarat performativ forskning
som en egen metodologi, ett helt nytt paradigm,
pa basis av Austins talaktsteori, i sin Manifesto for
Performative research.” Olika discipliner definierar
sig oftast genom sina speciella metoder. Borde inte
konstnirlig forskning gora det ocksd? Men kan



man tala om gemensamma metoder for konst-
omraden s3 vitt skilda som musik, teater, litteratur,
bildkonst, dans, film, arkitektur? I princip borde
vil varje konstform utveckla sina egna metoder
utgdende frdn de arbetsmetoder som anvinds.

Teoretiska synpunkter

En finsk filosof som varit med om att bana vigen
for konstnirlig forskning i Finland, professor i
konstfostran Juha Varto, pdpekar att varje omrade
producerar kunskap med hjilp av sina egna meto-
der: "Om vi till exempel tillimpar metoder frén
‘cultural studies’ inom forskning i konstfostran,
far vi ‘cultural studies’ som resultat. Det finns inga
neutrala forskningsmetoder.” ® Det samma kunde
forvintas gilla inom konstnirlig forskning.

I en av de mest inflytelserika bécker som dis-
kuterat den konstnirliga forskningens metodo-
logi i ett nordiskt sammanhang, Artistic Research
— Theories, Methods and Practices fran 2005 anvin-
der Mika Hannula, Juha Suoranta och Tere Vadén
(som dock inte sjilva bedrivit konstnirlig forsk-
ning) tvd metaforer for att beskriva sitt forhall-
ningssitt: upplevelsens demokrati och metodolo-
giskt 6verflod. De betonar 6ppenhet, ett kritiskt
forhallningssitt och etiska méten, och hivdar att
konsten borde ha ritt att kritisera (natur)veten-
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skapen pd samma sitt som (natur)vetenskapen
borde kunna kritisera konsten. De understryker
behovet av férdomsfrihet, tdlamod och dialog;
konstnirlig forskning behdover tid for att utveckla
en forskningskultur. Konstnirlig forskning 4r ofta
"en gobeldngliknande vivnad av manga faktorer —
det man list, det man vet, det man observerat, det
man skapat, det man fantiserat om och det man
haft for avsikt att géra — dir konstnéren snarare
an att beskriva verkligheten strivar efter att skapa
en verklighet for sitt verk med dess egna lagar.” °
De papekar ocksé att "utgdngspunkten for konst-
nirlig forskning ér forskarens 6ppna subjektivitet
och medgivandet att han eller hon sjélv 4r det cen-
trala forskningsverktyget.” ©°

Kriterierna for den konstnirliga forskningens
validitet eller giltighet hittar de (Hannula m.fl.)
frén modeller inom kvalitativ forskning, nim-
ligen, hur 6vertygande dess retorik &r, och lyfter
fram som det frimsta kravet att forskningen mas-
te vara intersubjektiv s att framtida lasare kan be-
déma dess giltighet. De nimner fem punkter som
ir av primir betydelse for konstnirlig forskning:
1) presentation av forskningssammanhanget och
avgrinsningen av problemen, 2) trovirdighet och
forklaringar, 3) hur sammanhingande och éverty-
gande forskningen &r, 4) resultatens anvindbarhet,
Sverforbarhet och nyhetsvirde och s5) forsknings-
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resultatens mening och betydelse fér konstfiltet
och forskningsfiltet.” Hur dessa fem punkter i
praktiken forstds beror bla. pd konstomrédet i
frdga och i vilken mén ordinarie konstskapande
inom omradet #r baserat pa forskning.

Tuomas Nevanlinna, en finsk filosof som varit
engagerad i debatterna kring konstnirlig forsk-
ning vid Bildkonstakademin i Helsingfors sedan
linge (2002) skriver:

"Det péstas ofta att konstnidren inom konstnirlig forskning
utforskar sina egna konstverk. Det finns 4tminstone tvé sitt
att tolka detta: antingen forskar konstniren i sina verk som
om de inte alls var hennes egna verk, eller s3 reflekterar hon
subjektivt dver deras bakgrund och sina intentioner. Bdda &r
daliga alternativ. I sjilva verket borde vi inte tala om att stu-
dera sina egna verk. Konstniren utforskar inte sina egna verk

utan med hjilp av sina verk.”

Enligt Nevanlinna kan konstnirlig forskning inte
vara en exakt vetenskap, men den kan i varje fall
vara experimentell. I experimentell forskning
utforskar man forskningsfrigor med hjilp av ett
anordnat experiment. De inledande frigorna och
arbetena inom konstnirlig forskning kunde jim-
foras med detta: vi frigar, vi gor och s& skriver
vi ut vad dialogen mellan frgor och verk pro-
ducerade. En dylik process skapar experimentell

kunskap men inte matematisk kunskap. Salunda
skiljer sig konstnirlig forskning frdn empirisk
forskning i vanlig mening, vilken férséker finna
allminna lagbundenheter. Nevanlinna foreslér,
pa ett sitt som liknar Séren Kjérups argument®,
att den konstnirliga forskningen kanske kan for-
verkliga Alexander Baumgartens plan for "estetisk
forskning”, som han lanserade pé 1700-talet: att
producera kunskap om det enskilda. Denna typ
av kunskap giller det singulira och unika och kan
inte generaliseras till allminna lagar, men ir det
oaktat kunskap.” Vad det i praktiken innebir att
forska med hjilp av sina verk kan dock tolkas pa
maénga sitt.

Esa Kirkkopelto, professor i konstnirlig forsk-
ning vid Konstuniversitetets Teaterhdgskola i
Helsingfors, foreslar att 1) en konstnir férvand-
lar sitt konstnirliga medium till ett forsknings-
medium och 2) emedan den konstnirliga pro-
cessen forverkligar och visar upp nigon form
av férdndring framstar den som ett medium for
uppfinning.” Han betonar den gemensamma och
institutionella aspekten i konstnirlig forskning.
Uppfinningsrikedomen i en uppfinning &r i sig
en frdga om utvirdering (ir det frigan om nagot
som verkligen dr nytt i forhallande till tidigare
apparater och praktiker, pdverkar uppfinningen
dem?) Men originalitet eller uppfinningsrike-



dom i sig ricker inte for att géra en uppfinning
till forskning i institutionell bemirkelse till skill-
nad fran konstnirligt skapande och experimen-
tell konst. "Konstnirlig forskning som gérs ut-
anfor institutionerna ir virdigt sitt namn endast
ifall den har institutionella konsekvenser och
ifall den kan artikulera sig sjilv i forhallande till
institutionerna — om inte annat sa fér att mot-
sitta sig dem” '°, papekar han. Till féljd av detta
skulle det centrala utvirderingskriteriet vara i
vilken man en konstnirlig forskare férméar pre-
sentera sin uppfinning som en institution. Ifall
han eller hon lyckas géra det har forskningen be-
tydelse for var och en, den producerar kunskap.”
Forskningens férmaga att skapa foérvandling blir
viktigare 4n epistemologiska eller metodologiska
fragor.

Dessa filosofréster™ frén Finland dr endast ndgra
exempel pd den pagdende diskussionen och visar
hur olika man kan nirma sig frigan om metoder
i konstnirlig forskning. De flesta teoretiker &r
mana om att forsdka sirskilja mellan konstnir-
lig forskning och konstnirlig praktik i allmin-
het. Den centrala frigan ir ofta konstverkets eller
konstskapandets roll inom ett forskningsprojekt.
Men vi kan ocksé tinka pé frigan fran det andra
hallet: Vad ar forskningens roll inom konstnirlig
praktik?
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Forskning som en del av
konstutévandet

Forskning 4r en vanlig del av konstnirligt arbete
inom méanga omrdden av samtidskonsten (som
prévande, utforskning, forsok och misstag) men
endast sillan utvecklad till forskning i formell
mening. Vi kunde till och med betrakta konst-
nirlig forskning som den senaste trenden inom
samtidskonsten, som jag papekat i ett annat sam-
manhang.” Det handlar inte enbart om den si
kallade Bologna-processen, dir olika utbildningar
i Europa underkastas trestegsmodellen fér att bli
jamforbara sinsemellan. Det finns ett klart behov
for forskning inifrén konstutdvandet, men olika
konstformer har olika (nyckel)problemstéllningar
och behdver tid for att utveckla sina egna metoder
utgdende fran existerande arbetsmetoder inom
konstomradet i fraga.

Praktikbaserad forskning har ofta ett praktiskt,
kritiskt eller emancipatoriskt kunskapsintresse,
medan konstnirlig forskning tycks finna kontakt-
punkter med filosofiska undersékningar, och dela
deras spekulativa frihet, &ven om den oundvikli-
gen har en empirisk dimension. Motiveringen for
konstnirlig forskning 4dr diremot séllan kunskaps-
produktion i sig. De flesta konstnirer vinder sig
till forskning antingen fér att de 4r missndjda med
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existerande former av praktik, fér att de har en
drom eller vision, eller for att de vill experimen-
tera och "leka”.*® Eftersom vi inte har (tminstone
inte i Finland) andra former av vidareutbildning
for konstnirer 4n vigen via forskning (férutom
rent tekniska kurser eller utbildning for tillimpa-
de former) kan vi inte utesluta det faktum, att en
stor del av de konstnirliga forskarna engagerar sig
i forskning ocksa for att utvecklas som konstnirer.
Ménga konstnirer dr ambititsa och konstnirlig
forskning kan bereda plats fé6r utmanande expe-
riment som inte dr mojliga inom vanlig "show-
business”. Fér de kritiskt sinnade tillhandahaller
konstnirlig forskning en plats att ifrigasitta och
kritisera konstvirldens ingrodda konventioner.
Fér de mer konservativt lagda erbjuder konstnir-
lig forskning moéjligheten att formulera och doku-
mentera tyst kunskap och beprévade metoder. For
dem som vill fokusera pé den konstnirliga forsk-
ningens tillforlitlighet och giltighet som kun-
skapsproduktion, giller det att forsoka tillfreds-
stilla alla de forvintningar som Henk Borgdorff
riknade upp i sin vilkinda text frdn 2006.

"Konstutdvande — bdde konstverket och den skapande proces-
sen — forkroppsligar situerad tyst kunskap som kan klargoras
och formuleras med hjilp av experiment och tolkning, [...]

Konstutdvande giller som forskning nir dess avsikt &r att ut-

vidga var kunskap och férstéelse genom en ursprunglig utred-
ning. Den inleds med frigor som ir relevanta for forsknings-
sammanhanget och fér konstvirlden, och tillimpar metoder
som ir lampliga fér studiet. Processen och forskningsresulta-
ten dokumenteras och sprids ut pa ett limpligt sitt till forsk-

ningssamfundet och till allménheten.” 2!

Det &r lattare sagt dn gjort. Att uppfatta konstuto-
vandet i sig som ett forskningsprojekt dr vanligare
inom den fria konsten (fine art). Inom samtids-
konsten utgor ett kritiskt ifrgasidttande grunden
for hur konsten ser sig sjilv.

"Konsten &r en skapande och intellektuell strdvan som inbe-
griper konstnirer och andra konstutdvare i en reflexiv pro-
cess, dir konstens natur och funktion ifrdgasitts och utmanas

genom att producera ny konst.” 2

Det later vildigt lika som det traditionella sjalv-
korrigerande eller sjilvreglerande vetenskapsidea-
let. Alla scenkonstnirer skulle férmodligen inte
halla med detta, for trots att experimenterande
eller ifrigasittande virderas ingdr de inte i den
allminna definitionen av konstformen. Inom de
utévande konsterna, eller d man talar om olika
konstformer, anvinds ofta benimningar som ut-
gar fran begreppet "practice”, som till exempel
praktik-baserad, praktik-styrd och praktik som



forskning (practice-based, practice-led, practice-
as-research).” Det hir beror delvis pa olika syn pa
konsten. Inom musik, teater och film beskriver
konst ofta en genre eller kvalitet, som i konstfilm,
eller konstmusik, inte filtet som helhet.

Forskning som innebir ett férsok att artikulera
och teoretisera en pégdende praktik, vilken byg-
ger pé inldrda (och diarmed oftast mer eller mindre
omedvetna) fardigheter har en annan betoning
och anvinder andra metoder in forskning som
forsoker utveckla ett nytt slags konstverk eller en
designprodukt, och forklara vigen fram till resul-
tatet. Vi kunde till och med siga att konstnirlig
forskning kan vara praktikbaserad, d3 konstut-
Svningen dr viktigare dn ett enskilt verk, eller
design-inriktad (alternativt verkinriktad, for det
giller dven fri konst).” En sidan indelning kan gi-
vetvis inte vara strikt, for det finns design inom
de utévande konsterna (ljusdesign, ljuddesign och
sa vidare), och den samtida bildkonsten fokuserar
ofta pa processer och interaktion snarare n pro-
dukter och avslutade verk.

Skillnaden kan uttryckas med hjilp av tidsre-
lationen. Ar forskningsprocessen planerad, doku-
menterad och framéatriktat, strivar den efter att
skapa ndgot nytt, eller bygger den pa reflektion
av det som skett och férséker férstd och artiku-
lera det man gor eller redan gjort? I forsknings-
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sammanhang betraktas den férsta modellen ofta
som idealisk. Ett vilplanerat projekt med klara
fragor och mal, med tydligt artikulerade metoder
framstills som idealet. I verkligheten dr en mo-
dell d4r man férst gor ndgot och sedan forsdker se
tillbaka, reflektera och forstd vad man gjort och
vad det innebir, 1dngt vanligare inom konstnirlig
forskning. Barbara Bolt har argumenterat for att
vi borde fokusera pé den skapande forskningspro-
cessens konsekvenser, savil materiella, diskursiva
som affektiva.”

Traditionerna och konventionerna inom olika
konstomréden har ett starkt inflytande pé forsk-
ningen, och de motiveringar, fragor, metoder,
diskurser och &ven svdrigheter som giller inom
omradet i fraga. En av de forsta uppgifterna fér
en konstnirlig forskare, oberoende av vilket slags
modell man siktar p3, dr att bli medveten om och
artikulera de olika férutfattade meningarna och
sjalvklarheterna man har rvt eller valt med sitt
konstomréde.

Till exempel experimenterandets roll och inno-
vationernas betydelse i det dagliga konstutévan-
det varierar inom olika konstformer pa en vid
skala, allt frAn den klassiska baletten, dir experi-
ment har en begrinsad betydelse - via kollektiva
improviserade former som jazzmusik eller kontak-
timprovisation inom dans - till industriell design
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dér innovationer ir sjilva raison d'étre for arbetet.
Denna skillnad i férhallande till undersékande
och experimenterande har foljder for forskning-
ens status inom respektive konstvirld, och fér den
andring i attityder och férhallningssitt en konst-
nir maste genomga dé han eller hon inleder ett
konstnirligt forskningsprojekt.
Experimenterandet kan uppfattas mer formellt,
som att testa en hypotes, eller mer kreativt som att
utforska det okinda eller som en pagdende process
av iakttagelser och analys. Inom fri konst ir ex-
perimenterande en naturlig del av praktiken for
manga konstnirer. Intresset for teori bland konst-
nirer dr allmint och diskussionerna kring konst-
verk kan vara kunskapsorienterade och filosofiskt
eller politiskt sofistikerade; att géra studier eller
utforska ndgot ar vardagliga uttryck. Problem upp-
stir nirmast i frdga om malsittningen, for det dr
underforstatt att all forskning gér ut pa att hjilpa
konstniren att skapa ett bittre konstverk. Forsk-
ningen — konceptuell forskning, arkivforskning,
faltarbete eller experimenterande - kan integreras
som en del av konstskapandet, men resultatet man
strivar efter dr inte i frimsta hand att 6ka vér kun-
skap och férstdelse, utan ett nytt konstverk.
Diremot upplevs forskning ofta som avligset i
forhallande till ordinarie praktik inom musik, tea-
ter, dans och film. Traditionellt har upptridande

konstnirer koncentrerat sig pé att skaffa forma-
gan att bemistra speciella firdigheter och skick-
lighet i att tillimpa dem i levande situationer. Lek-
fullhet ligger nidra experimenterande, men kan
ofta uppfattas som nagot opalitligt i akademiska
sammanhang. Férfériska och forvillande férestill-
ningar som blandar illusion och verklighet, fakta
och fiktion, tolkas som antitesen till en vetenskap-
lig demonstration. And3 bestar en stor del av for-
beredelserna fér en produktion av aktiviteter som
liknar forskning — s&vil arkivforskning som expe-
riment - det 4r endast en gradskillnad mellan dem
och mer formella forskningsprocesser.

Konstskapande som metod?

Innebdr formella forskningsprocesser da att
konstnirlig forskning helt enkelt tillimpar me-
toder fran samhillsvetenskaperna och humaniora
eller till och med frdn naturvetenskapen? Ménga
konstnirliga forskare l&nar kvalitativa metoder
som stdr nira fenomenologi, hermeneutik, et-
nografi, eller narrativa metoder, action research
osv. Det kan vara behiindigt i situationer dir det
konstnirliga arbetet utférts i bérjan av proces-
sen och frigorna har férindrats under processens
gang. D3 kan konstverken férvandlas till data,
material att studera, istéllet f6r forskningsresul-
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tat, och kvalitativa metoder kan tillimpas pé att
analysera dokumentation av den skapande proces-
sen, precis som data fran intervjuer, till exempel.
Men man kan ifragasitta ifall detta dr konstnir-
lig forskning i egentlig mening. En situation dir
en konstnir upphor att vara konstnir efter att ha
gjort ett verk och férvandlas till en forskare som
analyserar verket har kritiserats.” Till en viss grad
ir denna forvandling emellertid oundviklig, det ér
ju det reflexivitet handlar om. Att ta lite avstdnd
fran arbetet och kritiskt analysera vad man gjort
ingdr oftast som ett viktigt skede redan i den or-
dinarie konstnirliga processen. Vitsen ir att hitta
en rytm didr man alternerar mellan skapande och
kritiskt reflekterande.

Att géra konst kan vara ett slags forskningsme-
tod om det artikuleras och systematiseras, hivdar
bland annat Shaun McNiff ¥, som verkat inom
konstterapin, dir trycket frdn den naturveten-
skapliga, metodfixerade forskningen inom hélso-
varden ir stark. Inom humaniora uppfattas meto-
der sillan som s allena saliggérande. (Atminstone
pa min tid gick det bra att bli filosofie magister
med teater- och konsthistoria som huvudimnen
utan att tinka sidrskilt mycket p& metodologi.) Att
forvandla konstnirliga arbetsmetoder till forsk-
ningsmetoder genom att klargéra vad man egent-
ligen brukar gora, i vilken ordning och pé vilket
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sitt, dr ett bra alternativ till linemetoden. Nancy
de Freitas har studerat aktiv dokumentering® som
ett redskap i konstutbildningen och hivdar att
den kunde std som grund dven fér utvecklandet
av forskningsmetoder. Antti Nykyri, en doktorand
i Helsingfors, som arbetar med att utveckla mer
interaktiva redskap for ljuddesign dokumenterade
sin process genom att ta bilder av sitt arbetsbord
da och da.” Fér honom var det viktigt att anvinda
ett annat medium fér dokumenteringen, #n det
han anvinde for sitt skapande.

Aven min egen praktik kunde tjinstgéra som
exempel pa konstskapande som forskningsmetod.
Jag videofilmar en performance i landskapet frén
samma plats med samma bildskirning en ging i
veckan under ett ar och editerar materialet till ett
videoverk ett &r senare. Det &r visserligen en me-
tod att studera fordndringar i omgivningen och
vidret i sodra Helsingfors, snarare 4n den skapan-
de processen. Ifall forskningsmetoder utvecklas
utifrdn de arbetsmetoder som anvinds inom varje
enskilt konstomrédde kommer forskningsproces-
serna att ha sina séirskilda kinnetecken inom olika
omraden.

Att skapa variationer och jamféra dem pamin-
ner om naturvetenskapliga experiment, dir ett
visst element varieras medan 6vriga omstindig-
heter halls s& konstanta som méjligt. Analogin
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kan vara problematisk, eftersom det oftast finns
alltfér manga variabler inom konstskapandet, i
synnerhet inom scenkonst eller film. Mina férsta
forsok med konstnirlig forskning pé 19go-talet ut-
gick fran frdgan hur rummet péverkar en férestill-
ning, som jag undersdkte genom att regissera tio
versioner av samma pjis, for tio olika spelplatser.
Jag kom mycket snabbt underfund med att det var
intressantare att skapa variationer som skiljde sig
s& mycket som méjligt, dn att forséka bevara ndgot
konstant, och omformulerade forskningsfragan
till hur man kan anvinda rummet som uttrycks-
medel.*® En konstnirs hela praktik kan bygga pa
experimenterande med variationer pd samma pro-
blem. Till exempel doktoranden Tuula Nirhinen™
skapar konst genom att lata naturen (regnet, va-
gorna, havssaltet osv.) forma bilder via olika slags
aggregat och processer hon utvecklat. I sddana fall
stdr metoderna mycket nirmare naturvetenskap-
liga metoder 4n humanioras kallkritik.

En variant av experimentell konstnirlig forsk-
ning ir att kritisera ndgon tidigare teori pa basis
av praktisk erfarenhet. Det gir relativt litt att
avsldja bristerna i en modell genom praktiska ex-
periment. I mitt doktorsarbete® anvinde jag Peter
Eversmans® analytiska modell om teaterrummets
organisation och anvindning och kritiserade dess
begrinsningar med mina egna férestillningar som

exempel. Jag visade att modellen fungerade enbart
i utrymmen avsedda for teaterbruk och féreslog
fordndringar for att beakta sd kallade platsspeci-
fika forestillningar. Det gjorde jag dock férst efter
att sjilv ha skapat en liknande modell och upp-
tackt (till min fasa) Eversmans modell och gran-
skade darefter skillnaderna dem emellan.

Detta slags kritiskt experimentella f6rhall-
ningssitt utnyttjas ritt sillan i dag. Det ar vanli-
gare att borja med ett problem man #r intresserad
av, sitta igdng med konstskapandet och vilja fokus
for sina reflektioner medan arbetet pagér eller till
och med efterat. Oftast blir konstverken eller den
konstnirliga praktiken material att analysera och
reflektera dver efterdt, iven om man kanske velat
se dem som en metod eller avsett dem som forsk-
ningsresultat. Etnografiska tillvigagangssitt kan
vara anvindbara, men de férvandlar litt konstska-
pandet till insamling av data och konstverket till
data istillet for resultat, vilket oundvikligen ska-
par storre krav pd den skriftliga delen, med ana-
lys av erfarenheterna samt begreppsbildning och
teoretisering utgdende fran dem.

Ifall konstskapande ir en metod for konstnirlig
forskning, skall den producera konst ocks3, eller
ricker det med att man anvinder samma tillva-
gagdngssitt? Kan resultatet vara nigot annat dn
konst? Ja, resultatet borde i princip kunna bli en
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demonstration, eller till och med en rapport om
varfér det inte blev ndgot konstverk, beroende pé
forskningsprocessens mél och syfte. Inom tekno-
logibaserade omrdden handlar forskningen ofta
om det som #nnu inte fungerar, "if it works, it is
no longer cutting edge”.* Inom naturvetenskaplig
forskning &r ett negativt resultat lika virdefullt
som ett positivt, att ndgot inte fungerar ir lika
nyttigt att veta som att ndgot fungerar. Men inom
konsten ir vi vana att vara tvungna att lyckas.
Aven inom konstnirlig forskning betonar vi girna
konstnirlig kvalitet fér att pa si sitt ha konsten
och konstskapandet i centrum. Men detta kan
resultera i en press att skapa sa kallad kvalitets-
konst, konst som redan ir etablerad och bekant,
vilket oftast innebér raka motsatsen till forskning.
I forskning maste man kunna misslyckas. Vi borde
kunna skilja mellan en lyckad forskningsprocess
och ett lyckat konstverk som resultat, utan att ge
avkall pé det konstnirliga.

Den hir fragan kompliceras ytterligare av det
faktum att ett konstverk traditionellt bara kan
skapas av en konstnir, och det kan ske via ett be-
slut, som Duchamps berémda pissoar. Men konst
uppstdr d& den visas, och beslutet att visa upp
ndgot som konst gors oftast av ndgon institution
eller kurator, som Boris Groys® pépekat. Ifall en
konstndr dr van att tinka "detta dr konst ifall jag
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siger att det dr konst”, oberoende om det visas
eller inte, kan det vara ovant att inte kunna siga
"detta dr konstnirlig forskning eftersom jag siger
att det dr konstnirlig forskning”. Lika konstigt
kan det bli nér kuratorer och institutioner viljer
att pastd, "titta, detta dr konstnirlig forskning”
och visar upp sina utvalda forskningsprojekt pa
samma sitt som konst. Men det hir 4r kanske ett
sidospar...

Fragor och tillvagagangssatt

Frégor och metoder hinger ihop. Metoderna bor-
de rimligtvis viljas utifrén frigestillningen; med
vilka tillvigagéngssitt kan jag bist utreda den
friga jag valt att underséka? Men om man utgar
fran existerande arbetssitt 4r metoderna ju redan
givna. Avsikten dr da att férsoka formulera frigor-
na utgdende frén konkreta arbetsfrigor som man
anviander inom det konstnirliga arbetet. Fragor
om varfor? till exempel, som giller orsakssam-
manhang, dr ofta svdra att besvara genom konst-
skapande. Fragor om hur? eller pa vilket sitt? gir
diremot enklare att tackla via konstnirlig prak-
tik. Fér att anvinda min egen praktik igen som
exempel har jag de senaste tio &ren arbetat med
fragestillningen: "Hur uppféra, utféra landskap i
dag?” ("How to perform landscape today?”) Det ar
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en alltfor generell fraga for att vara riktigt anvind-
bar som forskningsfraga, men det dr ndgot att utgd
ifrén, eftersom jag kan férsoka besvara den med
hjalp av konstnirlig praxis. Och svaret jag far fram
iar egentligen en demonstration: "Kanske s& hir?”
Vad gér da mina arbeten till konstnarlig forskning
istallet for vanligt konstskapande? Vad goér dem
till medel fér att skapa ny kunskap och férstael-
se och inte enbart redskap att skapa upplevelser
och insikter hos en potentiell betraktare? Inte
mycket, nddvindigtvis, men kanske ndgot inda:
min villighet att placera dem i relation till tidigare
forskning, att anvinda dem som exempel i kon-
ceptuella diskussioner, att 5ppet dokumentera och
reflektera 6ver arbetsprocessen, och sist men inte
minst, min vilja att skriva om dem. Fér en konst-
nirlig forskare med ett projekt som skall redovisas
eller granskas som en avhandling rekommenderar
jag inte denna metod. Att gora konst férst och
kontextualisera det som forskning efterdt ska-
par férmodligen mera problem #n att planera ett
forskningsprojekt som innehéller konstskapande
varvat med kontextualiserande och reflektion.

Vi kan friga: Var befinner sig konstskapandet
inom ett forskningsprojekt? Var ir dess plats i pro-
cessen? Ar det nigot man bérjar med fér att skapa
material, eller nigot man visar upp avslutningsvis
som ett resultat, eller kanske ndgot man haller pa

med under hela processen, ett sitt att tinka. Det
enklaste sittet att undvika tudelningen i "géra
forst — skriva sedan” modellen &r att varva dem.
En utstillning eller forestillning leder till en essd
som leder till en ny utstillning eller férestéllning
osv. Detta liknar i princip kretsloppet i "action
research” med planering, som leder till handling,
som leder till reflektion, som leder till ny plane-
ring osv. Det finns andra liknande modeller, till
exempel Halprins & Burns RSVP-cykel (resources,
scores, valuaction and performance) fér grupp-
processer.®® Robin Nelson har nyligen summerat
sin version av den brittiska modellen fér "prac-
tice-as-research” som en cirkel med en triangel
av konstnirlig praxis i centrum (teorin invivd i
praktiken) omgiven av tre former av kunskap: tyst
kunskap eller kunnande inifrdn (know-how), pro-
positionskunskap utifrén (know-that), och den
tysta kunskapen gjord explicit genom reflektion
(know-what).” Och denna cirkel kan man snurra
runt i, aven om alla tre aspekter &r med i det mesta
man gor.

Oftast dr den viktigaste frigan ind&: ir det na-
got jag verkligen vill finna svar p§, finns det ett
problem som jag vill forsoka klargéra eller till och
med 16sa? Manga gér forst kring fragan likt den
berémda katten kring gréten och det egentliga
problemet klarnar férst under arbetets gdng. Fra-
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gestillningen férindras ibland radikalt, men helt
utan fragor eller problem ir det besvirligare. I s&
fall kan det vara en bra idé att forsoka artikulera
extra tydligt vad det 4r man férsdker gora med sitt
forskningsprojekt.

Vi kunde férstds strunta i fragor, argumentera
med stéd av Philip Auslander®, som papekar att
dokumentation ir performativt — den skapar det
som den antas dokumentera, t.ex. att dokumen-
tera en performance som performancekonst gor
den till performancekonst — och hivda att sam-
ma sak giller fér forskning. Att dokumentera ett
konstnirligt projekt som forskningsprojekt kon-
stituerar projektet som forskning. Det ir inte s&
ovintat som det later: Ifall jag skapar en skulptur
av atervinningsmaterial och dokumenterar nog-
grant alla faser i arbetsprocessen kan jag med lite
kontextualiserande visa fram projektet som ett
forskningsprojekt som producerar ny kunskap om
och forstéelse fér hur en skulptur blir till, eller hur
atervinningsmaterial kan utnyttjas. Har dr doku-
mentering av processen den centrala metoden.

Och vi kunde g #nnu lingre och pastd med stéd
av Richard Schechner® att s gott som vad som
helst kan betraktas som forskning. Han féreslér
att vi kan studera vilken aktivitet som helst som
performance, som (om den var) en forestéllning
eller en prestation. Till och med en karta kan ana-
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lyseras som (om den var) en performance, en ak-
tivt verkande entitet. PA motsvarande sitt kunde
vi betrakta vilken konstnirlig process som helst
som (om den var) en forskningsprocess. Forsk-
ningen uppstar just i detta betraktande, som da
blir den avgérande metoden.

Avslutningsvis

Istillet for att upprepa vad jag sagt om metoder,
vilka som sagt i princip borde utvecklas inom varje
konstform pa basis av de aktuella arbetsmetoder-
na, ska jag avslutningsvis komma med en rekom-
mendation. P4 basis av de doktoranders dilemman
jag foljt under dren rekommenderar jag att en
konstnirlig forskare, doktorand eller veteran, hél-
ler fast vid dtminstone ett av de foljande i forsk-
ningsprocessens turbulens - frdagan, metoden eller
materialet. Genom att vilja vilket av dessa man
forsoker bevara konstant ansluter man sig samti-
digt ocksa till en forskningstradition. Menar jag
allvar med den hir férenklingen? Kanske vi kan
ta det som ett tankeexperiment snarare in ett rit-
tesndre: 1) Ifall man héller fast vid sin grundfréga,
ir alla medel och metoder for att forsoka fa svar pa
den fragan tillditna. Man kan 4ndra sina metoder,
sin teoretiska referensram, lata processen leda,
soka nya data, utan att forlora kursen och tappa
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bort vad man egentligen haller p& med. (Den hir
attityden stdds av Feyerabend® och kommer nira
common sense — atminstone enligt min uppfatt-
ning.) 2) Ifall man héller fast vid den metod man
valt, och ifall metoden &r accepterad inom den
tradition man arbetar i, kommer man att produ-
cera nagot slags forskningsresultat dven om man
Gverger sin ursprungliga frdga och alla de anta-
ganden och maélsittningar man borjade med. En
metod ger ndgon form av resultat. (Den hir atti-
tyden liknar ett slags "normal science”’-tradition,
och ir en av orsakerna till att det pratas s3 mycket
om metoder. Metoden anses garantera resultaten
eller vetenskapligheten.) Och slutligen, 3) ifall
man héller fast vid sitt material, kan man férindra
frdgorna man stiller till det eller metoderna man
analyser det pd, och lata materialet leda eller tala
(Den hir attityden liknar séttet att idealisera ma-
terialets betydelse inom kvalitativ forskning, dven
inom humaniora i vissa ssmmanhang.) Att férséka
formulera och fixera alla - frga, metod och mate-
rial — pa férhand och hélla fast vid sin forsknings-
plan under hela processen ir oftast ren och skir
idealism (och ibland #dven skadligt) i en konstnir-
lig forskningsprocess dir alla aspekter kan vara
stadda i férvandling. De flesta konstnirer dr bra pa
att std ut med ovisshet i sin skapande process, och
detta kunde vara en tillgdng att falla tillbaka pa.

Aven om frigan om metoder ir betydelsefull —
metoderna dr vad som skiljer olika discipliner &t —
ir den egentligen en praktisk fraga: hur artikulera
existerande (eller nya) arbetsmetoder pa ett sitt
som gor dem forstéeliga som forskningsmetoder.
Konstnirer som tenderar att arbeta systematiskt
eller med processer som #r enkla att beskriva, har
ofta littare att acceptera forskningens krav pa ge-
nomskinlighet. Om vi haller med Feyerbend att
alla metoder som leder till kunskap ir tillatna, ar
det klart att konstnirliga arbetssitt kan vara lika
goda metoder som vilka andra som helst, bara de
artikuleras tillrickligt tydligt. Och d& blir den av-
gorande fragan snarare syftet. Tillimpar jag dessa
metoder for att skapa ett konstverk, en méngtydig
och paradoxal entitet, eller gér jag det for att skapa
ndgon form av kunskap, férstaelse eller insikt som
jag kan dela med andra och 18ta andra bygga vidare
pa? Jag tror de allra flesta konstnirliga forskare
helst skulle svara: Bdde och.






ON METHODS OF ARTISTIC RESEARCH

By Annette Arlander

rtistic research and practice-based research in the creative and performing arts
are developing fields of study, and they can be understood as methodological
approaches as well. The theory-practice divide and the valorisation of textual over
embodied knowledge within academia have long been criticised? Researchers
turn to practitioners for knowledge. But when artists start to carry out research on
their own terms, complications can arise> Every new work of artistic research is
important as a potential model for future research. The role of the artwork varies
according to context. In art universities it is often considered of prime importance.

Practice-based research, like pedagogical research, where artworks and processes are considered more or
less as research data for qualitative analysis, has been more easily accepted in traditional universities than
practice-led research?, where creating artworks functions as the basis for the research process, not to men-
tion artistic research, which in the end serves developments in art and tends to emphasise the freedom of
the artist. Research is a normal part of artistic work in many areas and research methods should preferably
be developed from working methods, not imposed on an emerging field from the outside?

This is what I confidently wrote just a few years
ago (2008). Today, one could claim that artistic re-
search is a research field and an area for knowledge
production, rather than a specific methodology.
Researching artists can adopt different methodolo-
gies, qualitative, quantitative or conceptual, as sug-
gested by Smith & Dean in their book Practice-led
Research— Research-led Practice in the Creative Arts.®
Many equate practice-based research with artistic
research (although there are, of course, practices

other than those of an artistic nature) and see it as
an extension of the qualitative methodology. The
question of methodology and more specifically
methods is, however, problematic. Brad Haseman,
for instance, has defended performative research
as a separate methodology, a whole new paradigm,
on the basis of Austin’s speech act theory, in his
Manifesto for Performative Research.” Different dis-
ciplines tend to define themselves through their
specific methods. Should not artistic research do
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the same? But is it possible to talk about common
methods for artistic areas as diverse as music, thea-
tre, literature, visual art, dance, film and architec-
ture? In principle, each art form ought to develop
its own methods, based on the working methods
employed.

Theoretical perspectives

One philosopher preparing the way for artistic re-
search in Finland, professor of art education Juha
Varto, notes that every field produces knowledge
via its own methods: “If we for instance apply
the methods of cultural studies to art education
research, we get cultural studies as an outcome...
There is no such thing as a neutral research met-
hod.” ® The same could be expected of the field of
artistic research.

In one of the most influential books to discuss
the methodology of artistic research in a Nordic
context, Artistic Research — Theories, Methods and
Practices from 2005, Mika Hannula, Juha Suoranta
and Tere Vadén (who have, however, not them-
selves conducted any artistic research) use two
metaphors to describe their approach: democracy
of experiences and methodological abundance.
They emphasise openness, criticality and ethical
encounters, indicating that art should have the
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right to criticise science in the same way that sci-
ence ought to be able to criticise art. They stress
the need for open-mindedness, patience and dia-
logue; artistic research needs time to develop a
research culture. Artistic research is often “a ta-
pestry-like weave of many factors — the read, the
known, the observed, the created, the imagined
and the deliberated — where the author does not
so much strive to describe reality but to create a
reality for her work with its own laws.” ® They also
note that “the starting point for artistic research
is the open subjectivity of the researcher and her
admission that she is the central research tool.”

Asacriterion for the validity of research, follow-
ing models from qualitative research, the writers
stress the convincingness of its rhetoric and point
out as the main requirement that the research
be intersubjective so that future readers can
assess its validity. They name five points that are
of prime importance for artistic research: 1) pre-
senting the research context and delineating the
problems, 2) credibility and explanations, 3) the
internal coherence and persuasiveness of the re-
search, 4) the usability, transferability and novel-
ty value of the results and 5) the meaning and
importance of the research results to the artistic
and research communities.” How these five points
are understood in practice depends on the artistic
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domain in question and to what extent ordinary
artistic practice in that domain is research-based.

Tuomas Nevanlinna, a Finnish philosopher en-
gaged in debates on artistic research at the Finnish
Academy of Fine Arts from very early on (2002),
writes:

“It is often said that in artistic research the artist researches
his or her own works. There are at least two possibilities of
interpreting this: either the artist investigates the works as if
they were not his or her works at all, or then he or she subjec-
tively reflects on their background and intentions. These are
bad alternatives. Actually we should not speak of researching
one’s own work. The artist does not research his or her works
but with (the help of) his or her works.” 2

According to Nevanlinna, artistic research cannot
be an exact science, but it could nevertheless be
experimental. In experimental research a question
is investigated with the help of an experimental
arrangement. The initial questions and works in
artistic research could be compared with this: we
ask, we do and then we write out what the dia-
logue between questions and works produced. This
kind of process produces experimental knowledge
but not mathematical knowledge. Thus artistic
research differs from empirical research, which
tries to find general laws. Nevanlinna suggests,

in line with Séren Kjérup’s argument®, that per-
haps only artistic research can realise Alexander
Baumgarten’s plan for “aesthetic research”, which
he declared in the 18th century: to produce know-
ledge of the singular. This kind of knowledge con-
cerns the singular and the unique and cannot be
generalised into laws, but it is nevertheless know-
ledge.* What it means in practice to conduct re-
search with the help of one’s works can however,
be interpreted in many ways.

Esa Kirkkopelto, professor of artistic research
at Theatre Academy Helsinki, proposes that: 1) an
artist changes her artistic medium into a medium
of research and 2) as a process of artistic research
carries out and displays a certain change, it artic-
ulates itself as a medium of invention.” He stress-
es the shared and institutional aspect of artistic
research. The inventiveness of an invention is in
itself a matter of evaluation (is it something really
new and different in relation to previous devices
and modes of practice; does it have an impact on
these?). But mere originality, or even ingenuity,
does not suffice to make an invention research in
any institutional or academic sense, to distinguish
it from art making and experimental art. “Artistic
research done by an artist outside institutions is
worthy of its name only if it has institutional con-
sequences and if it can articulate itself in relation
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to institutions, if only in order to resist them,” ¢

he points out. “As a consequence, the criteria for
evaluation would consist of considering to what
extent an artist-researcher is able to present their in-
vention as an institution. If they manage to do that,
their research has significance to everyone, it pro-
duces knowledge.” 7 The capacity of research to
create transformation becomes more important
than epistemological or methodological issues.
These philosophers’ voices® from Finland are
just a few examples of the ongoing debate and
they show how differently it is possible to ap-
proach the issue of methods in artistic research.
Most theorists are keen to differentiate between
artistic research and artistic practice in general.
The core issue is often the role of the artwork or
artistic creation within a research project. We can
also look at the issue from the other direction:
What is the role of research in artistic practice?

Research as part of the artistic
practice

Research is a normal part of artistic work in many
areas of contemporary art (in the form of explo-
ration, investigation, trial and error), but only ra-
rely developed into a formal research inquiry. We
could even consider artistic research as the latest
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trend in contemporary art, as I have stated in an-
other context.” The issue goes beyond the Bologna
Process, where different educational systems in
Europe are subjected to the three-cycle model in
order to be mutually comparable. There is a clear
need for research from the inside of arts practices,
but different art forms have different key issues
and problems and need time to develop their own
methods, based on existing working methods
within the relevant artistic field.

Practice-based research often has a practical,
critical or emancipatory knowledge interest, while
artistic research appears to find contact points
with philosophical studies, and shares their specul-
ative freedom, although it inevitably also has an
empirical dimension. The motivation for artis-
tic research is, however, rarely the production of
knowledge as such. Most artists turn to research
because they are dissatisfied with existing forms
of practice, because they have a dream or vision,
or because they want to experiment and play.”
Since (at least in Finland) we do not have forms
of further education for artists other than the re-
search route (except for purely technical courses
or training in applied forms), we cannot exclude
the fact that a large proportion of artistic research-
ers engage in research in order to develop as artists
as well.
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Many artists are ambitious and artistic research
can pave the way for challenging experimentation
that is not possible within ordinary “showbusi-
ness”. For the critically minded, artistic research
provides a space for questioning and criticising
the ingrained conventions of the art world. For
the more conservatively inclined, artistic research
offers an opportunity to formulate and document
tacit knowledge and tried and tested methods.
For those who want to focus on the reliability and
validity of artistic research as knowledge produc-
tion, the task is to try to satisfy all the expectations
that Henk Borgdorff listed in his well-known text
from 2006.

“Art practice — both the art object and the creative process —
embodies situated, tacit knowledge that can be revealed and
articulated by means of experimentation and interpretation.
[...] Art practice qualifies as research if its purpose is to expand
our knowledge and understanding by conducting an original in-
vestigation. It begins by addressing questions that are pertinent
in the research context and in the art world, and employs meth-
ods that are appropriate for the study. The process and out-
comes are then documented and disseminated in an appropriate

manner to the research community and the wider public.” %!

That is easier said than done. Understanding art
practice itself as a research project is more com-

mon in fine art. Within contemporary art, critical
questioning is the basis for art’s self-understanding.

“Art is a creative and intellectual endeavour that involves art-
ists and other arts practitioners in a reflexive process where
the nature and function of art is questioned and challenged

through the production of new art.” 2

This sounds very much like the traditional self-
correcting or self-regulating scientific ideal. Not
everyone in the performing arts would probably
agree with this since, despite experimentation and
questioning being valued, they are not integral
to the general definition of the art form. Within
the performing arts, or when talking about differ-
ent art forms, terms formed around the notion of
“practice” are often used, such as practice-based,
practice-led and practice-as-research.”® This is
due, in part, to differing views of art. Within mu-
sic, theatre and film, art often describes a genre or
quality, as in art film or art music, rather than the
field as a whole.

Research that entails an attempt to articulate
and theorise an ongoing practice based on acquired
(and thus usually more or less unconscious) skills,
has a different emphasis and uses different meth-
ods compared with research that attempts to de-
velop a new type of art work or design product,
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and explain the route to that result. We could even
say that artistic research can be practice-based,
when the practice of art is more important than
an individual work, or design-led (alternatively
work-led, since this applies to fine art as well).?
Such a division cannot, of course, be strictly ap-
plied, because there is design within the perfor-
ming arts (lighting design, sound design and so
on), and contemporary fine art often focuses on
processes and interaction rather than products
and finished works.

The difference can be expressed through the
relationship with time. Is the research process
planned, documented and forward-looking, is it
striving to create something new, or is it rooted
in reflection on what has happened and trying to
understand and articulate what one does or has
already done? In a research context, the former
model is usually considered the most desirable.
A well-planned project with clear questions and
goals and clearly articulated methods is held up as
the ideal. In reality, a model where one first does
something and then tries to look at it, reflecting
on and understanding what one has done and what
that means, is much more common in artistic re-
search. Barbara Bolt has argued that we should fo-
cus on the consequences of the creative research
process, be they material, discursive or affective.”
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The traditions and conventions of the various
artistic fields have a strong influence on research,
and on the motivations, questions, methods, dis-
courses and indeed difficulties that apply within
the field in question. One of the first tasks for an
artistic researcher, regardless of the type of model
being applied, is to be aware of and articulate the
varied preconceptions and truisms that one has
inherited or adopted with one’s artistic field.

The role of experimentation and the importance
of innovation in everyday art practice, for example,
varies widely across different art forms, all the way
from classical ballet, where experimentation is of
limited significance - via collective improvised
forms like jazz or contact improvisation within
dance - to industrial design, where innovation is
the very raison d’étre of the work. This difference
in attitudes to exploration and experimentation
has consequences for the status of research in the
respective art world, and for the change in atti-
tudes and approaches that an artist must undergo
when he or she begins an artistic research project.

Experimentation can be understood more for-
mally in the sense of testing a hypothesis, more
creatively in the sense of exploring the unknown,
or as an ongoing process of observations and anal-
ysis. Experimentation is a natural component of
art practice for way many artists within fine art.
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The interest in theory among artists is general
and discussions of art works can be knowledge-
oriented and philosophically or politically sophis-
ticated; making “studies” or exploring something
are everyday expressions. Problems arise on the
question of the objective, because it is taken as a
given that the purpose of all research is to help the
artist to create a better artwork. The research - be
it conceptual research, archive research, fieldwork
or experimentation — can be integrated into the
creative process, but the outcome being sought is
not primarily to increase our knowledge and un-
derstanding, but to produce a new work.

In music, theatre, dance and film, however, re-
search is often considered distant from ordinary
practice. Traditionally, performing artists have
concentrated on mastering particular skills and
being able to apply them in live situations. Play-
fulness is close to experimentation, but can often
be perceived as untrustworthiness in an academic
context. Seductive and deceptive performances
that mix illusion and reality, fact and fiction, are
interpreted as the antithesis of a scientific demon-
stration. And yet many of the preparations for a
production involve activities that are similar to re-
search - such as archive research and experimen-
tation. It is only a question of degree that sepa-
rates them from more formal research processes.

Art making as method?

Do formal research processes thus mean that art-
istic research simply applies methods from the
social sciences and humanities or indeed natural
science? Many artistic researchers borrow qualita-
tive methods with close ties to phenomenology,
hermeneutics, ethnography, or narrative meth-
ods, action research and so on. This is convenient
in situations where the artistic work is carried
out at the beginning of the process and the quest-
ions have changed over the course of that pro-
cess. Artworks can then be converted into data,
material to be studied, instead of research results,
and qualitative methods can be used to analyse
documentation of the creative process, like data
from interviews, for example. However, one can
question whether this is artistic research in its
true sense. The situation where an artist ceases
to be an artist on completing a work, and turns
into a researcher analysing the work, has been
criticised.?® To a certain degree this turn is, how-
ever, unavoidable, being precisely what reflexi-
vity is about. Stepping back from the work and
critically analysing what one has done usually
forms an important part already of the regular
artistic process. The trick here is to find a rhythm
where one alternates between creativity and
critical reflection.
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Making art can be a kind of research method if
it is articulated and systematised, according to
commentators such as Shaun McNiff ¥, who has
worked in art therapy, where the pressure from
scientific, method-fixated research in health-
care is strong. Within the humanities, methods
are rarely perceived as the be all and end all. (At
least in my time, it was perfectly possible to
obtain a Master’s in philosophy with theatre and
art history as core subjects without thinking
much about methodology.) Converting artistic
working methods into research methods by
clarifying what one actually tends to do, in what
order and in what way, is a good alternative to
borrowing methods from outside the field. Nancy
de Freitas has studied active documentation®
as a tool in art education and suggests that it
could also form the basis for developing research
methods. Antti Nykyri, a doctoral student in
Helsinki who is working on developing more
interactive tools for sound design, documented
his process by taking photos of his working desk
from time to time.” For him, it was important to
use another medium for documentation than the
one he uses for creation.

My own practice could also serve as an example
of art making as research method. I video a per-
formance in the landscape from the same posi-
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tion with the same framing once a week for a year
and then edit the material into a video work one
year later. It is perhaps more a method for stud-
ying changes in the surroundings and the weather
in southern Helsinki than the creative process.
If research methods are developed based on the
working methods used within each specific art
field, the research processes will have their specific
characteristics within these fields.

Creating variations and comparing them is rem-
iniscent of scientific experiments, where a parti-
cular element is varied while the other conditions
are kept as constant as possible. This analogy can,
however, be problematic, since there are often far
too many variables in art creation, particularly
when it comes to dramatic art or film. My first
attempts at artistic research in the 19gos focused
on the question of how the space affects a perfor-
mance, so [ conducted my investigations by direct-
ing ten versions of the same play for ten different
locations. However, I quickly realised that it was
more interesting to create variations that were as
different from each other as possible, rather than
trying to preserve them constant, and thus I refor-
mulated the research question to ask how one can
use the space as a means of expression.*® An artist’s
entire practice can be based on experimenting
with variations on the same problem. Doctoral
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student Tuula Nirhinen®, for example, creates art
by letting nature (rain, waves, sea salt and so on)
form images via various devices and processes that
she has developed. In such cases, the methods are
much closer to scientific methods than the source
criticism of the humanities.

A variant of experimental artistic research is to
criticise an earlier theory on the basis of practical
experience. It is relatively easy to uncover short-
comings in a model through practical experi-
mentation. In my doctoral work® I used Peter
Eversman’s® model for analysing the organisation
and use of theatrical spaces, and criticised its limi-
tations taking my own performances as examples.
I showed how the model only works in spaces in-
tended for theatrical use and suggested changes
to take into account site-specific performances. I
only did this, however, having first created a simi-
lar model of my own, and then discovered (to my
horror) Eversman’s model, after which I scrutinised
the differences between them.

This type of critical and experimental approach
is rarely used today. It is more common to begin
with a problem of interest, start off by making art
and choose the focus of one’s reflections while the
work is under way, or even afterwards. Usually, the
artwork or the artistic practice become the material
to be analysed and reflected upon afterwards, even

if one may have wanted to see them as a method or
intended them to be research results. Ethnographic
approaches can be useful, but they easily turn art
making into data gathering and the artwork into
data instead of the result, which inevitably places
greater demands on the written component, with
subsequent analysis of the experiences and concep-
tualisation and theorisation based on them.

If art making is a method of artistic research,
must it also produce art, or is it enough that one
uses the same procedures? Can the result be some-
thing other than art? Yes, the result could, in prin-
ciple, be a demonstration, or even a report on why
there was no artwork, depending on the goal and
purpose of the research process. In technology-
based fields, research often focuses on what is
yet to work, because “if it works, it is no longer
cutting edge”* In scientific research, a nega-
tive result is as valuable as a positive one; it is as
useful to know something does not work as it is
to know it does. In art, however, we are used to
being forced to succeed. In artistic research too,
we like to stress artistic quality in order to keep
the central focus on the art and its creation. But
this can result in a pressure to create so-called
quality art, art that is already established and
familiar, which often entails the polar opposite of
research. In research one must be free to fail. We
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ought to be able to differentiate between a success-
ful research process and a successful artwork as a
result, without diminishing the artistic dimension.

This issue is further complicated by the fact
that an artwork can traditionally only be created
by artists, and it can arise simply out of a decision,
as with Duchamp’s famous urinal. But art comes
into existence when it is exhibited, and a decision
to exhibit something as art tends to be made by
an institution or curator, as pointed out by Boris
Groys.® If an artist is used to thinking “this is art
because I say it is art”, irrespective of whether or
not it is exhibited, it can be difficult not to be
able to say “this is artistic research because I say
it is artistic research”. It can be equally odd when
curators and institutions choose to declare: “look,
this is artistic research” and exhibit their chosen
research projects in the same way as art. But this is
perhaps a digression...

Questions and procedures

Questions and methods are interdependent. The
method should reasonably be chosen based on
the question: what procedures would be best for
examining the question I have chosen to study?
However, if the starting point is in existing wor-
king methods, then the methods are already
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given. In that case one could try to formulate the
questions based on concrete working issues that
arise in the artistic work. Questions of why, for ex-
ample, which concern causality, are often difficult
to answer through art making. Questions of how
or in what way, on the other hand, are easier to
tackle via artistic practice. To take my own prac-
tice as an example, over the past ten years I have
been working with the question: “How to perform
landscape today?” This is far too general a ques-
tion to be really useful as a research question, but
it gives me a starting point, something I can try to
answer with the help of artistic practice. And the
answer I come up with is actually a demonstra-
tion: “Like this, perhaps?” But how then are my
works artistic research rather than ordinary art
making? What makes them a means of creating
new knowledge and understanding, rather than
simply tools for creating experiences and insights
for a potential spectator? Not much, necessarily,
but perhaps something: my willingness to place
them in relation to earlier research, to use them
as an example in conceptual discussions, to openly
document and reflect on the working process and,
last but not least, my desire to write about them.
For an artistic researcher with a project that is to
be reported or reviewed as a thesis, I do not recom-
mend this method. Making art first and contex-
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tualising it as research afterwards probably creates
more problems than planning a research project
that includes art making interlaced with contex-
tualising and reflection.

We might ask: Where does artistic practice sit
within a research project? What is its place in the
process? Is it something one starts with to create
material, or something one shows at the end as a
result, or perhaps something one keeps up through-
out the process, a way of thinking? The easiest
way to avoid the inherent duality of the “do first —
write later” model is to alternate between the two.
An exhibition or performance leads to an essay,
which leads to a new exhibition or performance,
and so on. This is similar in principle to the cycle
in action research, with planning, which leads to
action, which leads to reflection, which leads to
new planning, etc. There are other similar models,
such as Halprin & Burns’ RSVP cycle (resources,
scores, valuation and performance) for group
processes.® Robin Nelson has recently summed
up his version of the British model for practice-
as-research as a circle with a triangle of artistic
practice in the centre (theory imbricated within
practice) surrounded by three forms of knowledge:
‘insider’ close-up knowing (know-how), proposi-
tional knowledge or ‘outsider’ distant knowledge
(know-that), and the tacit knowledge made explicit

through critical reflection (know-what).¥ And
one can go round and round the circle, although
all three aspects are involved in most of the things
one does.

The most important question, however, usu-
ally remains: is there something I really want to
find an answer to, is there a problem I want to try
to clarify or even resolve? Many initially dance
around the question and the actual problem only
becomes clear over the course of the work. The re-
search question sometimes changes radically, but
progress is more difficult without any questions or
problems at all. In such a case it can be a good idea
to try to articulate particularly clearly what one is
trying to do with one’s research project.

We could of course dispense with questions and
argue our case with the support of Philip Auslan-
der®, who states that documentation is perfor-
mative — it produces what it is supposed to docu-
ment; for example, documenting a performance
as performance art constitutes it as performance
art — and we could suggest that the same thing ap-
plies to research. Documenting an artistic project
as a research project constitutes the project as re-
search. This is not as unexpected as it might sound:
If I create a sculpture from recycled materials and
carefully document all the stages of the working
process, with a little contextualisation I can pre-
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sent the project as a research project that produces
new knowledge about and understanding of how a
sculpture comes about, and how recycled materi-
als can be used. Here, documenting the process is
the core method.

However, we could go even further and suggest,
with the support of Richard Schechner®, that
practically anything can be seen as research. He
suggests that we can study any activity as (if it
was) a performance. Even a map can be analysed
as (if it was) a performance, an active entity. Simi-
larly, we could consider any artistic process as (if
it was) a research process. The research emerges
from that very consideration, which then be-
comes the lead method.

Conclusion

Rather than repeating what I have said about meth-
ods, which, as mentioned, in principle ought to
be developed within each art form on the basis
of the actual working methods employed, I would
like to end with a recommendation. On the basis
of the dilemmas faced by the doctoral students I
have followed over the years, I recommend that
an artistic researcher, whether a post-graduate or
a veteran, holds on to at least one of the following
in the turbulence of the research process - the
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question, the method or the material. In choos-
ing which of these one is trying to keep constant,
one at the same time also aligns with a particular
research tradition. Am I really serious about this
simplification? Perhaps we can take it as a thought
experiment rather than a guiding principle: 1) If
one sticks to one’s original question, all means
and methods for trying to answer that question
are allowable. One can change the methods, the
theoretical frame of reference, let the process
lead, seek new data, without going off course and
losing sight of what one is actually doing. (This
attitude is supported by Feyerabend® and comes
close to common sense - at least in my opinion.)
2) If one sticks to a chosen method, and if that
method is accepted within the tradition in which
one is working, some form of research outcome
will be produced even if one abandons the origi-
nal question and all the assumptions and goals one
started with. A method produces some form of
outcome. (This attitude resembles a kind of “nor-
mal science” tradition, and is one of the reasons
why methods are so talked about. The method is
considered to guarantee results or scientific cre-
dentials.) And finally, 3) if one sticks to the ma-
terial, one can change the questions being asked
about it or the methods used to analyse it, and let
the material take the lead or speak. (This attitude
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resembles the way the importance of the material
is idealised within qualitative research, and in the
humanities in certain contexts.) Attempting to
formulate and fix all of them - question, method
and material — in advance and keep to the research
plan throughout the process is often pure idealism
(and sometimes even damaging) in an artistic re-
search process where every aspect can be in a state
of flux. Most artists are able to embrace uncerta-
inty in their creative process, and this could be an
asset to fall back on.

Although the question of methods is signifi-
cant — the methods distinguish different disci-
plines - it is actually a practical question: how to
articulate existing (or new) working methods in a
way that makes them understandable as research
methods. Artists who tend to work systematically
or with processes that are easy to describe often
find it easier to accept the transparency that re-
search demands. If we agree with Feyerabend that
all methods that lead to knowledge are allowed,
it is clear that artistic working methods can be as
good as any other methods, as long as they are ar-
ticulated sufficiently clearly. And then the crucial
question concerns the purpose. Do I apply these
methods to create an artwork, an ambiguous and
paradoxical entity, or do I do it to create some form
of knowledge, understanding or insight that I can

share with others and let others build on? I believe
the majority of artistic researchers would choose
to answer: Both.
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Vetenskapsradets fjdrde symposium om konstnérlig forskning

en 28 november 2013 holl Vetenskapsradets kommitte for konstnarlig forskning sitt
fiarde symposium pa Konstfack vid Telefonplan i Stockholm. Ca 60 inbjudna och ett
tiotal studenter frén Konstfack hade samlats i en av de stora hérsalarna i det kultur-
markta funkishuset som byggts om fran industrilokal till Sveriges stérsta konstnarliga
hogskola med omfattande utbildningar inom konst och design i vid bemarkelse.
Temat denna gang var Undersdkningsformer — metod och redovisning med syftet
att behandla fragan hur forskningskvalitet kan byggas upp och stérkas liksom att
fortsatta dialogen mellan foretradare fran olika amnesomraden.

Konstfacks rektor Maria Lantz hilsade alla vil-
komna och betonade vikten av att konstnirlig
forskning tar plats dven i andra sammanhang
- i hela samhillet — genom "skapandet som me-
tod”. Symposiets moderator Catharina Dyrssen,
ordférande i KFoU-kommittén inom Veten-
skapsradet, tog direfter dver och fokuserade pa
vikten av det "6ppna samtalet” — bdde inom det
konstnirliga filtet och utdt mot andra dmnes-
omraden samt redogjorde kort fér symposiepro-
grammet.

Om metoder i konstnarlig forskning
— anférande av Annette Arlander

Det finns inte en metod for konstndrlig forskning — det
finns mdnga. Metoderna borde utvecklas inom varje
konstform pd basis av de aktuella arbetsmetoderna.
Det dr dock viktigt att som konstndirlig forskare i
forskningsprocessens turbulens hdlla fast vid dtmins-
tone ett av foljande: fragan, metoden eller materialet.

Anférandet finns dtergivet i sin helhet i arsbokens
inledande kapitel.



42 - 2

Presentationer av padgaende
(narmast avslutade) av
Vetenskapsradet finansierade
konstnarliga projekt

1. Palle Dahlstedt:
Skapande performance — datorstédd
kreativitet (musik)

Skapande performance handlar om utveckling
av teknologier for kontroll i realtid/utforskning
- utforma nya elektroniska instrument, lirdom
fran akustiska instrument, nya sitt att spela till-
sammans, att férstd de kreativa musikernas avsik-
ter och dven skapa en miljé fér en publik krea-
tivitet. Ett flertal musiker och forskare ingar i
projektgruppen. Man identifierar problem i den
konstnirliga praktiken och férsoker 1osa dessa.
Workshops, konserter och inspelning ar delar i
forskningsprocessen. Bidrag fran Vetenskapsradet
for perioden 2011-2013.

Projektpresentationen kommenterades av Bill
Brunson som uppehéll sig vid det dolda, nirmast
magiska inslaget i generativ musik, dir Palle Dahl-
stedt befinner sig i den absoluta forskningsfron-
ten — man kan hora resultatet men publiken vet
inte hur man gér, vilket i sig skapar bade spianning
och nyfikenhet.
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2. Maria Zennstrém:

Konsten, politiken och pappa. Berétta
genom andra roster och Sverskrida
genrer (litteratur, konst, film)

Utgangspunkten {or projektet 4r Maria Zennstroms
pappa, Per-Olov Zennstrom (1920-1977), som var
konsthistoriker, kritiker och kommunist och som
vistades mycket i Moskva under 50-talet. Den enda
forskningsfrgan ir egentligen att utforska genre-
grinser och utréna hur pappans ideologiska férank-
ring paverkade hans verksamhet som kritiker och
forfattare. Materialet dr intervjuer, enkiter, bocker,
artiklar och brev. Resultatet ska bli en bok med in-
slag av "forskningsdagbok” som beskriver projekt-
arbetet. Det som skiljer detta frdn vad Maria Zenn-
strom tidigare arbetat med som férfattare 4r att hon
denna gang inte skriver om sig sjélv. Bidrag fran Ve-
tenskapsradet for perioden 2011-2013.
Projektpresentationen kommenterades av Cris-
tine Sarrimo som noterade att Maria "vandrar Gver
grinserna’ — mellan omr&den och perspektiv. Hon
finns sjilv med dven om hon skriver om pappan
- ett slags sjilvbiografiskt konstnirligt projekt.
Det finns sjilvfallet likheter med forskning inom
humaniora, speciellt i forskningsprocessen i form
av arkivstudier och intervjuer, medan resultatet
i form av en forskningsdagbok forvintas fa mer
konstnirliga/litteréra inslag.
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3. Esther Shalev-Gerz:
Tillit och utveckling av dialog (fri konst)

Projektet dr en fortsdttning pd Esther Shalev-
Gerz sedan lidnge stora intresse for dialogen som
utgdngspunkt for ett konstnirligt konceptuellt
arbete. Projektet bygger pd en dialog mellan tva
personer dir tilliten dr en viktig komponent.
Dialogerna bygger pa verk av Esther och andra
konstnirer, filmer och texter. Forskningsfrigor
om konst, dialog, tillit och tid med utgangspunkt
fran dldre konstverk i en utstillnings- och musei-
kontext ingar ocksd i projektet, som #r knutet till
Akademin Valand vid Géteborgs universitet med
ett multidisciplinirt seminarieprogram. I projek-
tet ingdr ytterligare tre medarbetare. Bidrag frdn
Vetenskapsradet fér perioden 2011—2013.
Projektpresentationen kommenterades av
Marta Kuzma, som fran sin utgdngspunkt som
konstvetare, betraktade detta med delvis nya
Ogon. Samtidigt konstaterar hon att detta mer
konceptuella sitt att arbeta blir allt mer vanligt
bland konstnirer runt om i virlden. Den konst-
nirliga processen som Esther anvinder ir intres-
sant men vicker ocksa frigor pa en mer teoretisk
nivd. Det blir en syntes av flera roller och per-
spektiv dir man gér in i ndgot som man inte rik-
tigt kan férutse, vilket i normalfallet skiljer sig
fran mer traditionell vetenskap. Aven stillnings-

taganden i mer etiska frigor ir intressanta om
in ibland ndgot komplicerade i en kontext som
denna.

4. Anna Lundberg:

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

Projektet dr ett aktionsforskningsprojekt om in-
teraktiv scenkonst utifran Ung scen 6st (Ostgota-
teatern) som ir en forskande teater fér barn och
ungdomar med Malin Axelsson som konstnirlig
ledare. Projektledaren Anna Lundberg har sin
bakgrund i Culture studies och genusvetenskap.
Triaden scenkonst-skola-akademi utgér empiriskt
fokus samt att nirmare analysera de konstnir-
liga processerna mellan barn och vuxna utifrdn
uppsittningar av Ung scen 6st. Vad hinder med
de sceniska férloppen nir metoden priglas av 6p-
pet samarbete och gemensamt ldrande? Hur f6r-
handlas kunskap och betydelse i konstnirlig verk-
samhet? Projektet innefattar tvd foérestillningar.
Publikation under arbete. Bidrag for perioden
2012-2013.

Presentationen kommenterades av Annette
Arlander som boérjade med att stilla frigan: Vem
forskar? Detta &r inte helt utrett i forskningspla-
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nen, men klarhet har infunnit sig under arbetets
gang. Det finns en risk med samarbete, dven vid
"action-research” - att man haller kvar vid dikoto-
min forskning-konstnirligt arbete - att forskaren
forskar och konstnirerna gér konst. Bortsett fran
detta dr fragestillningarna intressanta i bade en
vetenskaplig och konstnirlig kontext.

Anna Lundberg svarade genom att beskriva pro-
jektets langtgdende fokus pd gemensamt lirande
som en feministisk scenkonstnirlig kritik av indi-
vidcentrerade och hierarkiskt ordnade traditioner
inom savil konst som vetenskap, en kritik som
i sig lett till projektets intressanta konstnirliga
forskningsresultat.

Den férsta dagen av symposiet avslutades med en

paneldebatt med presentatérerna och kommen-

tatorerna under ledning av Catharina Dyrssen.

Nagra inldgg aterges hir:

* Ofta blir den konstnirliga processen viktig utan
att alltid ge négra svar - ett slags motstdnd som
gor att ny kunskap skapas

* "Motsténd later negativt” — man kastar sig in i
det okinda varfér "nya villkor” ir ett battre ut-
tryck dn motstdnd

* Alla skapar grinser och sammanhang i den van-
liga konstnirliga praktiken - i forskningen gor
man ofta pé ett annat sitt
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Varfor ska man anvinda dator? - jo, for att det
stiller allt pd huvud och skapar nya méjligheter
Det multidisciplindra dr en utmaning men vi
borde skapa vara egna metoder inom olika flt.
A andra sidan - som ett gemensamt kunskaps-
falt - borde vi kunna skapa fragestillningar ge-
nerellt?

Metod i konstnirlig forskning ligger nirmare
arbetsmetoder i praktiken 4n specifika férhall-
ningssitt till forskning

Generella regler fungerar inte inom konstnirlig
forskning men utvecklade "verktyg” kan dverfs-
ras till och anviindas av andra

Aven inom konstnirlig forskning, ps samma
sitt som t.ex. inom humaniora, borde forskar-
na/konstnirerna ta reda pa vad andra sagt tidi-
gare (som kan vara relevant for ifrdgavarande
projekt)

Forskning 4r i allméanhet resultatinriktad vilket &r
annorlunda i konstnirlig verksamhet. Hur ser vi
pa konstnirer som inte vill verbalisera sina verk?
Om man inte delar med sig av resultatet dr det
inte forskning! Musikomradet har hir vissa f6r-
delar i jamférelse med andra konstformer
Konstnirlig praktik ir i sig utforskande. De
konstnirer som vill forska har normalt inga pro-
blem med att redovisa metoder och resultat.
"Tystnad ir tilldtet men talar i andra former”
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* Konstnirliga forskare vill ocksd skapa god
konst - &tminstone spinnande och utveck-
lande sddan som kan anvindas av andra, bl.a. i
utbildningen

Efter paneldebatten genomférdes en ljudinstalla-
tion i "Vita havet” signerad Ricardo Atienza och
Niklas Billstrom.

Strategiska fragor fér den konstnarliga
forskningen — anférande av Rolf Hughes

Fér nirvarande pagér ett arbete i KFoU-kommit-
tén inom Vetenskapsradet for att faststilla och ut-
veckla de strategiska fragorna for den konstnirliga
forskningen.

Fréan en politisk horisont kan man notera féljande

aktiviteter for att utveckla omradet:

1. Forskningsstod/Support (forskningsradd, univer-
sitet/hégskolor, nationella och internationella
nitverk m.fl.)

2. Rorlighet/ Mobility (postdok, internationell kar-

ridr)

. Bedomning/ Peer Review (Kvalitet; SAR/JAR)

4. Utveckling av utbildning/Educational develop-
ment (t.ex. Stockholms konstnirliga hégskola
och Konstnirliga forskarskolan).

w
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5. Genomslagskraft/Impact (internationalisering
med mera)

Dokumentation och databaser fér konstnirlig
forskning liksom en bittre och separat (som eget
omrade) dmnesklassificering (OECD, SCB) 4r om-
rdden som hinger samman med ovanstdende
punkter och som successivt maste utvecklas fér
att skapa goda férutsittningar fér utvecklingen pé
omradet. (Se iven Arsbok KFoU 2013, Vetenskaps-
radet, kapitel 9.)

Presentationer av pagaende
doktorandprojekt (knutna till
Konstnérliga forskarskolan)

1. Kirsi Nevanti, Stockholms dramatiska
hoégskola: In Real Life (Or Elsewhere).
Om kreativa processer och parallella
verkligheter i dokumentarfilm

Dokumentiren séker kunskap om verkligheten.
Kirsi visade ett axplock ur sin dokumentir om
sdngaren Freddie Wadling (En slikting till dlvorna
1999)-

Arbetet med dokumentirfilm innefattar krea-
tiva processer och parallella verkligheter. Filt-
studier: Dokumentéren dr en forskningsresa i
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sig. Arbetet verbaliseras med dokumentiren in-
klusive ett audioverk med titeln En Kulen Mor-
gon. Kirsi visade dven A Shift Between Worlds,
en essdistisk 3-duksprojektion. Projektet inne-
héller verk som kompletteras med en skrift-
lig dokumentation (avhandling). Utstéllning
planeras senare pa Fotografiska i Stockholm
med filmvisning. Disputationen beriknas #ga
rum 2016.

2. Jodo Segurado, Luled tekniska universitet:
The never heard before...: The voice of the
Woehl organ in Studium Acusticum

Joao Segurado ir organist och pianist med rotter
i Portugal. Projektet bygger pa den nya orgel som
byggdes pé Studium Acusticum i Pited 2009—20r12.
Projektet féljer samspelet mellan intonatdren
och organisten i processen att intonera orgelpi-
por och stimma instrument. Ljudsittningen/in-
tonationen implicerar lyssnande - ljud som béde
objekt och subjekt. Forskningen fokuserar p& den
klangvirld som vixer fram och beskriver kinne-
tecknande problem, frdn en musikers perspektiv.
Ljudexempel frdin Woehlorgeln gavs under pre-
sentationen. Disputationen ”...there is wind in the
word”, utifrdn bade skrift och gestaltning/kon-
sert, berdknas dga rum under 2014.
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Gruppdiskussioner

Med utgdngspunkt frdn de olika presentatio-
nerna och efterféljande kommentarer genom-
fordes diskussioner i fem grupper. Tanken var att
deltagarna skulle ta fasta pd process, metod och
redovisningsformer och eventuellt ocksd om det
finns ndgra patagliga skillnader mellan projekt-
och doktorandforskning. Diskussionerna kom i
flera fall att berdra mer generella fragor for den
konstnirliga forskningen. Hir sammanfattas dis-
kussionen fr3n en av grupperna dir kopplingen
till programmet fér symposiet var mer tydligt dn
for ovriga:

Diskussionen delades upp i tva spér:

a)I fraga om arbetssdtt: Hur férhaller jag mig till
de materiella aspekterna av forskningen och hur
paverkar det resultatet?

b)Om struktur fér forskningsuppbyggnad: Vad
beh&vs/Hur kan man arbeta med kompetensut-
veckling for handledare; forskningskompetens
for konstnirliga lektorer; stirka forskarutbild-
ningar.

Arbetssdtt — utsagor i diskussionen:

* Allt 4r materiellt nidr man héller pd med konst-
nirlig forskning; valet av material och hur man
forhéller sig till det blir avgérande.
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* En materiell niva och en konceptuell (begrepps-
lig) niva str i icke-hierarkisk, icke-linjér rela-
tion till varandra.

* Resultatet ir inte svar, inte verk — mer kommu-
nikation

* Viktigt att dra slutsatser av sitt arbete, inte bara
beskriva process

* Det finns en ridsla fér tydlighet i slutsatser; man
goémmer sig litt i konstnirlig mangtydighet

* Ritten att utveckla ett filt av expertis. Konst-
nirlig forskning ir inte allméingods!

* Att tinka som en lirare (inte som en perfor-
mancekonstnir) nir man drar slutsatser och
presenterar resultat: For vem gor jag detta? Var-
for? Var verkar jag? Vilka diskurser ir jag i eller
forhaller mig till?

Struktur — utsagor i diskussionen:

* Om struktur for forskningsuppbyggnad och
handledning: Det handlar om att stérka kompe-
tens (kurser m.m.) men ocksi att som lirare f3
tid fér detta.

* Svart nir det mest ir tidsbegrinsade tjinster.
Vad ir gdngbart?

* Bade bra och daliga erfarenheter av kurser inom
KFoU; flera ér inte anpassade for omrédet.

* Motet med andra discipliner dr viktigt — man lir
sig av andra och vice versa.

Symposiet avslutades med en uppskattad perfor-
mance av Acrobalance — parakrobaterna Henrik
och Louise (se bilder, s. 48-49).

Medverkande (huvudtalare, projektpresenta-
torer, kommentatorer med flera), framgar under
bilagan Referenser och litteraturforteckningar.
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Report by Torbjorn Lind

The Swedish Research Council’s Fourth Symposium on Artistic Research

n 28 November 2013, the Swedish Research Council's Committee for Artistic
Research held its fourth symposium at Konstfack on Telefonplan in Stockholm.
Around 60 invited guests and ten or so students from Konstfack gathered in one
of the large lecture theatres in the listed Functionalist building that was converted
from industrial premises into Sweden's largest university college of fine art, with a
road spectrum of courses in art, crafts and design. The theme chosen for this
event was Forms of Enquiry — methods and reporting with a view to tackling the
issue of how research quality can be improved and strengthened, and continuing
the dialogue among practitioners from different subject areas.

Konstfack’s Vice-Chancellor Maria Lantz provid-
ed a warm welcome and stressed the importance
of also giving artistic research space in other
contexts — throughout society — via “creation as
method”. The moderator of the symposium Ca-
tharina Dyrssen, Chair of the Research Council’s
Committee for Artistic Research, then took over,
turning her attention to the importance of an
“open conversation” — both within the artistic
field and externally with other subject areas. She
also briefly presented the programme for the
symposium.

Methods in artistic research
— speech by Annette Arlander

There is not one method of artistic research — there are
many. The methods ought to be developed within each
art form on the basis of the actual working methods
employed. It is, however, important that the artistic
researcher holds on tightly to at least one of the fol-
lowing in the turbulence of the research process: the
question, the method or the material.

The speech is reproduced in full in the opening
chapter of the Yearbook.
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Presentations of ongoing
(almost completed) artistic
projects funded by the Swedish
Research Council

1. Palle Dahlstedt:
Creative performance — computer-aided
creativity (music)

Creative performance is about developing tech-
nologies for control in real time/exploration -
designing new electronic instruments, learning
from acoustic instruments, new ways of playing
together, understanding the intentions of crea-
tive musicians and also creating an environment
for public creativity. The project team comprises
several musicians and researchers. The aim is to
identify problems in artistic practice and attempt
to resolve them. Workshops, concerts and recor-
dings form part of the research process. The Re-
search Council funding was granted for the period
2011-2013.

A commentary on the project presentation was
provided by Bill Brunson, who lingered over the
veiled, almost magical section of generative mu-
sic, a field in which Palle Dahlstedt stands at the
absolute forefront of research — one can hear the
result, but the audience has no idea how it is made,
which sparks both tension and curiosity.
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2. Maria Zennstrém:

Art, politics and papa. Storytelling
through other voices and transcending
genres (literature, art, film)

The starting point for the project is Maria
Zennstrom’s father, Per-Olov Zennstrom (1920-
1977), an art historian, critic and communist who
spent much of his time in Moscow during the
1950s. The focus of the research lies in exploring
genre boundaries and investigating how Maria’s
father’s ideological allegiances affected his work as
a critic and author. The material consists of inter-
views, questionnaires, books, articles and letters.
The result will be a book that takes the form of a
research diary describing the project work. What
sets this apart from Maria Zennstrém'’s previous
work as an author is that this time she is not writ-
ing about herself. The Research Council funding
was granted for the period 2011—2013.

A commentary on the project presentation was
provided by Cristine Sarrimo, who noted that
Maria “wanders across the boundaries” — between
fields and perspectives. She herself is present even
though she is writing about her father - a kind of
autobiographical artistic project. Here compari-
sons can, of course, be drawn with research in the
humanities, particularly where the research takes
the form of archive studies and interviews, while
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the results in the form of a research diary are ex-
pected to be of a more artistic/literary nature.

3. Esther Shalev-Gerz:
Trust and the development of a dialogue
(fine art)

This project is a continuation of Esther Shalev-
Gerz’s long-standing interest in dialogue as a point
of departure for artistic conceptual work. The
project is based on a dialogue between two people,
where trust is a key component. The dialogues
are built around works by Esther and other ar-
tists, films and texts. Research questions concern-
ing art, dialogue, trust and time, based around
older works of art in an exhibition and museum
context, are also included in the project, which is
linked up with Valand Academy at the University
of Gothenburg via a multidisciplinary seminar
programme. The project team includes a further
three people. The Research Council funding was
granted for the period 2011-2013.

A commentary on the project presentation was
provided by Marta Kuzma, who approached this
to some extent from a fresh perspective in her
capacity as an art historian. She suggests that this
more conceptual way of working is becoming
increasingly common among artists around the

world. The artistic process that Esther uses is in-
teresting, but it also provokes questions at a more
theoretical level. It becomes a synthesis of several
roles and perspectives, where one engages with
something that is quite unpredictable in contrast,
generally speaking, to more traditional science.
The stances taken on more ethical issues are also
interesting, although decidedly complicated in a
context such as this.

4. Anna Lundberg:

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

This is an action research project on interactive
dramatic art based on Ung Scen Ost (Ostgétatea-
tern), an experimental theatre group for children
and young people with Malin Axelsson as artis-
tic director. Project Manager Anna Lundberg has
a background in culture and gender studies. The
troika 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 invol-
ves open collaboration and shared learning? How
are knowledge and meaning negotiated in artistic
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endeavours? The project includes two perfor-
mances. Publication under development. Funding
granted for the period 2012—2013.

A commentary on the project presentation was
provided by Annette Arlander, who began by asking:
Who is doing the research? This is not entirely clear
from the research plan, but clarity has emerged
over the course of the project. There is a risk with
collaboration, even in the context of action re-
search - embracing the dichotomy of research
and artistic work — that the researcher researches
and the artists make art. This question aside, the
issues are interesting in both scientific and artistic
terms. Anna Lundberg responded by describing the
project’s far-reaching focus on shared learning as a
feminist dramatic art critique of individual-centred
and hierarchical traditions in both art and science, a
critique that in itself has led to the project’s interest-
ing artistic research results.

The first day of the symposium concluded with

a panel debate involving the presenters and com-

mentators, moderated by Catharina Dyrssen.

Some of the contributions are reproduced below:

* Theartistic process can often be important with-
out always providing any answers — a kind of
opposition that prompts new knowledge to be
created.
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“Opposition” sounds negative — one is taking a
leap into the unknown, so “new conditions” is
perhaps a better expression than opposition.
Everyone creates boundaries and contexts
within normal artistic practice — whereas re-
search often takes a different approach.

Why should one use computers? Because it
turns everything on its head and creates new
opportunities.

The multidisciplinary nature of current prac-
tice is a challenge, but we should create our
own methods in different fields. On the other
hand - as a joint field of knowledge - shouldn’t
we be able to come up with generally valid
questions?

In practice, methods of artistic research are
closer to working methods than specific ap-
proaches to research.

General rules do not work in artistic research,
but developed “tools” can be transferred to and
used by others.

In artistic research, as in the humanities for ex-
ample, researchers/artists should make use of
what others have said before (where relevant to
the projects in question).

Research is generally results-driven, which is
different from artistic activities. How do we
view artists who do not verbalise their work?
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* If one does not share the results, it is not re-
search! In this respect, the music field has cer-
tain advantages over other art forms.

* Artistic practice is, by its very nature, experimen-
tal. The artists who want to experiment normally
have no problem reporting methods and results.

* “Silence is permitted but it speaks in other
forms.”

* Artistic researchers also want to create good art
- or at least exciting and challenging art that
can be used in contexts such as education.

After the panel debate came a sound installa-
tion by Ricardo Atienza and Niklas Billstrom in
Konstfack’s Vita Havet.

Strategic questions for artistic research
— speech by Rolf Hughes

The Research Council’s Committee for Artistic Re-
search is currently working to establish and develop
the strategic issues pertaining to artistic research.

On the policy front, the following activities have

been set in motion to develop the area:

1. Forskningsstéd/Support (research council, uni-
versities/colleges, national and international
networks, etc.)

2. Rorlighet/Mobility (postdoc, international ca-
reer)

3. Bedomning/ Peer review (Quality; SAR/JAR)

4. Utveckling av utbildning/Educational develop-
ment (e.g. Stockholm University of the Arts and
Konstnirliga Forskarskolan).

5. Genomslagskraft/Impact (internationalisation,
etc.)

Documentation and databases for artistic re-
search and a better and separate subject classifica-
tion (OECD, SCB) are areas that link to the above
points and that must gradually be developed in
order to create good conditions for the develop-
ment of the field. (See also the Swedish Research
Council’s 2013 Yearbook, chapter g.)

Presentations of ongoing doctoral
projects (linked to Konstnarliga
Forskarskolan)

1. Kirsi Nevanti, Stockholm Academy of
Dramatic Arts: In Real Life (Or Elsewhere).
On creative processes and parallel
realities in documentary films

Documentary filmmakers seek knowledge about
reality. Kirsi presented an excerpt from her docu-
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mentary about singer Freddie Wadling (En Slak-
ting Till Alvorna 1999).

Working on documentaries involves creative
processes and parallel realities. Field Studies: The
Documentary is a journey of research in itself. The
work isverbalised through the documentary, includ-
ing an audio work titled En Kulen Morgon. Kirsi
also presented A Shift Between Worlds, an essayis-
tic 3-screen projection. The project contains works
that are supplemented with written documenta-
tion (thesis). A future exhibition and film screen-
ing are planned for Fotografiska in Stockholm. The
thesis defence is expected to take place in 2016.

2. Jodo Segurado, Lulead University of
Technology: The never heard before...:
The voice of the Woehl organ in Studium
Acusticum

Joado Segurado is an organist and pianist with roots
in Portugal. The project is based around the new
organ that was built at Studium Acusticum in Pited
in 2009-2012. The project follows the interaction
between the tuner and the organist in the proc-
ess of tuning the organ pipes and setting up the
instrument. The tuning implies listening — sounds
as both object and subject. The research focuses on
the audio world that emerges and describes char-

FORMS OF ENQUIRY — METHODS AND REPORTING

acteristic problems from a musician’s perspective.
Example sounds from the Woehl organ were in-
cluded in the presentation. The thesis defence “...
there is wind in the word”, based on both text and

a performance/concert, is set to take place in 2014.

Group discussions

The presentations and the ensuing comments for-
med the basis for discussions in five groups. The
idea was for the participants to consider proces-
ses, methods and reporting forms, and potentially
also whether there are any tangible differences be-
tween project and doctoral research. In many cases,
the discussions turned to more general issues con-
cerning artistic research. Below is a summary of
the discussion from one of the groups that exhib-
ited clearer links with the symposium programme
than some of the others:

There were two prongs to the discussion:

a) On the question of working method: How do I
relate to the material aspects of the research and
how does that affect the result?

b)On the structure of the research: What is
needed/How can one work on skills develop-
ment for supervisors; research expertise for art
lecturers; robust research studies.
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Working method — comments from the discussion:

* Everything is material to artistic research; the
choice of material and how one reacts to it is
crucial.

* A material level and a conceptual level stand
in non-hierarchical, non-linear relationship to
each other.

* The result is not the answer, not the work —
more like communication.

* It is important to draw conclusions from one’s
work, rather than simply describing the process.

* There is a fear of clarity in conclusions; it is easy
to hide behind artistic ambiguity.

* The right to develop the field of expertise. Ar-
tistic research is not public property!

* Think like a teacher (not like a performance ar-
tist) when drawing conclusions and presenting
results: Who am I doing this for? Why? Where
am [ working? What discourses am I part of or
reacting to?

Structure — comments from the discussion:

* On the structure of research formats and super-
vision: It is a question of improving expertise
(courses and so on) but also, as a lecturer, having
time for this.

* Difficult when most of them are time-limited
posts. What is practicable?

Both good and bad experiences of courses run
by the Committee for Artistic Research; several
are not tailored to the field.

Encounters with other disciplines are important
- one learns from others and vice versa.

The symposium concluded with a popular per-
formance of Acrobalance by acrobats Henrik and
Louise (see pages 48-49).

Presentations of the contributors are given in

References and bibliographies (see Appendices).
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En avhandling av Sten Sandell, recenserad av Stefan Ostersjo

ianisten och ljudkonstnaren Sten Sandells avhandling kommenteras har av gitarristen Stefan
Ostersjo som finner en mangfald av clika ansatser som har en stark baring pa metodutveckling i
konstnarlig forskning. | detta ligger ocksa avhandlingens starka fokus péa de konstnarliga resulta-
ten. Insidan av Sandells undersokning aterfinns | musiken och kan beskrivas som ett lyssnande

skapande av ny kunskap.

Musik pa insidan av spraket
Sten Sandell 4r en méngfacetterad ljudkonstnir, en
enastiende improvisatér med rést och piano och en
utforskande tonsittare med ett lyssnande 6ra mot
sprék, text och elektroniska ljudvirldar. I mars 2013
forsvarade han en konstnirlig avhandling vid Gote-
borgs universitet' med titeln "P4 insidan av tystna-
den - en undersékning”. Det 4r en komplex pro-
dukt som bestér av en box med en trippel-CD, en
bok och ytterligare material pé Sandells hemsida.
Boxen med tre CD rymmer tre stdrre verk av
Sandell med direkt koppling till avhandlingsarbe-
tet. Boken ir en spricklig konstruktion i manga
olika sprakliga nivder med ett spann fran poesi
via diskussioner av mer teoretisk natur till trans-
kriptioner av dialoger mellan musiker i arbete.
Avhandlingsarbetet dr en konstnirlig utforskning
av férhéllanden mellan ljud, text och bild och spe-

cifikt ocksd vad som sker i rérelsen mellan dessa
olika former och praktiker’. Finns det en musik
pa insidan av spraket? Hur hinger da dessa delar
samman, inom den skrivna texten och mellan de
olika medierna? Vad finner lyssnaren p4 insidan av
denna undersékning?

Genom sina olika textliga nivder och ansatser
far avhandlingsarbetet en vidare betydelse i det
konstnirliga forskningsfiltet genom att sitta fo-
kus pa relationen mellan en konstnirlig praktik
och sprékliga diskurser och uttrycksformer. Me-
todutveckling tycks dock inte vara ett fokuserat
syfte frin forfattarens sida. Texten rymmer inte
ndgon mer omfattade diskussion av metod men
har i inledningen ndgra kirnfulla satser om meto-
diska ansatser. Hir lokaliserar Sandell metoden fér
sin utforskning i den konstnirliga praktiken och i
dess spridning 6ver flera discipliner:
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Forskningsmetoden som jag tillimpar &r starkt integrerad i
sjdlva gorandet — hir och nu: I det jag spelar. I det jag sjunger

och reciterar. I det jag tecknar och filmar. (Sandell 2013, s. 14)

Sandell uttrycker ocksd farhdgor om att skapan-
det av en intellektuell diskurs omkring den egna
konstnirliga praktiken skulle skapa 13sningar sna-
rare dn att leda till en vidareutveckling av konst-
nirliga mal. Man kan nog konstatera att denna ini-
tiala oro kom pé skam, i "P3 insidan av tystnaden”
framtrider istillet en &Svertygande konstnirlig
produktion.

Det konstnarliga projektet

Man kan spéra de konstnirliga rétterna till San-
dells projekt i den tidiga modernismen som till
exempel hos Marinetti och Kurt Schwitters, el-
ler Oyvind Fahlstrom for att ocksd peka mot en
svensk tradition, och det senare dr visentligt. San-
dells text dr genomsyrad av citat frin Bengt-Emil
Johnsons poesi och idr som konstnirligt projekt
sd nira férankrat med det svenska nirmandet av
konkret poesi till ljudkonst i text-ljud-komposi-
tion® dir Johnson var en av forgrundsgestalterna.
Det ar svart att tinka sig att Sandells undersok-
ning skulle ha tagit samma form utan dessa fére-
16pare. Denna koppling diskuteras inte i avhand-
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lingen men finns dir ind& som en tyst pdminnelse
om hur konstnirligt "nyskapande” * alltid ocksa
utgor ett férvaltande av traditioner.

Sandell vinder 6rat mot Jean-Luc Nancys filo-
sofiska utforskning av lyssnandet. Fér Nancy ar
lyssnandet alltid en friga om deltagande, om hur
klangen delas av alla kroppar i det rum dir den
sdtts i rorelse. Lyssnande &r da att ta del av klang-
en, eller klangfirgen som Nancy formulerar det:
"that thing by which a subject makes an echo-of
self, of the other, it’s all one-it’s all one in the plu-
ral” (Nancy, 2007, s. 41). Att vinda 6rat mot musi-
ken inuti spriket eller mot klangen av en pianoton
i ett specifikt rum, i specifika kroppar i ett rum,
ir d& endast olika aspekter av samma fenomen.
Det dr ddrfor ocksd med tydlig logik som Sandells
utforskning ocksd vinder sig mot rummet, ndgot
som i sin starkaste sprékliga gestaltning tar fol-
jande form i avhandlingstexten:

Nir jag slér an en tangent pd min flygel hor jag klubban som
slér an en string som bérjar vibrera. Jag registrerar att meka-
niken fungerar pd min flygel, pd mitt handlande. Men nir jag
lyssnar in tonen jag nyss har slagit an, hér jag en grundton och
en serie 6vertoner som redan nu berittar ndgot fér mig klang-
ligt. Nu blir jag intresserad av vart detta ska ta vigen. Foljs
denna ton av en ny strax dirpa eller kommer det en lingre

paus i forloppet, eller f6ljs det av en serie toner i snabb féljd



PA INSIDAN AV TYSTNADEN

som ocksd kan bilda ett ackord, en flerstimmighet? Tonsit-
taren Morton Feldman beskriver detta genom att siga: "All

ST . . 5
activity in music reflects its process.”

Jag betraktar flygeln och vinder mig till §hérarna och siger:

Jag befinner mig i ett rum. Min kropp ér en del av rummet.
Bebor rummet. Upplever rummet nér jag rér mig och spelar
i rummet. "Man fér s8ledes inte siga att kroppen &r i rummet
och inte heller att den #r i tiden. Den bebor rummet och

tiden.” © (Sandell, 2013:50)

Sandell antyder hir en pianospelets fenomenologi
som har f3 paralleller i den akademiska litteratu-
ren. En av de nirmare féregdngarna ir pianisten
David Sudnows Ways of the Hand (1978): en feno-
menologisk betraktelse av jazzpianospel med fasci-
nerande ingéende betraktelser av denna "handens
kunskap”. Av ménga textnivaer som forfattaren tar
i bruk dr detta en som ger mersmak, Sandell slér
hir an en ton som ir bade djupt autoetnografisk,
fenomenologisk och filosofisk och samtidigt i en
form som #ger enkelhetens direkta kraft. Man kan
som ldsare 6nska att detta spar hade vidareutveck-
lats i avhandlingen. Ar detta inte en av de méjliga
kidrnpunkterna i en avhandling som utgar ifrdn
"sjilva gérandet” (Sandell, 2013, s. 14).

En vidare utforskning av rummet som "medspe-
lare” tar sin borjan i en konsert i Kalvs kyrka som-

maren 2010. En utforskning av det musikaliska
rummet, eller snarare — sammanférandet av olika
rum, av ljudobjekt frén olika av lyssnaren kinda
platser, men ocksé av musiker och instrument i ett
rum som férenar motsatser och dérigenom forverk-
ligar detta sammanfldtande av olika rum och tid
— fordjupas genom en lasning av Focaults hetero-
topi-begrepp (= ett koncept fér "dvriga utrym-
men”) som os6kt far en "fortspinning” (musik-
term: fri och icke periodisk utveckling) i bilder
himtade frdn Alice i underlandet (Sandell 2013,

S. 135-142).

Pa insidan av spraket

Vad ér d& denna musik pa insidan av spréket? San-
dell formar en avhandling som scker svaret pa den
frdgan i bdde musikens franvaro och nérvaro i tex-
ten: pd sidan 19, efter ndgra introducerande texter,
moter ldsaren tva transkriptioner av dialoger mel-
lan gitarristen David Stackenis och férfattaren.
Dessa sa kallade "speldialoger” utspelade sig i ton-
sittarens studio och presenteras hir utan den mu-
sik som skapades i mellanrummen, mellan orden.
Kanske kan man bist forstd dessa transkriptioner
som ett gestaltande av musikens frinvaro i tex-
ten? Vad ir det som gar férlorat i transformatio-
nen frén ord till text? Men &nnu mera angeléget,
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vilken mening har en spréklig diskurs i samspe-
let mellan musiker? Framstér inte det mesta som
sdgs som oadndligt trivialt i jamférelse med den
musik som transkriptionen inte fé6rmar gestalta?
Men bortom denna negation dterfinns manga for-
s6k till ett uppsokande av mellanrummet mellan
klang och ord, mellan musik och text i konkret
poesi och i andra fortspinningar pa etablerade for-
mer inom text-ljud-komposition. Poesi av Sandell,
tillsammans med Fredrik Nyberg och Bengt-Emil
Johnson, skapar en vdv genom boken men flera
av dessa texter utgdr ocksé utgadngspunkt fér verk
som fdrenar recitation och instrumentalmusik.
Detta moéte utgor kanske det stérsta bidraget fran
Sandells sida till text-ljud-kompositionsfiltet.
Akustiska instrument och instrumentalmusik
stod aldrig hégst i kurs bland féregdngare som
Sten Hansson, Ake Hodell och deras gelikar. Nir
Sandell narmar sig text-ljud-komposition frén en
pianists perspektiv tillférs manga nya kvalitéer till
en gammal modernistisk tradition.

Mangfalden av textliga nivaer &r en tillgang for
avhandlingen. En reservation méaste dock framhal-
las. Journalisten och forskaren Kristina Widestedt
(2001) pekar i sin avhandling pd en tendens mot
ett okat anvindande av metaforer i samtida mu-
sikkritik som hon forstér som ett paradigmskifte
bort fran en mer initierad méalgrupp mot en bre-
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dare allminhet. I avhandlingen finns exempel pa
hur Sandells texter om den egna musiken tangerar
virderande utsagor av samma karaktir som recen-
sionsprosa’, en spraklig niva som framstér som sér-
skilt problematisk nir de formuleras av upphovs-
mannen sjilv.

Sandells avhandling vicker ménga centrala
frégor som r6r den konstnirliga forskningens
kunskapsbildning och metod. Vad ir konstnirlig
kunskap och hur kan den férmedlas vidare? Vil-
ket dr forhéllandet mellan konstnirlig praktik och
analytisk forstielse? Hur kan text och sprék ge-
stalta en musikalisk utsaga? Hur kan en bild visua-
lisera musik? Hur kan musik bli en utliggning av
en text? Sandells konstnirliga metod far tydligare
gestalt allteftersom texten forgrenar sig:

Nir jag spelar pd min flygel och sjunger befrimjar det tanken,
som ger mig olika inre bilder, som jag forscker dverféra till en
fysisk bild och text genom metaforer av musikens skeenden,
som skapar nya tankeprocesser, som jag sedan dverfér till mu-
siken, tillbaka till den klingande flygeln och résten. (Sandell

2013, 8. 123)

Den konstnirliga forskningen gir fortfarande i
vintan pad starkare utsagor om metodutveckling
och epistemologi. Men jag vill havda att ett svar pa
dessa fragor finns inbaddat i avhandlingens mate-
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rial som helhet. I bokens stindiga skiften mellan
olika sprékliga nivier och material framstér ocksé
de analytiskt utformade avsnitten som starka utsa-
gor: de delar av texten déir Sandell himtar forsta-
elsemodeller fran till exempel Nancy och Foucault
forhaller sig mycket nira till musiken i avhandling-
ens hjirtpunkt, boxen med tre CD. Mgjligheten att
rora sig mellan olika kunskapsformer ir en faktor i
den konstnirliga forskningen som #nnu séker sin
form men klart ir att det inte méste finnas nidgon
motsittning i denna rorelse i sig. Kanske man kan
forstd Sandells bok som en serie forsék, en samling
etyder som pa olika sitt dmsom lyckas och émsom
misslyckas med att dstadkomma detta méte mel-
lan parallella virldar. Jag vill med detta siga att alla
dessa olika ansatser har en funktion i en samman-
satt helhet. Men utan en 6vertygande konstnirlig
utsaga vore ett sddant foretag démt att misslyckas.
Aven detta kan ses som en av avhandlingens starka
sidor, hur den gor sig beroende av det konstnarliga
utfallet och formar en stark utsaga med CD-inspel-
ningarna som fundament.

I min lisning av projektet framstir "Music
Inside the Language — the trio” som ett centralt
resultat, ett stycke musik fér tre musiker som
ror sig sémldst mellan text, rést och musik mot
det mellanrum som avhandlingen frammanar. I
samarbetet med séngerskan Sofia Jernberg och

kontrabasisten Nina de Heney har Sandell hir
skapat musik som formfullindat gestaltar en
rorelse mellan text och sprék, klang och tyst-
nad. Men det stannar inte dir. Jag minns ett
framférande av trion under "(re)thinking im-
provisation” - en festival och ett symposium
om improvisation i olika kulturer pd Inter Arts
Center i Malmé 2011 — och kan fortfarande i dag
levandegéra inre bilder av ett ndrmast telepatiskt
samspel, ett lyssnande mellan musikerna som
spred sig i rummet och skapade ett 6gonblick av
samspel mellan alla lyssnare (musiker och pu-
blik) och rummet. Alltsd ett framférande som
pa detta vis sammanfér olika tematiska tradar i
avhandlingsarbetet. Sandell citerar Nancy i sin
avhandling och fangar i dennes ord sjilva kir-
nan av sitt eget projekt: "to be listening is always
to be on the edge of meaning” (Nancy 2007: 7).
Detta lyssnande utgdr ocksd en grundliggande
forutsattning for den konstnirliga forskningen.
Kunskapsbildningen och -férmedlingen sker ofta
i mellanrummet mellan akademi och konstliv.
Konstnéren kan hir rora sig fritt mellan diskur-
sivt tdinkande och handens kunskap i ett lyssnan-
de kunskapsskapande vid grinsen.

Textdelen av avhandlingen finns att ladda ner frin
www.konst.gu.se.
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FIGUR 1. Konkret poesi av Sten Sandell (2013, s. 90) FIGURE 1. Concrete poetry by Sten Sandell (2013, p. 90)
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FIGUR 2. Strukturskiss till "Music Inside the Language”  FIGURE 2. Structural sketch for “Music Inside the

Language”






INSIDE THE SILENCE

A thesis by Sten Sandell, reviewed by Stefan Ostersji

ianist and sound artist Sten Sandell's thesis is commented on here by guitarist Stefan Ostersjo,
who finds a plethora of approaches that strike a chord with methodology development in artistic
research. This is also at the heart of the strong focus on the artistic outcome that informs the
thesis. Sandell's study takes us inside the music and can be described as a listening experience

in creating new knowledge.

Music inside the language

Sten Sandell is a multitalented sound artist, an ex-
ceptional improviser with voice and piano and an
innovative composer with a keen ear for language,
text and electronic soundscapes. In March 2013,
he defended an arts thesis at the University of
Gothenburg' titled “Inside the silence - a study”.
It is a complex product comprising a box contain-
ing a triple CD, a book and further material on
Sandell’s website.

On the three CDs are three major works by San-
dell with a direct link to his thesis work. The book
is a mottled affair that takes in many different
linguistic levels, ranging from poetry via discus-
sions of a more theoretical nature to transcrip-
tions of dialogues between musicians at work. The
thesis is an artistic exploration of the relationship
between sound, text and images, and specifically

what happens in the interplay between these dif-
ferent forms and practices.” Is there music inside
the language? How do these elements hang to-
gether, within the written text and between the
different media? What does the listener find in-
side this study?

Through its various textual levels and ap-
proaches, the thesis takes on additional meaning
in the field of artistic research by focusing on the
relationship between artistic practice and linguis-
tic discourses and forms of expression. However,
developing methodologies appears not to be the
main thrust of the author’s work. The text pro-
vides no thorough discussion of methodology, but
it does open with a few pithy theories on methodo-
logical approaches. Here Sandell places the method
behind his exploration in the context of artistic
practice and its spread across several disciplines:
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The research method I apply is strongly embedded in the ac-
tual performance in the here and now: In what I play. In what

I sign and recite. In what I draw and film. (Sandell, 2013, p. 14)

Sandell also expresses a fear that creating an intel-
lectual discourse around one’s own artistic prac-
tices could end up being a straightjacket rather
than furthering artistic ambitions. It appears,
however, that this initial anxiety has been allayed,
and “Inside the silence” instead presents us with a
convincing artistic production.

The artistic project

One can trace the artistic roots of Sandell’s proj-
ect to the early Modernism of Marinetti and Kurt
Schwitters, or Oyvind Fahlstrém in terms of a
Swedish tradition, and the latter is significant.
Sandell’s text is peppered with quotations from
the poetry of Bengt-Emil Johnson and, as an art-
istic project, it is closely aligned with the Swedish
drive to bring concrete poetry closer to sound art,
not least in text-sound composition,®> of which
Johnson was one of the leading proponents. It is
hard to believe that Sandell’s study would have
taken on the same form without these precursors.
This connection is not discussed in the thesis, but
it is there nevertheless, as a silent reminder of how
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artistic “innovation” * always builds on tradition to

some extent. (See figure 1, p. 64).

Sandell turns his ear towards Jean-Luc Nancy’s
philosophical meditation on the act of listening.
For Nancy, listening is always a question of par-
ticipation, of how the sound is shared by all the
bodies in the space where it is set in motion. Lis-
tening is thus about embracing the sound, or the
timbre as Nancy puts it: “that thing by which a
subject makes an echo - of self, of the other, it’s
all one - it’s all one in the plural” (Nancy, 2007,
p. 41). Turning an ear towards the music inside
the language or towards the sound of a piano
note in a specific space, in specific bodies in a
space, these are thus simply different aspects
of the same phenomenon. It is therefore with
the utmost logic that Sandell’s research also
turns to the space, with the strongest linguis-
tic manifestation taking the following form in
the thesis:

When I strike a key on my piano, I here the hammer hitting
a string that starts to vibrate. From my actions, I register that
the mechanics of my piano work. But when I listen to the
note I've just played, I hear a keynote and a series of over-
tones that already tell me something sonorously. Now I become
interested in where this is going. Will this note immediately

be followed by another or will there be a pause, will it be fol-
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lowed by a rapid succession of notes that might also form a
chord, polyphony? Composer Morton Feldman describes this

by saying: “All activity in music reflects its process.” >

I look at the piano, turn to the audience and say: [ exist in a
space. My body is part of that space. Inhabits the space. Expe-
riences the space as I move and play in that space. “As such we
cannot say that the body is in the space, nor is it in the time. It

inhabits the space and the time.” ® (Sandell, 2013, p. 50)

Sandell suggests a phenomenology of piano play-
ing here that has few parallels in academic litera-
ture. One of the closest forerunners is pianist David
Sudnow’s Ways of the Hand (1978): a phenomeno-
logical treatise on jazz piano playing with fasci-
natingly deep reflections on the knowledge of the
hand. Of the many textual levels that the author
applies, this one in particular piques the curiosity;
Sandell strikes a tone that is deeply autoethnogra-
phic, phenomenological and philosophical, but in a
form that marshals the direct forces of simplicity.
As a reader, one might like to have seen this train
of thought taken further in the thesis. Is this not
potentially one of the key points in a thesis based
on “the actual performance” (Sandell, 2013, p. 14)?
A further exploration of the space as “co-play-
er” begins with a concert in Kalv Church in the
summer of 2010. An exploration of the musical

space — or rather the coming together of different
spaces, of sonorous objects from different places
known to the listener, but also of musicians and
instruments in a space that unites opposites and
thus realises this interweaving of different spaces
and times - is given more depth through a reading
of Foucault’s heterotopia concept (= a concept
of “other spaces”) that sees a natural fortspinnung
(German musical term: free and non-periodic de-
velopment) in images from Alice in Wonderland
(Sandell, 2013, pp. 135-142).

Inside the language

So what is this music inside the language? Sandell
forms a thesis that seeks to answer the question in
terms of the music’s absence from and presence in
the text: on page 19, after a few introductory pas-
sages, the reader encounters two transcriptions of
dialogues between guitarist David Stackenis and
the author. These “playing dialogues” took place
in the composer’s studio and are presented here
without the music that was created in the spaces
between the words. These transcriptions are per-
haps best understood as a manifestation of the
music’s absence from the text. What is it that is
lost in the transformation from spoken words to
text? But even more importantly, what meaning
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does a verbal discourse have in the interplay bet-
ween musicians? Doesn’t most of what is said
come across as infinitely trivial in comparison
with the music that the transcription is unable
to reproduce? However, moving away from this
negation, there are many attempts to explore the
space between sound and words, between music
and text in concrete poetry and in other fortspin-
nung of established forms within text-sound com-
position. The poetry by Sandell, together with
Fredrik Nyberg and Bengt-Emil Johnson, is wo-
ven like a fabric through the book, with many of
these texts also forming a springboard for works
that combine recitation and instrumental music.
These encounters are perhaps Sandell’s greatest
contribution to the field of text-sound composi-
tion. Acoustic instruments and instrumental mu-
sic were never at a premium among forerunners
such as Sten Hansson, Ake Hodell and their ilk.
When Sandell approaches text-sound composi-
tion from a pianist’s perspective, this brings many
new qualities to an old Modernist tradition.

The variety of textual levels is one of the assets
of the thesis, with one reservation. In her own the-
sis, journalist and researcher Kristina Widestedt
(2001) points to a tendency towards increased use
of metaphors in contemporary music criticism,
which she reads as a paradigm shift away from
a more initiated target group towards a broader
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audience. This thesis contains examples of how
Sandell’s texts about his own music verge on eval-
uative statements of the same character as review
prose’, a linguistic level that comes across as par-
ticularly problematic when such statements are
written by the performer himself.

Sandell’s thesis raises many key questions con-
cerning the generation of knowledge and method-
ologies within artistic research. What is artistic
knowledge and how can it be conveyed? What is
the relationship between artistic practice and ana-
lytical understanding? How can text and language
capture a musical statement? How can an image
visualise music? How can music become an inter-
pretation of a text? Sandell’s artistic methodology
takes clearer shape as the text branches out:

When I play my piano and sing, this fosters thoughts that pro-
voke different internal images, which I try to translate into a
physical image and text through metaphors for the music’s
progress, which creates new thought processes, that I then
transfer to the music, back to the sonorous piano and voice.

(Sandell, 2013, p. 123)

The artistic research still requires stronger state-
ments about methodological development and
epistemology. However, I would suggest that an
answer to these questions can be found embed-
ded in the thesis material as a whole. Within
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the book’s constant shifts between different lin-
guistic levels and material, the analytical sections
come across as strong statements: the parts of the
text where Sandell draws on models for under-
standing from Nancy and Foucault, for example,
are intimately bound up with the music at the
heart of the thesis, in the box of three CDs. The
ability to move between different forms of know-
ledge is a factor in artistic research that remains
in its infancy, but it is clear that there need be no
contradiction in this movement. Perhaps one can
understand Sandell’s book as a series of attempts,
a collection of études that in various ways occa-
sionally succeed and occasionally fail in achieving
this meeting of parallel worlds. By this, I mean
that all these different approaches have a func-
tion in a cohesive whole. But without a convinc-
ing artistic statement, such an endeavour would
be doomed to failure. This too can be seen as one
of the strengths of the thesis, how it makes itself
dependent on the artistic outcome and forms a
strong statement, built on a solid foundation of
the CD recordings. (See figure 2, p. 65).

In my reading of the project, “Music Inside the
Language — the trio” stands as the key outcome,
a piece of music for three musicians that moves
seamlessly from text to voice to music, inhabiting
the spaces in between that the thesis evokes.
In collaboration with singer Sofia Jernberg and

double bass player Nina de Heney, Sandell has
created music that gives perfect form to a move-
ment between text and language, sound andssilence.
But it doesn’t stop there. I recall a performance
by the trio at “(Re)thinking Improvisation” — a
festival and symposium on improvisation in
various cultures at the Inter Arts Center in
Malmd in 2011 — and [ can still conjure up mental
images of the almost telepathic interplay, the
listening between the musicians that spread
through the space, creating a moment of inter-
action between all the listeners (musicians and
audience) and the room itself. This was a per-
formance that brought together various thematic
strands from the thesis. Sandell quotes Nancy in
his thesis, and in his words captures the core of
his own project: “to be listening is always to be
on the edge of meaning” (Nancy, 2007, p. 7). This
listening is also a fundamental precondition for
artistic research. The generation and communi-
cation of knowledge often takes place in the
space between academia and art, where the
artist can move freely between discursive
thought and the way of the hand, applying the
art of listening to the creation of knowledge in
this border country.

The full thesis can be downloaded from
www.konst.gu.se.
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Avhandling av Kim Hedds, recenserad av Henrik Frisk

n av de forsta saker man slas av nar man borjar titta i Kim Hedés avhandling Linjer:
musikens rérelser — komposition i féréandring ar omfattningen. Sexton kompositioner
och en bok pa 310 sidor ger en mastig upplevelse och &ven om den &r helt i linje med
ovriga avhandlingar som producerats de senaste aren bor man kanske andéa fundera
over hur stor en konstnéarlig doktorsavhanling egentligen bor vara. En DVD med doku-
mentationen av de konstnéarliga verken ar foredomligt producerad och gjord fér l&s-
ning i en Webblasare snarare an en DVD-spelare och aven om inga digitala format har
sarskilt lang livslangd sa lar det dppna HTML-formatet dverleva det slutna DVD-formatet.

De sexton kompositionerna, liksom de 30 kapitlen
ir indelade i 5 linjer:

e Rorelse
¢ Identitet
e Tid

* Minne
® Rum

Den klara strukturen gér materialet 6verskadligt
trots sin omfattning dven om texten erbjuder en
del motstand. Det finns ingen direkt information
om hur linjerna har tillkommit men som jag upp-
fattar det sd har de vuxit fram ur forskningspro-
cessen och, sd att sidga, anvints som ett raster for
att gruppera musiken, delvis i efterhand - d4ven om

jag dr siker pa att nigot av de senare verken har
tillkommit genom rastret snarare 4n tvirtom. I slu-
tet av forsta kapitlet 8terfinns fér kanske all forsk-
ning tva helt centrala stillningstaganden: "Det ér
omdijligt att férbli anonym” och "Jag behover ga
in som mig sjélv”.' I inledningen finns forsknings-
frdgan beskriven som: "Hur kan foérindringarna,
som relationer mellan det som dr musik och det
som inte &r musik ger upphov till, skapaméjligheter
for komposition?” Min omedelbara fundering
over forskningsfrigan ir hur det ens dr méjligt att
avgoéra vad som otvetydigt dr musik och vad som
inte ir det, men den diskussionen iterkommer vi
till lingre fram. Metoden, som vi ocksa ska &ter-
komma till, beskrivs helt kort som "En reflexiv
rorelse mellan undersékningens olika delar.”
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Julia Kristevas begrepp intertextualitet dr en
uppenbar referens nir temat ar relationer mel-
lan olika iterationer av konstnirligt arbete och
det lyfts fram som en immanent del av arbetet
tillsammans med dialog, hypertextualitet, inter-
medialitet och ekfras. Ekfras kanske framstar
som det mest anvindbara begreppet och det som
nirmast harmonierar med avhandlingens tema-
tik, men det férekommer tyvirr bara i bérjan,
bla. i ett citat ur boken Intermedialiter (Lund,
2002) och i samma citat igen pd s. 260. Det ir
synd fér Kim Hed3s gar hir miste om en chans
att stilla sin konstnirliga praktik mot en teori-
bildning med stor relevans, individualitet och
potential.

Identitet: Raivadiado

I fjarde kapitlet berdor hon férutom relationen
musik-icke musik ocksd motsittningar som liv
och déd; konst och natur. En biografisk del om
den islindske tonsittaren Jon Leifs anvinds
som struktur till vad som kanske kan ses som ett
teorikapitel men som ocksa ir en inledning till
Vattnet, ett kdrstycke som inte ingdr i avhand-
lingen, men framforallt till Raivadiado. Hir hit-
tar vi dnnu en pusselbit pd vigen mot att f6rstd
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detta arbete: i ett utsnitt ur en essi frén ett tidigt
skede av forskarutbildningen skriver hon: "Lika
frimmande kinner jag mig infor att rekonstru-
era mina tankar genom é&ren. Jag har alltid varit
i ett nu.” En viktig forklaring som ocksé visar pa
en forandringsprocess dd avhandlingen jag har
framfor mig 4r en dokumentation av ett arbete
som dr sammankopplat via noder i flera dimen-
sioner som inte kan ha producerats bara i ett nu
och som definitivt ocksé innehéller rekonstruk-
tion i olika faser.

Sedan féljer kapitlet om just Raivadiado och
dess olika andra inkarnationer, ett av de mest
hinforande styckena musik i avhandlingen. Det
hirstammar egentligen ur ett annat verk, Kim
Hedés musik till teateruppsittning av Dédsdansen
2007 och genom att vara samtidigt idiomatiskt
och naturligt — naturligt i betydelsen att dess ut-
veckling 4r organisk och okonstlad — pressar det
granserna for det hérbara och 6ppnar for ett lyss-
nande p3 flera olika plan. Men hir kan man ocks3
skénja svagheten i avhandlingens tydliga struktur,
en svaghet som i och fér sig manga konstnirliga
forskningsprojekt delar: strukturen i presenta-
tionen ger inte alltid rittvisa 4t komplexiteten i
innehallet. I strivan efter en enkel och vilstruk-
turerad ingdng riskerar man att for formens skull
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forenkla det komplexa utan att det dérfor blir mer
lattforstaeligt. Raivadiado skulle litt kunna passa
in under vilken som helst av de fem linjerna, s
varfor begrinsa det till bara en? Vad man vinner
i struktur riskerar man férlora i innehall. Forsta
delen avslutas med en reflektion om processer och
forandringar. Det dr férsta gdngen vi méter
Bergson som kinns som en viktig referens for
Linjer. Flera av avhandlingens teman ir centrala i
hans arbete och det ir i detta kapitel som jag forst
forstdr hur annorlunda denna text ér, hur jag blir
tvungen att ge upp att reduktionistiskt forsoka
analysera utsagorna, utan istillet placera mig i
textens flode.

Att borja att tala ar att gé in i diskursens risk-
abla ordning skriver Cecilia Rosengren (2009)
som Kim Hedas citerar i kapitel 7. Att féra in
kontinentalfilosofin i ett arbete som strévar efter
att studera relationerna mellan det som &r musik
och det som inte ar det gor mig fundersam och en
smula férvirrad. Vad ir det i forskningsfragan jag
inte forstar? Utifran vad jag list och hért fram
till nu, hade det inte varit mer framkomligt att
soka dekonstruera den binira relationen mellan
musiken och det som inte &r musiken? Om jag
laser in lite mellan raderna: 4r Kim Hedas konst-
nirliga praktik en diskurs (i Foucaults mening)

vars utveckling beror p& métet med det som inte
ar del av den diskursen frdn bérjan? Men var
passar dd Deleuze blivande som citeras pa nista
sida i avhandlingen in i bilden? Deleuze metod
fér att komma runt dikotomier, som minniska
och natur (och kanske musik och ickemusik), dr
att hanvisa till blivande som ett tillstdnd som gor
att distinktionen mellan det enas slut och det
andras borjan blir omdijlig att gora. Jag funde-
rar 6ver om inte forskningsfrgan snarare ligger
nidrmare: Hur och under vilka forutsdttningar blan-
dar sig livet/viirlden/naturen i det som vi definie-
rar som musik?

I kapitel 8 méter vi igen identifikationen med
nuet fast med en anstringning att se tiden som
négot sammanhallet. Kan vi se ett stycke kom-
ponerad musik som en bit sammanhéllen tid
som for komponisten fungerar som en mar-
kor i tiden som man kan &tervinda till? Jag har
ofta sjalv slagits av hur fel mitt minne har haft
i dessa sammanhang. Aven om jag kinslomis-
sigt brukar kunna atervinda genom musiken
har ofta perceptionen foérvringts och blivit del
av den historia som man skriver och just detta
ir vil en del av den konstnirliga forskningens
dilemma: Med vilken metod kan processen &ter-
besdkas och dekonstrueras utan att en av proces-
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sens mest centrala bitar, det subjektiva anslaget,
blir lidande? Jag kan vara fundersam kring den
reflexiva rorelsen som metod. Just reflexion ar
ett ord som stindigt dterkommer i diskussionen
om den konstnirliga forskningens metoder. Da
ett av syftena med forskningsmetoden ar att
skapa nya grinsytor till det som ska beforskas vill
jag se hur reflexion som forskningsmetod i s fall
skiljer sig fran reflexion i konstnirligt skapande,
eller, i det tillfille den konstnirliga metoden
ocks3 ir forskningsmetoden, pa vilket sitt bidrar

metoden till att synliggéra det som tidigare varit
dolt?

Identitet: Historien lyder

Historien lyder #r ett samarbete mellan Kim
Hedas, Christina Ouzounidis, Teatr Weimar och
Ensemble Ars Nova. Christina Ouzounidis, sjalv
doktorand pé Teaterhdgskolan i Malmg, 4r en av
dramatikerna som varit med om att bygga upp
Teatr Weimars rykte som en av de mer progres-
siva postdramatiska teatergrupperna i Sverige. Jag
sdg uppsittningen i Stockholm pa teater Galeasen
vilket gjorde det uppenbart for mig att dokumen-
tationen av ett konstnirligt arbete aldrig kan vara
verket.
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Utganspunkten fér Historien lyder var ett horspel
och partituret ir tio improvisationsmodeller med
instruktioner, som pa ett konceptuellt plan till
en bérjan pdminner om Stockhausens Kurzwellen
eller Plus-Minus. Initialt improvisation som genom
olika processer styrs mot fast form for tre instru-
ment och tre skddespelare. Till de tre instrumenten
kommer ett elektroakustiskt spér, inspelningar av
rosterna, och, kanske viktigast, ett fjirde gemen-
samt instrument som utgdrs av trion i sin helhet.
Processen beskrivs som en foljd av hindelser och
stillningstagande men tyvirr fir vi inte veta mer
om relationen mellan text och musik eller mellan
regi, scenografi, musik och skddespel. Det r en
diskussion som jag ir siker pa hade kunnat tillféra
mycket till den hir avhandlingen. Det 4r sanno-
likt svart att utrona vad som dr musik och vad
som inte dr det varfér métena med Ouzounidis
och Teatr Weimar borde vara hégst relevanta uti-
frén forskningsfrgan. Ett mer generellt resone-
mang om musikdramatikens identitet far vi dock i
efterféljande kapitel genom Hans Gefors avhand-
ling (2011) och Kaija Saariahos opera L’Amour de
loin. Hir kommer kanske ocksé en férklaring till
varfér de egna processerna inte beforskas: "For
mig kinns det problematiskt att skriva om mig
sjilv, mina val, mina tankar, mina drémmar.”
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Tid: lllusion och Intermezzo

Illusion 4r ett samarbete med Petra Gipp och
hennes Refugium som presenterades pa Kivik Art
Centre forsta gdngen. En ljud- och arkitektur-
installation i naturen dar lyssnaren omges av ljud
frdn sex hogtalare, en musik utan boérjan eller
slut. Illusion inleder bokens tredje del "Tid” och
musiken anvinder sig av rumsliga férflyttningar
av ljudet som, skriver Kim Hed3s, ir "hindelser i
ett musikaliskt fléde” och skapar positioner som
ger bdde "rum och tid”, en mening som leder
mig tillbaka till musikdramatiken, till Schopen-
hauers kausalitet och Richard Wagner. "I stycket
Illusion har det forflutna funktionen att osikra
fortsittningen” (s. 150), skriver hon och hir blir
jag osdker om vi talar om installationen eller bara
musiken (och var gir grinsen?), men Illusion
framstér av den beskrivningen som en evig cliff-
hanger. Négot foérvinande skriver Kim Hedas
sedan att tankar om tid och minne kan vara vik-
tiga fér kompositionsprocessen men ir inte del
av det hérbara och ska heller inte vara det. Det
ir en struktur som endast tjinar kompositions-
processen. Men var slutar i s3 fall den? Och, ater-
igen, vilken funktion har samarbetet med Petra
Gipp hir och vilken roll spelar strukturen i det
gemensamma arbetet?

Fragan om dokumentation kommer fram i kapitel
15 (s. 167), om #n helt kort. En kritisk héllning till
behovet av att dokumentera allt, viktigt som ovik-
tigt, hogt som lagt. Samarbetet med Petra Gipp
leder fram till en annan typ av samarbete, det
med designern Thomas Laurien. Musik och film.
Tva rum som ger varandra nya rumsliga mojlig-
heter. Intermezzo ar musik som har ateranvints
och relaterar bakat till andra verk av Kim Hedas
(Mébelmusik, Stilla liv, Brollopsmusik) och projek-
tet presenterades hésten 2010. Intermezzo bestdr
av "ljud som #r himtade fran olika killor, ett visst
sitt att behandla dessa disparata ljud genom kom-
positionsarbetet och vissa givna forutsittningar.”
Tyvirr far vi inte veta hur filmen och musiken
paverkade varandra. Musiken till Intermezzo var
hiamtad frén ett annat projekt och detta fak-
tum gor det tydligt fé6r Kim Hedés hur férind-
ringen sker genom kontexten och hon stiller
frdgan "Vad gor det som inte hérs for lyssningen?”
(s. 181). Men vad ir det som egentligen hérs och
vad innebir lyssnandet. Kan man inte siga att det
som paverkar lyssnandet ocksd hors? Svaret Hedas
ger ir att sjilva musiken bestdr av kombinationen
av det hérbara och det ohorbara.

Jag lyssnar och ser jag pa Intermezzo. Tiden bade
ror sig framat och str stilla, dr fryst. Ungefir som
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en operaaria dir handlingen, eller dramat, stannar
upp men musiken fortsétter, och stannar upp. Och
jag blir sé otroligt nyfiken pé hur kombinationen
gjordes. Eftersom musiken redan var firdig, var
det bilderna som synkroniserades? Eller dr det en
slump att detta férhéllande uppstdr? Vem gjorde
vad? Hur? Varfér far jag inte veta mer?

Minne

Det fjirde avsnittet, Minne, atervinder till temat
fortsittning och férvandling. En bruten process,
ett stycke som ska mixas om, allt 4r s8 sjilvklart
tills man sitter dir dé inget lingre finns kvar annat
an som en litt dimma. Situationen dir den konst-
nirliga processen inte lingre dr adtkomlig beskrivs
poetiskt. Det far mig att tinka pd drommen som
nir man vaknar ir sé sjilvklar men i den stund man
ska aterberitta den 4r den bortflugen. Den finns
pa nagot sitt i minnet men inte i orden. Inte som
metafor, utan pa riktigt, men #nd3 inte tillginglig.
Freud kallar det primira och sekundira processer
och det #r i dversittningen mellan dessa medvet-
andelager som det kan gi s3 snett. Konsten ir en
primir process och spraket och medvetandet en se-
kundir och den konstnirliga forskningens uppgift
ir delvis att skapa ett grinssnitt mellan dessa tva.
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Som hastigast flyger nigra korta stycken om jaget
och den andre, Kristevas fraimlingskap och Rim-
bauds lek med férsta och tredje person i "Je est
un autre”. Kim Hedés skiver om behovet av att
forvandla, forst sig sjilv, sedan kompositionen, for
att kunna komma vidare. Men det &r alltsé fram-
for allt en forvandling i jaget och medierat genom
den konstnirliga praktiken hon talar om, och inte
motet med den andre? Igen undrar jag vilken for-
indring detta méte innebar och hur det utveck-
lade sig. Var det motvilligt? Latt? Svart? Upp-
byggande? Nedbrytande? Var det vilkommet?
Detta ir stora dmnen och Kristevacitaten hinger
lite i luften alltmedan jag som ldsare far gissa mig
fram till avsikten. Jag viinder mig till musiken och
anar, kanske kinner att jag forstér, men det flyter
ganska snabbt undan igen.

P4 s. 197 kommer en versikt 6ver nagra av de
som tidigare har stillt sig frdgan kring musikens
och konstens relation till andra element, som t.ex.
Kurt Schwitters, Stockhausen, Duchamp, Cage
och Oyvind Fahlstrém. En mening med ett ensamt
"Ja” ger mig kinslan att hon skriver under pé tan-
karna kring uttryckens flyktighet. Och hir anslu-
ter avhandlingen implicit till dessa forvandlingar
som nittonhundratalets konstliv kinneteckna-
des av — men ndgon mer ingdende diskussion fér
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vi inte ta del av. Ord blev musik, konservburkar
blev konst, pdhittade sprik blev litteratur, tystnad
blev musik, pissoarer blev konst, maskiner blev
musik, ordlekar blev poesi och oljud blev ljud som
blev musik. Ar tjugohundratalets férvandling att
musik blir forskning?

I kapitel 22 gar det vidare, ifrén en forvandling
fran det ena till det andra mot ett adderande av det
ena till det andra. Hir hittar vi behovet av repeti-
tion, kontinuitet och tradition. Och en avslutande
mening fastnar jag fér: "Redan férsta gdngen kan
hinderna i knit f3 impulser till att dirigera jaget
in i lyssnandet, redan férsta gdngen kan musikens
mening uppfattas och allt kan skickas blixtsnabbt,
bredvid den reella tiden, in i minnet.” Nir jaget
dirigeras in i lyssnandet s ir det inte, som jag
laser det, frigan om en transformering fran ett
tillstdnd till ett annat, utan nagot som laggs till
négot annat. Det r kroppsligheten, hinderna ror
sig, som skapar férutsittningen fér att lyssnandet
och jaget sammanfogas. Utan att fundera dver hur
ett lyssnande utan ett jag kan fungera s& nirmar
sig detta utvidgade lyssnande ett etiskt lyssnande
i sin dppenhet. Fjirde avsnittet avslutas med en
annan redogorelse for ett kroppsligt och taktilt
forhallningssitt i ndgra ensamma meningar i list-
form. "Minnet i en rérelse”, kroppsminnet och

intoneringen, kéinslan av det kalla, och dirigenom
ostdmda instrumentet. Pldgan nir violinisterna
inte stimmer som de borde. Men hir slutar vi
istéllet vid lyssnandet som en frigbrelse fran det
kroppsliga: "En littnad, jag kan lyssna.” Igen kin-
ner jag mig osiker pd vad avsikten dr. Lasandet
tvingar mig att sluta tidnka reduktionistiskt och
istillet ndrma mig texten liksom musiken med
stor dppenhet, stindigt beredd pa att omvirdera
mina uppfattningar.

Rum: Part

Sista och femte avsnittet, Rum, bérjar med nigot
som nirmast kan liknas vid ett teorikapitel. Det
framgar inte i boken men texten dr producerad
som del av en musikestetisk kurs pd Stockholms
universitet och temat dr lyssnande och percep-
tion. Hir méter vi bla. Jean-Luc Nancy (2007)
i hans lasvirda Listening och Pauline Oliveros
(2005) genom hennes klassiska lyssningsmetoder
i boken Deep Listening. Kapitlet ér, som anges pa
sidan 219, "ett forsok att 6ppna upp och vidga de
ramar innanfér vilka forstielsen av lyssnandet
till musik kan diskuteras.” Kapitel 26 skulle jag
behoéva en smula mer information om fér att
forstd i detta sammanhang men det bestdr av
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en serie poetiska texter med fotnoter till ganska
ldnga textavsnitt. Négra av dessa fotnoter har
forekommit tidigare.

Part ir en fascinerande installation och karta
Sver ett abstrakt filt, konkret tecknat. Jag for-
stdr nir jag liser att det finns mer material fran
det skede da dessa verk vixte fram och funderar
Sver vad de skulle ha kunnat lira mig. Egentli-
gen ir det synd att det inte finns mer av reflexiv
rorelse hir mellan Part och Knot och musik och
arkitektur och mellan Kim Hed&s och Petra
Gipp och mellan de olika platser dir dessa verk
stallts ut.

Det ir i samarbetet med Gipp som jag forst
forstar inneborden av forskningsfragan. Kanske
ar det sa det ska vara, ndr man tagit sig igenom
avhandlingen sd har man grepp om frigan som
stillts initialt? Sista kapitlets inledande "Musi-
ken 4r” (s. 276) kanns spontant kontraintuitiv
till detta arbete. Lingre ner, dock, liser jag att
“avsikten inte dr att ge slutliga l8sningar pa de
fragor som #r aktuella.” "Meningen #r inte att
med ord besvara frigorna.” (s. 279) En bra sam-
manfattning av de fem delarna f6ljs av en kort
genomgang av framtida utvecklingsmoijligheter
och nigra appendix om konstnirlig forskning,
om studiemiljéon och om de teorier som Kim
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Hedas har vint sig till eller genom. Efter en
engelsk sammanfattning och referenser har vi
natt till slutet av musiken och texten.

Coda

Ater till forskningsfragan: "Hur kan forandring-
arna, som relationer mellan det som #ir musik
och det som inte dr musik ger upphov till, skapa
mojligheter for komposition?” Utifrdn denna
fraga, vad kan jag beritta om mojligheterna som
skapats for Kim Hedas? Tvekldst har samarbe-
tena med Gipp, Ouzounidis och Laurien skapat
just moijligheter for komponerandet men frén
avhandlingen far vi inte veta mycket om det
annat 4n resultatet. Vi vet att det paverkar men
inte hur. Det fir mig att tinka att forsknings-
fragan i detta fall faktiskt egentligen inte ar fra-
gan utan metoden. Kim Hedés anvinder motet
med det andra, med komponerandets ontolo-
giska motsats, som en metod att forstd hur pro-
cesserna kan utvecklas och hur hon kan driva
sitt eget arbete vidare, i ett férsok att optimera
sina egna konstnirliga processer. Att se frigan
som metod 16ser delvis ocksa ett annat problem,
namligen att avhandlingen inte positionerar sig
gentemot andra konstnirliga arbeten som ror
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just relationen mellan det som ar "musik och
det som inte dr musik”. Att diskutera vad som ir
musik och vad som inte ir det i en post-Cage-era
utan att berdra sextiotalets experiment pd om-
radet, gor det onddigt svart att forstd vad som ar
avsikten. Men om detta istillet 4 metoden sna-
rare 4n frigan blir just den bakgrundsanalysen
inte lika patringande viktig.

Kim Hedas avhandling Linjer: musikens rirel-
ser — komposition i fordndring (www.konst.gu.se)
ir ett gediget arbete. Det dr en avhandling
som placerar sig i den tradition som Gote-
borgs universitet har etablerat for konstnirlig
forskning i den nya konstnirliga examensord-
ningen. Spraket #r vackert, nistan poetiskt,
och reflekterande. Svaren ir formulerade som
mojligheter, dir ibland manga sidana ges.
Fragestillningarna, till en bérjan en smula
vaga och inte omedelbart nirvarande genom
hela hela arbetet, flyter ibland ut till utkanten
for att sedan dtervinda och upptrada mitt i cen-
trum igen. Hir finns s8ledes manga dppningar
for fortsatt forskning. Arbetet kriver sin lyss-
nare och ju nirmare man kommer det, desto
tydligare blir det, men tydligheten uppenbarar
sig nidrmast pa ett musikaliskt plan snarare in
ett strukturellt. Kim Hed3s Linjer ger oss pa sa

sitt ett ganska radikalt bud pa individuell, inter-
medial konstnirlig kunskapsutveckling och jag
vagar pastd att konstnirlig forskning i musik i
Sverige ligger bra till.
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A thesis by Kim Hedds, reviewed by Henrik Frisk

ne of the first things to strike one on starting to read Kim Hedas' thesis Music
Moving — Composition Changing is the scope. Sixteen compositions and a 310-
page book weigh heavy and, although this is wholly in line with other theses pro-
duced in recent years, it is perhaps worth considering just how large an artistic doc-
toral thesis should actually be. An exemplary DVD documenting the artistic works
is well produced and made for reading via a web browser rather than a DVD player
- while no digital format lasts a terribly long time, the open HTML format is likely to

outlast the closed DVD format.

The 16 compositions, like the 30 chapters, are di-
vided into five themes - the lines of the title:

* Movement
¢ Identity

* Time

* Memory

® Space

This results in a clear overall presentation of the
material, despite its size, although the text itself
does resist the reader at times. There is no direct
information on how the themes were deter-
mined but, as I understand it, they have grown out
of the research process and been used as a kind of
filter for grouping the music, partly in hindsight

- although I am sure that some of the later works
have come into being through the filter rather than
vice versa, there is no direct information on how
the themes were determined. However, as I un-
derstand it, they have primarily grown out of the
research process and been used as a kind of filter
for grouping the music, partly in hindsight. At
the end of the first chapter are two standpoints
that are perhaps key to all research: “It is impos-
sible to remain anonymous” and “I need to go in
as myself”.! In the introduction, the research ques-
tion is presented as: “How can the changes that
come into being through relationships between
music and what is not music create opportunities
for composition?” My immediate response to the
research question is to ask how it is even possible
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to determine what is undeniably music and what
is not, but we will return to that discussion later.
The method, which we will also come back to, is
described briefly as “A reflexive movement be-
tween the different parts of the inquiry.”

Julia Kristeva's concept of intertextuality is a
clear reference when the theme turns to relations
between different iterations (repeats) of an artis-
tic work, and it is held up as an immanent part of
the task, together with dialogue, hypertextuality,
intermediality and ekphrasis. Ekphrasis (a written
work that describes another work of art) perhaps
stands as the most useful term and what most clos-
ely harmonises with the thematics of the thesis,
but unfortunately it only occurs in the beginning,
for example in a quotation from the book Inter-
mediality (Lund, 2002) and in the same quotation
again (on p. 260). This is a pity, as Kim Hedas
misses an opportunity to set her artistic practice
against the formation of a theory with considera-
ble relevance, individuality and potential.

Identity: Raivadiado

In chapter 4, she examines not just the relation-
ship between music and non-music, but also other
opposing concepts such as life and death and art
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and nature. A biographical piece about Icelandic
composer Jon Leifs is used as the structure for
what could perhaps be seen as a theory chapter,
but one that also serves as an introduction to Vatt-
net, a choral piece that is not part of the thesis,
but mainly to Raivadiado. Here we find another
piece of the puzzle on our way to understanding
this work: in an excerpt from an essay written at
an early stage of her research studies, she writes:
“I feel just as alien when faced with reconstruct-
ing my thoughts over the years. I have always lived
in the here and now.” This offers an important
explanation, but one that also shows a process of
change, as the thesis is a document of work that is
connected by nodes across several dimensions that
cannot have been produced just in the here and
now and that definitely also involve reconstruc-
tion on different levels.

Then comes the chapter on Raivadiado itself,
and its various other incarnations, one of the most
fascinating pieces of music in the thesis. It actually
originates from another work, Kim Hed&s’ music
for a production of Strindberg’s The Dance of
Death at the Royal Dramatic Theatre in Stockholm
in 2007. By being at once idiomatic and natural
- natural in the sense of its development being
organic and unaffected - it pushes the boundaries
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of what is audible and opens us up to the possi-
bility of listening on several levels. However, this
is also where one can discern the weakness in the
clear structure of the thesis, a weakness that many
artistic research projects share: the structure in the
presentation does not always do justice to the com-
plexity of the content. In striving for a simple and
well structured way into the work, one risks simpli-
fying the complexities for the sake of the form
without making them any more comprehensible.
Raivadiado could easily slot into any of the five
themes, so why restrict it to just the one? Any
gains in terms of structure risk being lost when
it comes to content. The first part concludes with
a reflection on processes and change. This is the
first time we encounter Bergson, who feels like an
important reference point for Lines. Several of the
themes in the thesis are central to his work and it is
in this chapter that I first understand how unusual
this text is, how I have been forced to abandon any
reductionist attempt to analyse the statements,
and instead give myself up to the flow of the text.
To begin to speak means to enter into the perilous
order of discourse, writes Cecilia Rosengren (2009)
whom Kim Hedés quotes in chapter 7. Bringing
continental philosophy into a work that strives
to study the relations between what is music

and what is not leaves me hesitant and slightly
confused. What is it in the research question that
I do not understand? Based on what I have read
and heard so far, would it not have been more
practicable to seek to deconstruct the binary
relationship between what is music and what is
not music? Reading between the lines a little: is
her artistic practice a discourse (in Foucault’s
sense) whose development depends on inter-
facing with what is not part of the discourse from
the outset? How in that case does Deleuze’s be-
coming, which is quoted on the next page of the
thesis, fit into the picture? Deleuze’s method
of getting round dichotomies such as humanity
and nature (and perhaps what is music and what
is not) is to refer to becoming as a state in itself,
which renders it impossible to draw a distinction
between the end of one and the beginning of the
other. I wonder whether the research question is
perhaps more: How and under what circumstances
does life/nature/the world merge with what we define
as music?

In chapter 8 we once again encounter the iden-
tification with the present, but with an effort to
see time as something coherent. Can we see a
piece of composed music as a snippet of coher-
ent time that, for the composer, acts as a marker
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in time that can be returned to? Yet I have often
been struck by how faulty my memory has pro-
ven in this context. Although emotionally I am
usually able to go back through the music, the
perception has often been distorted and become
part of the narrative that one creates, and this is
surely part of the dilemma for artistic research:
Through what method can the process be revisited
and deconstructed without one of the process’s
most central aspects, subjectivity, suffering? I
find myself questioning reflexive movement as a
method. Reflexivity is a word that constantly
appears in the discussion concerning methods of
artistic research. Since one purpose of the research
method is to create new interfaces with what is
being researched, I would like to know how reflex-
ivity as a research method differs from reflexivity
in artistic creation, or, on the occasions when the
artistic method is also the research method, how
does the method help to shed light on what has
previously been hidden away?

Identity: Historien Lyder

Historien Lyder is a collaboration between Kim
Hedas, Christina Ouzounidis, Teatr Weimar and
Ensemble Ars Nova. Christina Ouzounidis, her-
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self a doctoral student at Malmé Theatre Academy,
is one of the dramatists who helped build up Teatr
Weimar’s reputation as one of the more progres-
sive postdramatic theatre companies in Sweden.
I saw the production in Stockholm at Teater
Galeasen, which reminds me of the notion that
the documentation of an artistic work can seldom
be the work itself.

The point of departure for Historien Lyder was
a radio play and the score is ten improvisational
models with instructions, which on a conceptual
level are initially reminiscent of Stockhausen’s
Kurzwellen or Plus-Minus. First comes an improvi-
sation that, through various processes, is steered
towards a fixed form for three instruments and
three actors. The three instruments are accom-
panied by an electroacoustic track, recordings of
voices and, perhaps most importantly, a fourth
joint instrument made up of the trio in its entire-
ty. The process is described as a consequence of
events and attitudes, but unfortunately we do not
find out any more about the relationship between
text and music or between direction, scenography,
music and acting. This is a discussion that I feel
sure could have added a great deal to this thesis. It
is no doubt difficult to ascertain what is music and
what is not — and therefore the encounters with
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Ouzounidis and Teatr Weimar ought to be highly
relevant in terms of the research question. We gain
a more general discussion on the identity of music
drama in the following chapter via Hans Gefors’
thesis (2007) and Kaija Saariaho’s opera L’Amour
de Loin. There is also an explanation of perhaps
why the author’s own processes have not been ex-
plored: “I find it problematic to write about myself,
my choices, my thoughts, my dreams.”

Time: lllusion and Intermezzo

Ilusion is a collaboration with Petra Gipp and
her Refugium that was first presented at Kivik Art
Centre. This is a sound and architecture installa-
tion in nature where the listener is surrounded
by sound from six loudspeakers — music with no
beginning or end. Illusion, discussed in the ope-
ning of the third section “Time”, avails itself of
movements in sound that she describes as “a
flow of musical events”, creating positions that
give both “space and time”, an idea that leads me
back to music drama, to Schopenhauer’s causality
and Richard Wagner. “In the piece called Illusion,
the past has the function of imbuing the future
with uncertainty,” (p. 150) writes Kim Hed3s, and
here I myself am uncertain about whether we are

talking about the installation or just the music (and
where is the boundary?), but Illusion is portrayed
in the description as an eternal cliffhanger. Some-
what surprisingly, she then writes that thoughts
about time and memory, although they are not part
of the audible and nor should they be, still can be
important to the composing process. As a structure
it merely serves the composing process. But in
that case, where does it end? And, again, what
function does the collaboration with Petra Gipp
have and what role does the structure play in their
joint work?

The question of documentation briefly comesup
in chapter 15 (p. 167) indicating a critical attitude
towards the need to document everything, im-
portant and insignificant, high and low. The col-
laboration with Petra Gipp leads to another type
of collaboration, with designer Thomas Laurien:
music and film as two spaces that lend each other
new dimensionalities. Intermezzo is music that has
been recycled and relates back to other works by
Kim Hedas (Mébelmusik, Stilla liv, Brollopsmusik).
The project was presented in autumn 2010 and
comprises “sound that is drawn from various
sources, a particular way of handling these
disparate sounds through composition work and
certain set preconditions.” Unfortunately, we
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do not get to know how the film and the music
affected each other. The music for Intermezzo was
taken from another project and this fact makes
it clear to Kim Hedas how the change comes
through the context. She thus poses the question
“What does what is not heard do to the listening
experience?” (p. 181). But what exactly is being
heard and what does the listening entail? Can it
not be said that what affects the listening is also
heard? The answer provided by her is that the
music encompasses a combination of the audible
and the inaudible.

I listen and watch Intermezzo. Time moves for-
ward and yet stands still, is frozen. It resembles
an opera aria, where the action, or the drama,
comes to a halt while the music continues, and
then stops. I am really curious to find out how the
combination was made. Since the music already
existed, were the images synchronised to it? Or is
the relationship merely the result of chance? Who
did what? How? Why am I not told more?

Memory

The fourth section, Memory, revisits the theme of
continuation and transformation. A broken proc-
ess, a piece that needs remixing; everything is so
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obvious until one is sitting there with nothing
remaining except as a gentle haze. The situation
where the artistic process is no longer accessible
is described in poetic terms. It makes me think of
dreams that, when you wake up, are so clear but
as soon as you try to recount them they are gone.
It is there in memory, but not available to express
in words. It is not a metaphor, but as a real and yet
inaccessible entity. Freud calls these primary and
secondary processes, and it is in the translation
between these levels of consciousness that things
can go awry. Art is a primary process and language
and consciousness belong to the secondary one,
and the task of artistic research is partly to create
an interface between the two.

A few paragraphs quickly touch on the notion
of the self and the other, Kristeva’s strangeness
and Rimbaud’s play on the first and third persons
in “Je est un autre”. Kim Hedas writes about the
need to transform, first oneself and then the com-
position in order to progress. Is she not primarily
speaking of a transformation of the self, mediated
through the artistic practice, rather than an actual
encounter with the other? Again, I wonder what
change this encounter brought about and how it
developed. Was it involuntary? Easy? Difficult?
Creative? Destructive? Was it welcome? These
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are weighty topics and the Kristeva quotation is
rather left hanging in the air, with the reader left
to guess its purpose. I return to the music and get
a vague notion, perhaps feel [ understand, but it is
quickly swept away again.

Page 197 presents an overview of some of those
who have previously asked questions about music
and art’s relationship with other elements, such as
text. These include Kurt Schwitters, Stockhausen,
Duchamp, Cage and Oyvind Fahlstrém. One sen-
tence, a single “Yes”, gives me the impression that
Kim Hed3s connects to the idea concerning the
transience of the thoughts. And here the thesis
affiliates implicitly to the transformations that
characterised the 20th-century art world - al-
though without a more in-depth discussion. In the
nineteenth century words became music, soup cans
became art, made-up languages became literature,
silence became music, urinals became sculptures,
machines made music, wordplay became poetry
and noise became sound which became music.
Is the 21st-century transformation that music be-
comes research?

Chapter 22 moves on, from the transformation
of the one to the other, towards an addition of the
one to the other. This is where we find the need for
repetition, continuity and tradition. And there is

one closing sentence that strikes me: “The very
first time, my hands can pick up the impulse
to conduct the self into the act of listening; the
very first time, the meaning of the music can be
understood, despatched to the memory at the
speed of light.” When the self is conducted into
the act of listening this is not, as I read it, a
question of transformation from one state to
another, but of one thing being added to another.
It is the corporeality, the hands moving, that
creates the conditions for “listening” and “self” to
merge. Without pondering how listening without a
self can work, in its openness this expanded notion
of listening approaches an ethical listening. The
fourth section concludes with another account of
a corporeal and tactile approach through a list of
individual statements. “Memory in movement”,
corporeal memory and tuning, the feel of the cold,
and thus out-of-tune, instrument. The torment
when the violinists are not in tune as they should
be. But here we stop at listening as a liberation
from the corporeal: “A relief, I can listen.” Again,
I feel unsure what the intention is here. Listening
forces me to stop thinking in reductionist terms
and instead approach the text, like the music, with
great openness, constantly prepared to revise my
opinions.
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Space: Part

The fifth and final section, Space, begins with
something that most closely resembles a theory
chapter. It is not made clear in the book, but the
text was produced as part of a musical aesthetics
course on the theme of listening and perception
at Stockholm University. Here we meet thinkers
such as Jean-Luc Nancy (2007) through his book
Listening and Pauline Oliveros (2005) through her
Deep Listening. As stated on page 219, the chapter
is “an attempt to open up and expand the frame-
works within which understanding of listening
to music can be discussed.” I would require a touch
more information about chapter 26 to understand
it in this context, but it comprises a series of poetic
texts annotated with quite long footnotes. Some of
these footnotes have appeared previously.

Part is a fascinating installation and a physical
map of an abstract field. As I read, I understand,
that there is more material from the collaborative
process through which these works grew, and
I wonder what they could have taught me. It is
actually a pity that there is not more reflexive
movement here between Part and Knot, and
music and architecture, and between Kim Hed3s
and Petra Gipp, and between the different
locations where these works have been installed.
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It is in the collaboration with Gipp that I first
understand the meaning of the research question.
Perhaps this is a natural consequence? Once you
work your way through the thesis, you gain a
handle on the question that was posed at the be-
ginning? The final chapter’s opening statement
“Music is” (p. 276) appears to me to be counter-
intuitive to this work. Further down, however,
I read that "the intention is not to provide final
solutions to the issues in question”, and "The idea
is not to answer the questions in words.” (p. 279)
A good summary of the five sections is followed by
a brief examination of future development oppor-
tunities and a few appendices on artistic research,
the study environment and the theories that Kim
Hedés has turned to or immersed herself in. After
an English summary and bibliography, we reach
the end of the music and of the text.

Coda

Back to the research question then: “How can the
changes that come into being through relation-
ships between music and what is not music create
opportunities for composition?” Based on this
question, what can I say about the opportunities
that have been created for Kim Hed&s? There
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is no doubt that the collaborations with Gipp,
Ouzounidis and Laurien have created opportuni-
ties for composition, but the thesis tells us little
about this except the outcome. We know that
forces are at work, but we do not know how they
work. This prompts me to think that in this case
the research question is actually not the question
at all, but the method. She uses encounters with
the other, with the ontological opposite of com-
position, as a method for understanding how the
processes can be developed and how she can drive
her own work forward, attempting to optimise her
own artistic processes. Looking at the question as
the method also partly resolves another problem,
namely that the thesis does not position itself in
relation to other artistic work that touches on this
relationship between what is “music and what is
not”. Discussing what is music and what isnotin a
post-Cage era without referring to the experimen-
tation of the 1960s in this field makes it unneces-
sarily difficult to understand her intentions but if,
instead, this is the method rather than the ques-
tion, such background analysis does not become
quite so pressingly urgent.

Kim Hedas’ thesis Lines: Music Moving — Com-
position Changing is a solidly composed work. It
is a thesis that places itself in the fine tradition

that the University of Gothenburg has established
for artistic research in the new artistic system of
qualifications. The language is beautiful, almost
poetic, and reflective. Answers are formulated
as opportunities, with many such being given at
times. The questions, initially a touch vague and
not immediately present through the whole work,
sometimes float out to the edges, before returning
and taking centre stage again. This sets up many
openings for continued research. This work de-
mands its listeners and the closer one gets to it,
the clearer it becomes, but this clarity manifests
itself on more of a musical level than a structural
one. As such, Kim Hedas’ Lines represents quite
a radical call for individual, intermedial artis-
tic knowledge advancement and I would suggest
that artistic research in music in Sweden is all the
healthier for it.

The full thesis can be downloaded from
www.konst.gu.se.
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Projektledare: Cecilia Roos/ Text: Josefine Wikstrom

ed det ena benet i den professionella dansarens reflekterande praktik och det andra i ett
filosofiskt tankande som kretsar kring kroppens och jagets sinnliga erfarenhet av varlden har
detta forskningsprojekt varit en djupgaende undersdkning av den samtida dansarens roll

inom konstnarliga processer.

I den klassiska baletten och till viss del dven inom
den moderna dansen sidgs dansaren frimst som
ett verktyg eller medel fér att uppnd malet som
var dansen. Detta bréts tvirt med framvixten av
samtida dans i borjan av 1gso-talet dd dansaren
fick en mera betydelsefull - for att inte siga helt
central — roll i skapandet av koreografi och dans.
Dansaren forvintades da att ta egna initiativ i
den koreografiska processen, till exempel genom
att sjilv generera rérelsematerial utifrdn impro-
visationsévningar som dirmed var grundade pa
dansarens egen kropp och erfarenhet snarare dn
ett etablerat ideal. I dag 4r bada dessa perspektiv
pa dansarens roll representerade inom samtida
dans. Dansare forvintas pa sa sitt i dag att bade
kunna instudera firdigt och tekniskt komplice-
rat rorelsematerial likvil som att skapa nya rérel-
ser utifrdn till exempel en idé som uttryckts av
koreografen. Oavsett vilken av dessa tva aspekter
som betonas av olika koreografer utgér den sam-

tida dansaren en fundamental roll i den konst-
nirliga processen. Projektledare fér det tredriga
forskningsprojektet Frdn rirelse ur reflektion i till-
blivelse: Dansaren och den konstndrliga processen,
Cecilia Roos, beskriver triffande i delrapporten
till projektet det skifte som skett i synen pa dan-
sarrollen:

"Till skillnad mot nir jag boérjade arbeta som dansare, och
oavsett genrer och arbetsplats, ser dansaren prévandet och ex-
perimenterandet som en sjilvklar del av arbetet. Att det inte
bara r ndgot som férvintas av henne utan att det framférallt
4r ndgot som hon férvintar sig och vill. Det tillsammans med
en rad andra faktorer bidrar till att dagens dansare, i betyd-
ligt stérre utstrickning dn tidigare, arbetar sjilvstindigt och
reflekterande i dialog med koreografen.[...] intresset ligger i

process och tillblivelse.” (Roos, 2012, s. 17).

Men hur kan dansarens arbete med att lira in,
skapa och uppféra dans beskrivas och forsts?
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Vilken funktion har spriket och minnet i en
sddan process? Vad ir forhillandet mellan att
se, lira sig och géra en rorelse? Nir blir, sa att
siga, rorelsen till och hur kan dansaren reflek-
tera 6ver denna process? S 16d nagra av de fragor
som forskningsprojektet har velat stélla och vars
Svergripande syfte var att nirma sig en forstielse
och ett begreppsliggorande av den konstnirliga
processen sett fran den professionella dansarens
perspektiv.

Metod: En reflekterande praktik

Centralt i forskningsprojektet har varit att utgd
frén dansarens praktik och erfarenhet av den
konstnirliga processen. Teoretiskt har forskning-
en varit férankrad i den filosofiska inriktningen
fenomenologi inom vilken miénniskans sinnliga
och kroppsliga erfarenhet framhivs. Projektet
har pa s sitt varit bdde empiriskt och praktiskt
sa vil som teoretiskt. Men betoning har framfé-
rallt legat pa att reflektionen och tinkandet ska
springa ur dansarens egna reflekterande praktik.
Metoden speglades ocks3 i sammansittningen av
forskargruppen som utgjordes av Cecilia Roos som
ir professor i dansinterpretation och med livsléng
arbetserfarenhet som dansare. Ovriga forskare var
Katarina Elam, fil.dr. i estetik, Anna Petronella
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Foultier, doktorand i filosofi, Chrysa Parkinson,
professor i dans och med lang erfarenhet som dan-
sare internationellt samt Cecilia Sjéholm, profes-
sor i estetik.

For att mojliggdra en erfarenhetsbaserad forsk-
ning med utgdngspunkt i dansarens praktik har
projektet varit knutet till Cecilia Roos medver-
kan som dansare i verket NOW SHE KNOWS av
den norska koreografen Ina Christel Johannesen.
Johannesens arbetsmetod grundas pé en konti-
nuerlig dialog med dansaren vilket var avgérande
for projektet. Parallellt med Roos instudering,
repetitioner och uppférande av verket triffades
forskningsgruppen regelbundet och genomférde
textseminarier. Roos férde dessutom loggbok un-
der hela projektets gang. Férutom en delrapport
och en bok som innehaller experimentellt skrivna
essder av varje deltagare och en film har forsk-
ningsgruppen medverkat vid flera internationella
konferenser om konstnirlig forskning.

Inifran- och utifranperspektiv:
tanke/handling, da/nu, intention/
impuls

Konceptuellt nirmade sig projektet problem-
fragestillningen om dansarens roll i den konst-
nirliga processen frén ett sa kallat "inifrdn”- och
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"utifrdnperspektiv” som ocksa kan férstas som ett
"utévar’- och “betraktarperspektiv’. Det férsta
perspektivet kan forstds som en intuitiv, provan-
de och kroppslig erfarenhet som till exempel nir
dansaren befinner sig mitt uppe i instuderingen
av nytt och okint rérelsematerial. Det andra per-
spektivet ger mera utrymme f6r medveten reflek-
tion, verbalisering och artikulering och kan till
exempel intas av besdkaren av dans som genom
sitt avstdnd till verket kan reflektera éver det pd
ett helt annat sitt. Men de tva perspektiven kan
ocksd flyta ihop pa ett mera komplext sitt och
intas av en och samma dansare vid olika tillféllen
av en konstnirlig process eller artikulera tva olika
sitt att nirma sig en rorelse. Roos ger ett tydligt
exempel pa hur de tva perspektiven kan synliggo-
ras och anvindas i dans och specifikt i relation till
inlérning av rorelser:

P4 Kungliga Operan i Stockholm, jag arbetar med att instu-
dera ett solo ur Mats Eks dansverk Légenhet. I studion finns
tva solister. Tanken #r att bada ska ldra sig solot fér att sedan
alternera under forestillningsperioden. Vid ett tillfille under
solot ska dansaren std med ryggen mot publiken fér att sedan
hastigt vinda sig om. Vid instuderingen blir den ena dansa-
ren helt upptagen av varifrén rorelsen startar i kroppen, var
armarna befinner sig i vindningen, vilken riktning fétterna

har, om 6verkroppen vrider sig lika snabbt som underkroppen,

om hon tittar i 6gonhdjd eller nerdt under vindningen o.s.v.
Den andra dansaren frigar varfér hon ska vinda sig, hon vill
ha ett motiv. Vinder hon sig frin nigot eller till ndgot? (Roos,

2012, S. 49)

Exemplet illustrerar hur den ena dansaren tycks
anvinda sig av ett utifrdnperspektiv i sin instude-
ring av rorelsen. Hon 4r med andra ord mest in-
tresserad av hur rorelsen ser ut. Den andra dansa-
ren kan forstds anviinda sig av ett inre perspektiv
eller blick pa rérelsen och behéver dirfér veta var-
for hon ska gora den. Aven om ett av forsknings-
projektets ménga slutsatser var att de tva perspek-
tiven inte gar att sirskilja, utan istillet stindigt
flyter samman, synliggdér exemplet att dansaren
kan nirma sig en rorelse helt olika beroende pa
vilket perspektiv han/hon har till den.

Processen: Textseminarier
och fysisk tréning

Den lilla forskning som gjorts i dansarens eller uts-
varens roll i konstnirliga processer har sillan va-
rit knuten till en konkret process utan har istillet
undersdkt utévarperspektivet mera generellt. Det
var diarfor viktigt att detta forskningsprojekt hade
en konkret konstnirlig process att utgd ifrdn. Det
méjliggjorde fér mera precisa och fordjupade iakt-
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tagelser och analyser. Lika viktigt var att det inte
var det specifika verket som skulle undersékas utan
istéllet dansarens erfarenhet av att arbeta med det.
Metodologiskt valdes tre delar ut fran koreografin
som projektet kom att fokusera pa. For det forsta
en sex minuter lang rérelsesekvens som arbetades
fram i dialog mellan koreografen, Roos, och en an-
nan dansare, for det andra ett solo som dansades av
Roos och som var utarbetat av henne sjélv utifran
idéer som koreografen formedlade. Slutligen val-
des ett solo som skapats av och fér en annan dan-
sare i verket men som Roos var tvungen att lira sig
da hon ersatte denna vid ett gistspel.

De olika delarna ur koreografin valdes ut fér att
de framarbetades pa olika sitt samt att forutsitt-
ningarna for instuderingen av dem skiljde sig &t.
P4 s sitt reflekterade de over hur olika typer av
rorelsematerial kriver olika metoder for att ska-
pas, instuderas och uppféras.

Seminarierna som pagick parallellt med Roos
medverkan i NOW SHE KNOWS inleddes till en
borjan med att en deltagare valde en text som alla
ldste och som diskuterades gemensamt. Men efter
en kort tid upplevde gruppen att nigot saknades
pa seminarierna och s3 snart Roos hade rorelse-
material frn verket inleddes varje tillfille med en
timme fysisk uppvirmning dir man larde ut delar
ur de tre valda rorelsesekvenserna. Detta foljdes
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alltid av en diskussion av rérelsernas dynamik,
tempo, riktning och kénsla.

Den fysiska triningen blev en viktig brytpunkt
i projektet da det gjorde det moijligt foér de olika
perspektiven i projektet att motas: dansarens och
betraktarens, det intuitiva och det reflekterande,
akademikerns och utdvarens samt det impulsiva
och det medvetna. Denna kroppsliga delade er-
farenhet ledde till mera djupgdende diskussioner.
Till exempel beskriver Katarina Elam i sin essi hur
den "fysiska triningen paverkade mitt sitt att se pd
och foérhélla mig till savil dans som forskning om
dans. Min egen kroppsliga process kom nimligen
att bli en reell del av det som frigestillningarna for
mitt delprojekt omfattade.” (Elam, 2012, s. 60)

Teoretiskt perspektiv: tillampad
estetik

Teoretiskt har projektet vilat p&d den filosofiska
inriktningen fenomenologi och d& framfér allt
pa den franska tinkaren Maurice Merleau-Ponty
samt pa praktisk-reflekterande kunskapsteori med
rotter i bland annat den amerikanska pragmatis-
men. Inom fenomenologin ligger den sinnliga
erfarenheten av virlden till grund fér var uppfatt-
ning av den. Manniskokroppen blir ur ett sddant
perspektiv central da det 4r genom den som vi ser,
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hér och kidnner och dirmed erfar virlden. Det gor
ocksa, som Foultier beskriver i sin essi, att "varse-
blivningen och rérligheten” blir "beroende av var-
andra.” (Foultier, 2012, s. 108). Projektet har ocksd
lutat sig mot mera samtida fenomenologi som till
exempel den s kallade "kulturella fenomenolo-
gin"- myntad av antropologen Thomas J. Csordas
- dir kroppen betraktas som oskiljbar frdn andra
foreteelser omkring den. Kroppslig erfarenhet,
beskriver Elam, blir ur ett sddant perspektiv sjélv-
klar: ”[...] att vara uppmirksam pa den egna krop-
pen kan [...] siiga oss nigot om virlden och de min-
niskor som omger oss.” (Elam, 2012, s. 64)

Att forskningsprojektet har fért dialog med
och anvint sig av filosofi och estetik har framfor
allt gjort det mojligt foér forskarna att nirma sig
en forstéelse och begreppsliggérande av dansarens
komplexa reflekterande praktik. Filosofiskt och
teoretiskt férankrade begrepp har alltsa inte ar-
tificiellt "klistrats pd” beskrivningar av dansarens
erfarenhet. Snarare har olika filosofiskt grundade
forstielser om till exempel kroppen, rorelse och
sinneserfarenhet erbjudit stoff fér en erfarenhets-
grundad process som tidigare inte formulerats.
Samtidigt har Roos detaljerade och noga analyse-
rade arbete som dansare méjliggjort att filosofiska
idéer och tankeférestillningar fitt en annan em-
pirisk eller praktisk resonans.
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Den unika kroppens erfarenhet

Ett 8terkommande inslag i projektet var beto-
ningen pé varje individs specifika erfarenhet sa-
vil som varje tillfalles olikhet och dess effekt i
instuderingen och skapandet av rorelser. Detta
framgar till exempel frén Roos loggbok dir hen-
nes sitt att nirma sig en ny rorelse kan skilja
sig 4t bland annat beroende pd rummets férhal-
lande till rérelsen. Roos skriver: "Fér dansaren dr
upplevelsen av varje enskild rorelse individuell”
(Roos, 2012, s. 12). Att varje persons och kropps
erfarenhet skiljer sig betonas ocksd inom feno-
menologin. Till exempel beskriver Foultier, att
det Merleau-Ponty kallar f6r den "levande krop-
pen” aldrig ir given utan ir olika for alla. Den har
ett eget perspektiv pa virlden med sina specifika
erfarenheter och har alltid "férméagan att ge en
ny mening till den givna situationen” (Foultier,
2012, S. 115).

Sprakets betydelse i dans

Ett annat centralt tema i projektet har varit sprakets
betydelse fér dansarens erfarenhet av den konstnir-
liga processen. Hur memorerar till exempel dansa-
ren langa stycken koreografi? Vilken funktion har
kroppsligt forankrade metaforer i instuderingen
av nya rorelser? P3 vilket sitt hiinger rorelsen och
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spraket ihop? Gér de ens att skilja at och vad siger
det om minniskokroppen mera generellt?

Flera av essderna visar pd att spraket spelar en
betydande roll i inldrningen, skapandet och upp-
férandet av dans. Ibland kan till exempel ett as-
sociativt ord - snarare dn seendet av en rorelse -
vara det som krévs for att dansaren ska forstd hur
den ska goras. Lika viktigt som det 4r att se och
kinna rorelsen beskriver Elam betydelsen av att
de sprakliga metaforer som anvinds inom dans
ir tydligt forankrade i kroppen d& det gér dem
oskiljbara frin rérelsen. "Orden blir diffusa om de
separeras fran det som praktiseras; rérelserna mer
abstrakta och svarfingade utan orden. Den hir
sprékliga dimensionen kinns onekligen som en
viktig iakttagelse rérande trining och inldrning av
dans.” (Elam, 2012, s. 66)

Spréket har ocksd en viktig betydelse i memo-
rerandet av rorelser. Ménga dansare anvinder sig
av smé minneslappar klottrade med halva ord och
meningar som &r obegripliga for alla utom dan-
saren sjalv men som blir till ett slags "score” for
dansaren. Detta score "ljudas” dven ofta igenom i
instuderingen av en rérelsesekvens vilket goér att
rorelsen ocksd registreras pd ytterligare en sinn-
lig niva. Elam beskriver dven hur gruppen i sina
diskussioner och fysiska évningar upptickte att
dansare tycks utveckla egna begrepp och meta-
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forer som springer direkt ur deras egen praktik.
Hon skriver: "Stundtals tycks det mest handla om
beskrivningar som ackompanjerar rorelsen och
verbaliserar det mest framtridande. Ett slags visa-
gdOra-siga som inte minst fungerar som ett stéd for
minnet. Den hir blandningen av att gora och siga
ir betecknande som metod for estetiska larproces-
ser.” (Elam, 2012, s. 65)

Samtidigt som talat och skrivet sprk kan ar-
tikulera invecklade processer som dansaren erfar
betonar Parkinson i hennes och Roos dialogartade
text rérelsens potential av att inte helt kunna de-
finieras i ord: "Language is very useful in physical
processes for its ability to make distinctions bet-
ween things. Movement is useful for it’s ability to
humble and question those distinctions.” (Roos,
Parkinson, s. 29)

Samtidskonst: forandrad
konstnars- och utévarroll

Med samtidskonstens framvixt efter andra
virldskriget forindrades konstnirsrollen som
da blev mera inriktad pa samarbete och process
in tidigare. Med samtidskonst-begreppet och
med den férindrade konstnirsrollen fériandra-
des dven utdvarrollen inom konstarter som dans,
teater och musik. Trots detta omvilvande skifte
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har forskningen kring utdvarens konstnirliga
process, inom dans sévil som inom andra konst-
nirliga omréden, varit nist intill obefintlig.
Projektet Frdn rorelse ur reflektion i tillblivelse:
Dansaren och den konstndrliga processen har dir-
med inte bara synliggjort dansarens roll, utan
ocksa radikalt bidragit med kunskaper till andra
konstarter, dir samarbete och den reflekterande
utévaren utgdr en sjilvklarhet snarare #n ett
undantag.
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MOVEMENT, REFLECTION, CREATION

Project Manager: Cecilia Roos/ Text: Josefine Wikstrom

7

In classical ballet and to a certain extent also
within modern dance, the dancer was seen essen-
tially as a tool or a means to achieve the objective
that was the dance. This was turned on its head
with the emergence of contemporary dance in
the early 1950s, when the dancer took on a more
significant - not to say central - role in creating
the choreography and dance. The dancer was now
expected to bring his or her own initiative to the
choreographic process, for example by contribut-
ing movement material, created out of improvisa-
tion sessions that were based on the dancer’s own
body and experience rather than an established
ideal. Today, these two disparate takes on the
dancer’s role are both represented in contempo-
rary dance. The dancer is thus now expected to be
able to learn pre-determined and technically com-
plex movements and to create new movements,
perhaps based on an idea expressed by the chore-
ographer. Whichever of these two aspects a chore-

processes.

ith one foot in the professional dancer’s reflective practice and the other in a philosophi-
cal approach grounded in the body and the individual's sensual perception of the world,
this research project is an in-depth study of the contemporary dancer’s role in artistic

ographer chooses to focus on, the contemporary
dancer plays a fundamental role in the artistic proc-
ess. In an interim report, the Project Manager for
the three-year research project Movement, Reflec-
tion, Creation: The Dancer and the Artistic Process,
Cecilia Roos, describes the shift that has taken
place in how the dancer’s role is perceived:

Unlike when I started working as a dancer, and
irrespective of genre and workplace, dancers see the
exploration and experimentation as an integral part
of the job - not just as something expected of them,
but as something they expect and indeed want.
Coupled with a host of other factors, this means the
dancers of today, much more than used to be the
case, work independently and reflectively in dia-
logue with the choreographer. [...] The interest lies
in the process and the creative act. (Roos 2012, p. 17)

But how can the work of the dancer in learning,
creating and performing dance be described and
understood? What function do language and
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memory have in such a process? What is the re-
lationship between seeing, learning and reprodu-
cing a movement? At what point is the movement
created and how can the dancer reflect on this
process? These were just some of the questions
that the research project chose to address, with
a view to achieving a greater understanding and
conceptualisation of the artistic process, as seen
from the perspective of the professional dancer.

Method: Reflective practice

Key to the research project was a focus on the
dancer’s practice and experience of the artistic
process. Theoretically, the research was anchored
in the philosophical discipline of phenomenology,
which brings human sensory and corporeal expe-
riences to the fore. The project was thus empirical,
practical and theoretical. However, the core empha-
sis was on the way reflection and thought emerge
from the dancer’s own reflective practice. The
methodology was also reflected in the composi-
tion of the research team, headed by Cecilia Roos,
professor of dance interpretation with a lifelong
career as a dancer. The other researchers were
Katarina Elam, who holds a PhD in aesthetics,
Anna Petronella Foultier, a doctoral student of
philosophy, Chrysa Parkinson, professor of dance
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with extensive experience as an international dan-
cer, and professor of aesthetics Cecilia Sjoholm.
To enable experiential research founded in the
practices of the dancer, the project was linked to
Cecilia Roos’ involvement as a dancer in the work
NOW SHE KNOWS by Norwegian choreographer
Ina Christel Johannesen. Johannesen’s working
method is based on a continuous dialogue with the
dancer, which was crucial for the project. In paral-
lel with Roos’ learning, rehearsal and performance
of the work, the research team regularly met up
and held text seminars. Roos also kept a logbook
throughout the course of the project. In addition
to an interim report, a book containing experi-
mentally written essays from each participant and
a film, the research team attended a number of in-
ternational conferences on artistic research.

The internal and external
perspective: thought/action,
then/now, intention/impulse

Conceptually, the project approached the ques-
tion of the dancer’s role in the artistic process
from both an internal and an external perspective,
which can also be taken to mean a “practitioner”
and “observer” perspective. The first element can
be understood as an intuitive, exploratory and
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corporeal experience such as when the dancer is
learning new and unfamiliar movements. The
second element allows more scope for conscious
reflection, verbalisation and articulation, and may
for example be attributed to dance spectators who,
through their distance to the work, can reflect on
it in an entirely different way. However, the two
aspects can also coalesce in a more complex man-
ner, adopted by the same dancer at various points
in the artistic process, or articulate two different
ways of approaching a movement. Roos gives a
clear example of how the two perspectives can
manifest themselves and be applied in dance, spe-
cifically in relation to the learning of movements:

At the Royal Opera in Stockholm, I'm rehearsing a solo from
Mats Ek’s dance piece Apartment. In the studio are two soloists.
The idea is that both will learn the solo so that they can then
alternate during the run of performances. At one point during
the solo, the dancer is required to stand facing away from the
audience and then quickly turn around. During the rehearsal,
one of the dancers becomes fixated on where the movement
begins in the body, where the arms are during the turn, where
the feet are pointing, whether the upper body turns as quickly
as the lower body, whether she keeps her head up or looks
down during the turn, and so on. The other dancer asks why
she is turning, she wants to know the motivation. Is she

turning away from or towards something? (Roos 2012, p. 49)

This example illustrates how the one dancer ap-
pears to apply an external perspective in learning
the movement. In other words, she is most inter-
ested in how the movement looks. The other dan-
cer can be said to apply an inner perspective or
approach to the movement and therefore needs to
know why she is doing it. Although one of the re-
search project’s many conclusions was that the two
perspectives are inseparable, constantly merging
into each other, the example indicates that dancers
are able to approach a movement very differently
depending on the perspective that they adopt.

Process: Text seminars

and physical training

The limited research that has been conducted into
the role of the dancer or practitioner in artistic
processes has rarely been linked to a concrete proc-
ess, instead studying the perspective of the prac-
titioner in a more general sense. It was therefore
important that this research project had a specific
artistic process on which to focus. This enabled
more precise and in-depth observations and analy-
ses. It was equally important that the research per-
tained not to the specific work, but to the dancer’s
experience of working with it. In terms of meth-
odology, three sections of the choreography were




chosen as the focus of the project. The first was
a six-minute long sequence of movements arising
out of a dialogue between the choreographer, Roos
and another dancer, while the second was a solo
danced by Roos created by her on the basis of ideas
expressed by the choreographer. The final choice
was a solo that was created by and for another
dancer in the piece, but that Roos was required to
learn when she replaced the latter during a guest
performance.

The sections of choreography were selected be-
cause they were developed in different ways and
because the conditions for learning them differed.
This prompted reflections on how different types
of movement require different methods of crea-
tion, learning and performance.

The seminars that ran alongside Roos’ participa-
tion in NOW SHE KNOWS initially began with
one of the participants choosing a text that eve-
ryone read and then discussed within the group.
However, the group soon felt that something was
missing from the seminars and, once Roos had
some dance sequences from the work under her
belt, each session began with an hour of physical
warm-up and her teaching phrases from the three
chosen sequences. This was always followed by a
discussion of the dynamic, tempo, direction and
feel of the movements.
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The physical training became an important break-
through in the project, as it made it possible for
the different perspectives in the project to come
together: the dancer’s and the observer’s, the
intuitive and the reflective, the academic’s and the
practitioner’s, the impulsive and the conscious.
This shared corporeal experience led to many
discussions. In her essay, for example, Katarina
Elam describes how the “physical practice affected
my way of seeing and relating to both dance and
research into dance, since my own corporeal pro-
cess became associated with the questions that my
sub-project was covering.” (Elam 2012, p. 60)

Theoretical perspective: applied
aesthetics

In theoretical terms, the project was based on the
philosophical discipline of phenomenology and in
particular French thinker Maurice Merleau-Ponty,
as well as the practical/reflective theory of know-
ledge that has its roots in American pragmatism,
amongst other things. According to phenomenol-
ogy, the sensual experience of the world informs
our perception of it. Within such a perspective,
the human body becomes key, as it is through
the body that we see, hear and feel, and thus ex-
perience the world. As Foultier describes in her
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essay, it also means that “perception and move-
ment” become “dependent on each other.” (Foultier
2012, p. 108). The project has also had a leaning
towards more contemporary phenomenology,
including “cultural phenomenology’- a termed
coined by the anthropologist Thomas J. Csordas
— where the body is considered inseparable from
the other phenomena around it. Within such a
perspective, Elam writes that corporeal experience
becomes integral: “[...] being aware of our own
body can [..] tell us something about the world
and the people around us.” (Elam 2012, p. 64)

The fact that the research project has held a dia-
logue with and applied elements of philosophy and
aesthetics has, above all, enabled the researchers to
gain a better understanding and conceptualisation
of the dancer’s complex reflective practices. Con-
cepts rooted in philosophy and theory have thus
not been artificially “cut and pasted” onto descrip-
tions of the dancer’s experience. On the contrary,
different philosophy-based understandings of the
body, movement and sensory perception have pro-
vided the fabric for an experience-based process
that has never before been articulated. At the
same time, Roos’ detailed and carefully analysed
work as a dancer has enabled philosophical ideas
and notions to take on a different empirical or
practical resonance.

The unique corporeal experience

A recurring aspect of the project was the emphasis
on each individual’s specific experience and on the
differences of each separate occasion, and the ef-
fect this has on learning and creating movements.
This is illustrated in Roos’ logbook, according to
which her way of approaching a new movement
can vary due to factors such as the way the space
relates to the movement. Roos writes: “The per-
ception of each separate movement is personal to
the dancer” (Roos 2012, p. 12). Phenomenology also
posits that each person’s and body’s experience is
different. Foultier, for example, states that what
Merleau-Ponty calls the “living body” is different
for everyone, rather than being a definite state.
It has its own perspective on the world with its
specific experiences and always has “the ability to
bring new meaning to a given situation” (Foultier
2012, P. 115).

The significance of language
in dance

Another central theme of the project was the sig-
nificance of language in the way the dancer ex-
periences the artistic process. How, for example,
does the dancer memorise long sequences of
choreography? What function do body-related




metaphors play in the learning of new move-
ments? What is the relationship between the mo-
vement and the language? Is it even possible to se-
parate one from the other, and what does this say
about the human body more generally?

Several of the essays suggest that language plays
a significant role in the learning, creation and per-
formance of dance. Sometimes, for example, an
associative word — rather than seeing a movement
- can be what it takes for a dancer to understand
how to doit. As important as it is to see and feel the
movement, Elam describes the equal significance
of the linguistic metaphors used within dance
being clearly associated with the body, making
them inseparable from the movement. “The words
become diffuse if they are separated from what is
being performed, while the movements become
more abstract and difficult to capture without the
words. This linguistic dimension appears to be
an undeniably important observation concerning
dance rehearsal and learning.” (Elam 2012 p. 66)

Language also plays a significant role in the
memorising of movements. Many dancers make
use of small crib sheets crammed with half-words
and phrases that are incomprehensible to anyone
but the dancer who wrote them, creating a kind of
“score” for the dancer. This score is often “sound-
ed out” when learning a sequence of movements,
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causing the movement to be registered on yet an-
other sensory level. Elam also describes how, in
its discussions and physical exercises, the group
discovered that dancers appear to develop their
own terminology and metaphors that grow
organically from their own practices. She writes:
“At times, the emphasis appears to be on descrip-
tions that accompany the movement, verbalising
the most prominent features — a kind of show-
do-say system that helps fix the movement in the
memory. This mix of doing and saying is a typical
method for aesthetic learning processes.” (Elam
2012, p. 65)

While spoken and written language are able to
articulate complex processes that the dancer expe-
riences, Parkinson - in her and Roos’ dialogue-like
text — emphasises the potential of a movement not
to be entirely definable in words. “Language is very
useful in physical processes for its ability to make
distinctions between things. Movement is useful
for its ability to humble and question those distinc-
tions.” (Roos, Parkinson p. 29)

Contemporary art: a change in the
role of the artist and practitioner
With the emergence of contemporary art after the
Second World War, the role of the artist developed,
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becoming more focused on collaboration and
process than was previously the case. As the
concept of contemporary art became established
and the role of the artist changed, the role of the
practitioner in artistic spheres such as dance,
theatre and music also changed. Despite this
revolutionary shift, research into the artistic
process of the practitioner, within dance and other
artistic arenas, has remained almost non-existent.
The project Movement, Reflection, Creation: The
Dancer and the Artistic Process has thus not only
highlighted the role of the dancer, but also made
a radical contribution to knowledge in other arts,
where collaboration and the reflective practitioner
are the rule rather than the exception.

See pictures on pp. 100—102.






FORMER AV HALLBARHET

Av Johan Redstrom

ormer av héllbarhet var en undersokning av hur fragor kring hallbar utveckling paverkar
hur vi ser pa design: vad det &r och vad det gor. Designomradet ar i mangt och mycket
ett problemldsande falt dar bruk och brukare, och i praktiken inte minst industrins och
i vissa fall ocksé det omgivande samhaéllets behoy, stér i fokus. Saledes blir det grund-
laggande perspektivet ofta vad design och designer kan gora for nagon eller nagot,
vilka varden design kan skapa och tillfora. Det har projektet syftade pa satt och vis till
det motsatta: i stallet for att fraga oss vad design kan gora for att skapa en mer hallbar
utveckling, stéllde vi oss fragan vad problematiken kring héllbar utveckling kan gora for
design. Grunden for detta &r en dnskan om en kritisk designforskningspraktik, ett satt att arbeta med den
amnesmassiga utvecklingen av omradet genom experimentell design.

Designomradet befinner sig i ett pd ménga sitt
kritiskt skeende. Det rdder till synes niarmast
konsensus kring omradets betydelse fér samtida
konkurrenskraft. Samtidigt blir det alltmer tyd-
ligt att omradet saknar den kritiska tradition som
krévs for att kunna granska den inte helt opro-
blematiska industriella logik som disciplinen i
grunden vilar pd (till exempel, se Thackara 1988,
Dunne och Raby 2001, eller Fry 2009). Behovet
av en sddan omprdvning inbegriper inte bara nya
metoder och material, utan i hég grad dven hur
design institutionaliserats, dess fundament och
definitioner.

Bakgrund

P2 Interactive Institute, dir jag tidigare var verk-
sam, hade vi med bérjan 2005 genomfort en se-
rie undersékningar av hur vardagsféremal skulle
kunna ges alternativ form for att bidra till ett mer
reflektivt och kritiskt forhallningssitt till ener-
gikonsumtion. I forskningsprogram som Static!
(Mazé et al 2010) och Switch! (Mazé 2013) utveck-
lade och presenterade vi exempel p& hur man kan
arbeta med elektricitet som material med fokus pa
uttryck snarare #n effektivitet, och hur man kan
tinka kring bruk utifran kritisk reflektion snarare
an effektiv men osynliggjord vardag. Ett antal pro-




totyper frin de hir projekten blev del av en utstill-
ning bestilld av Svenska Institutet, Visual Voltage,
som turnerade runt i virlden 2008-20r10. I den hir
utstéllningen gick véra experimentella prototyper
frén att vara forskningsresultat till att framsté som
potentiella produkter i en kommunikationspro-
cess som syftade till att framstilla Sverige som en
innovativ, framtidsinriktad och grén nation. De
ursprungliga forskningsprojektens problemati-
sering av energi som en gdémd infrastruktur blev
troligen sekundir da frigor som "var kan jag képa
den hir?” blev en central friga fér manga besokare.
Fér oss 6ppnade erfarenheter som dessa nya filt
av fragor rérande relationen mellan experimentell
design och de olika typer av sammanhang i vilka
sddant arbete férekommer. Det blev nédvindigt
att stélla frdgor om vad fér "héallbar design” som ir
mojlig inom de ramar vi i dag arbetar.

Ett annat experimentellt projekt med en ut-
stillning som resultat, som 13g till grund f6r For-
mer av hallbarhet, var Underséka Form. Projektet
leddes av Christina Zetterlund och Jan Norrman,
och presenterades i form av en utstillning pa Na-
tionalmuseum varen 2008. I pressmeddelandet
stod det att lidsa att "Syftet med projektet 'Under-
soka form’ &r att skapa samtal med utgdngspunkt i
museets samlingar och basutstéllningar /.../ Inter-
ventionerna gors i form av fristdende, nyskapade
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verk, men ocksd som smé subtila tilligg till ut-
stillda foremal”. Under savil projektets gdng som
i samband med sjélva utstillningen och den pu-
blika diskussion som féljde uppstod ett stort antal
fragor kring sévil formbegreppet som hur det har
blivit institutionaliserat. Det stod klart for oss att
vi skulle kunna kombinera de pd méanga sitt helt
olika falten designhistoria och experimentell de-
sign for att ta oss an frigan om hallbar utveckling
inom designomrédet.

Projektet

Former av hallbarhet var ett samarbete mellan In-
teractive Institute (Ramia Mazé och Johan Red-
strtém) och Konstfack (Christina Zetterlund).
Projektet, som pagick 2009-2011, syftade till att
undersoka nya méjligheter for form och formgiv-
ning i ljuset av hallbar utveckling, och att presen-
tera dessa i form av sdvil praktiska exempel som
teoretiska perspektiv. Genom projektet ville vi
ocksd fordjupa vart tidigare arbete kring teoretis-
ka och metodologiska ramverk f6ér praktikbaserad
designforskning, och speciellt kritisk och koncep-
tuell design (till exempel Mazé & Redstrém 2007).
Slutligen ville vi né resultat som ocksd kunde bidra
till en mer allmin diskussion och debatt, i form av
publika utstillningar, seminarier och liknande.
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Projektets struktur utgjordes primirt av en kon-
tinuerlig serie workshops och seminarier dir
projektgruppen samlades antingen pa egen hand
eller tillsammans med inbjudna gister fér att dis-
kutera, underséka och experimentera. For vissa
delar inledde vi samarbeten med andra parter och
projekt.

Ett sddant samarbete skedde med IASPIS
(Konstnirsndmndens internationella program
for yrkesverksamma utdvare av bildkonst, design
och arkitektur). Ramia Mazé och Magnus Ericson
(1ASPIS) startade tillsammans projektet DESIGN
ACT: Socially and politically engaged design today—
critical roles and emerging tactics. For att underséka
framvixten av en kritisk designpraktik, samlade
Design Act personer som pé olika sétt arbetar med
nya designpraktiker: designer, utstillningskurato-
rer, kritiker, historiker, och forskare. Genom en
serie seminarier, en webbsite (design-act.se) med
ett arkiv innehéllande ett stort antal designexem-
pel, och till slut en bok (Ericsson & Mazé 2011) som
beskriver en mingd olika designstrategier och
-taktiker, utvecklade projektet en plattform for
en férdjupad diskussion kring vilken roll design
spelar och kan spela i samhillet.

Samarbeten kring utstillningar fungerade som
ett verktyg for att undersoka férhéllanden mellan
teori och praktik. I till exempel Christina Zetter-

lunds arbete med utstillningen Tumult (Gustavs-
bergs Konsthall 2009, Zetterlund et al 2009) och
utstillningsbidraget Samtal i, med och om en soffa
(Arkitekturmuseum februari 2011), blev sjélva ut-
stillningsprocessen en kritisk undersdkning av
traditionella uppdelningar mellan hur "praktiken
skapar och teorin tolkar”.

Projektets breda undersdkning av samman-
hang, som pad olika sitt definierar design och
designpraktiker, innebar ocksd att vissa resul-
tat som utvanns delvis ligger utanfér diskussio-
nen kring héllbar design. Ett sddant exempel &r
Christina Zetterlunds arbete med den svenska
och skandinaviska designhistorien i publikatio-
ner som "Just decoration? Ideology and Design
in Early Twentieth Century Sweden” i antologin
Scandinavian design. Alternative histories (Fallan
2012). Ett annat exempel dr boken Design Research
Through Practice (Koskinen et al 2011). Boken, som
ar en relativt praktisk genomgang av olika sitt att
bedriva praktikbaserad designforskning p8, tar
sin utgéngspunkt i tre distinkt olika forsknings-
metodologier inom design. Syftet var att skriva
en tillginglig bok fér designer och studenter som
inleder sin forskningsbana och att beskriva olika
typer av designforskning samt hur olika de kan
vara avseende kunskapssyn, forskningsmetodo-
logi och resultat.



Share This Book

FORMER AV HALLBARHET

Funderingar

Vara erfarenheter frén projektet presenterades i
boken Share this book: critical perspectives and dia-
logues about design and sustainability (Axl Books
2013). Boken, som var ett samarbete med formgi-
varen Matilda Plojel, bygger pé en serie dialoger,
dels mellan oss projektdeltagare, dels mellan det
man skulle kunna kalla 'teori’ och "praktik’ i vara
respektive praktiker. Slutresultatet ir en sam-
manflitning av olika firdvigar genom en serie
gemensamma frigestillningar kring form, kritisk
praktik, institutionalisering och hallbarhet. De
centrala delarna av boken handlar om grundlig-
gande begrepp och designteori, utstillningen som
ett sitt att undersoka och forstd design och om
politiska aspekter av hallbar design.

I projektets boérjan tinkte vi redovisa véra er-
farenheter genom en kombination av utstéllning
och bok. De alltmer uppbrutna kategorierna teori
och praktik gjorde istillet att vi mot slutet av
projektet bestimde oss for att underséka "boken”
som ett slags utstillningsformat i sig. Arbetet med
Share this book blev en undersékning av fysiska
och digitala béckers hallbarhet i olika avseenden
sa som utformning, produktion, distribution, och
open access.

Fragor kring en mer héllbar design &r, och kom-
mer att vara, centrala fér designomradet under en
lang period framover. I samband med att vi stéller
sddana fragor blir det ocksa tydligt att det &r vissa
frégor vi tenderar att fokusera pd emedan andra
oftast forblir diffusa eller outsagda; fragor som
ofta handlar om sjilva grunden fér designomradet
snarare 4n vilka problem de forscker 16sa.

Det ir svart att tydligt forklara ndgot man inte
kan se helt klart. En helt trivial iakttagelse kan
tyckas, men inte desto mindre en problematisk
realitet for en del av den akademiska forskningen
inom sévil det konstnirliga omradet som inom
andra omraden. Att ha ett resultat inom rickhall
ar onskvirt men sillan realistiskt i dessa samman-
hang. Det hir var inte heller ett projekt dir man
redan frdn borjan kunde skénja resultatet.

Det 18g ibland néra till hands att betrakta situa-
tionen som ett famlande efter kunskap snarare
in ett samlande, men sjilva upplevelsen av for-
loppet var emellertid en helt annan. Det var som
att med hog fart rora sig in i ett sammanhang dir
huvudproblemet inte dr att formulera en samling
utgdngspunkter, utan snarare att fa fatt i de skir-
ningspunkter som just i detta nu uppstér och pé-
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kallar en uppmérksamhet vi inte kan ignorera. Det
handlar inte om att starta stillastdende och fun-
dera 6ver at vilket hall vi ska g8, utan snarare om
att férsoka forsta, beskriva och kritiskt understka
en rorelse vi sedan linge redan ir inbegripna i och
som vi, inte ens om vi forsoker, helt kan avsiga oss.

Sjalvklart kan vi sitta oss ner, analysera liget
och formulera ett antal utgdngspunkter fér att se-
dan bérja rora oss mot ett givet mal. Det dr ocksd
s3 designomradets forskning i stor utstrickning
hittills bedrivits nir det giller héllbar utveckling.
Vi har, till exempel, funderat éver hur vi kan byta
ut ett material mot ett annat med mindre miljs-
paverkan; vi har funderat 6ver hur saker, som bilar
eller elektronik, kan utformas s att de konsume-
rar mindre energi; vi har funderat pd hur minnis-
kors férestillningar kring energiférbrukning kan
fordndras i riktning mot en mer medveten och
restriktiv energianvindning. Och s vidare.

Men vi borjar inte fran bérjan. Vi kommer med
hog fart fran forr. Precis som designomradet tidi-
gare tagit sig an en mingd nya designproblem som
den industriella och tekniska utvecklingen gett
upphov till, och skapat nya expertisomrdden som
"interaktionsdesign” eller "upplevelsedesign”, tar
vi oss nu an fragor kring héllbarhet och skapar yt-

terligare ett omrade: "hallbar design”. Véar fart ger
oss stabilitet. Det &r inte helt nya utgdngspunkter
som formulerats, utan snarare ett slags skidrnings-
punkter som uppstdr mellan den riktning som
vart omrade sedan linge firdats i och de samhills-
fordndringar, som fran tid till annan, kriver ndgon
form av dtgérd och insats ocksé inom den egna
disciplinens ordning. Design betraktas, inte minst
utifrdn, som en i grunden problemlésande och
brukarcentrerad disciplin. En disciplin vars behov
av dmnesmissig utveckling till synes frimst till-
fredsstills genom tillimpad forskning i samarbete
med den industri, kund eller brukare vars problem
den ir inriktad mot att 18sa.

S4 vad hinder egentligen nir vi anvinder frigan
kring héllbar utveckling for att titta pa skdrnings-
punkten mellan teori och praktik genom att féra
samman det vi brukar kalla designteori eller de-
signhistoria och design som kritisk praktik. Om vi
for stunden tillater oss att teckna en grovt férenk-
lad bild av hur relationen mellan teori och praktik
typiskt kommer till uttryck i design, kan man séiga
att vi under industridesignens initiala formerande,
i till exempel miljéer som Bauhaus i Tyskland,
kom att géra det tidiga 1goo-talets konstsyn till en
utgdngspunkt for design inte minst nir det giller



hur vi ser pa disciplinens konstnirliga grund. De-
sign blev da ett slags "tillimpad konst” i en hie-
rarki for konstnirliga uttryck som kategoriserar
design som "applied arts” eller "decorative arts”.
Vid den hir tiden liggs ocksa grunden for en nir-
mast strikt arbetsdelning mellan de som uttrycker
och de som tolkar, mellan de som skapar och de
som skriver. Gestaltning blir praktikens domén,
emedan forklarandet och beskrivandet av objek-
ten, verken, och deras historia blir teoretikernas.

Den hir arbetsférdelningen mellan teori och
praktik, institutionaliseringen av att artikulera
kritiska reflektioner 4 ena sidan och att bemistra
konsten att gora och skapa 3 den andra, leder till
vissa problem. Ett av dessa dr en konservering av
centrala begrepp som vi anvinder oss av och synen
pa vad som utgér omradets egentliga konstnirliga
grund.

En designprocess handlar i stor utstrickning
om kommunikation. Sillan, eller aldrig, 4r en de-
signer ensam om, eller med, sitt uttryck. Det &r
nistan alltid en friga om samarbete och dialog;
med andra designer, med medarbetare inom andra
kompetensomriden, med tinkta brukare, med
uppdragsgivare etcetera. I alla dessa situationer
kommer grundliggande begrepp och definitioner
till uttryck inte bara efter det att designprocessen
ar avslutad och man kan reflektera och teoretisera
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kring resultatet, utan i varje steg fran det att pro-
cessen startar till dess att den #r éver. Men med
den strikta uppdelning mellan teori och praktik
vi alltfér ofta utgdr ifrdn tar vi sillan eller aldrig
tydligt tag i det behov av att artikulera nya teo-
rier, definitioner, begrepp som uppstér under re-
sans ging — detta eftersom teoribildning inte &r
ndgot vi historiskt har betraktat som en del av en
designpraktik. Och eftersom vi (ddrfor?) i sé stor
utstrickning reproducerar befintliga definitioner
i det vi gor, finns det heller ingen stérre anledning
for designteorin att i efterhand ifragasitta existe-
rande tolkningar och beskrivningar av vad som
foregar.

Det framstdr som att ett fortsatt uppritthal-
lande av nuvarande distinktioner mellan teori och
praktik maste ifrdgasittas. Det finns ett stort be-
hov av en annan typ av teoriutveckling, av nya de-
finitioner och begrepp, baserat pé kritiskt och ex-
perimentellt designarbete. Att 6verlata behovet av
teoriutveckling 4t andra forskningsomréden och i
praktiken reducera designpraktik och -forskning
pa konstnirlig grund till att handla om frimst
(visuell) gestaltning, har sannolikt i huvudsak en
konserverande verkan pa omrédets utveckling. En
fraga for framtiden blir sdledes: hur ser den konst-
nirliga och experimentella designforskningens
alternativ ut?
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FORMS OF SUSTAINABILITY

By Johan Redstrom

orms of Sustainability was a study of how questions of sustainable development
affect the way we view design: what it is and what it does. The design field is to a large
extent about problem solving, with a focus on use and the user, and in practice not
least about the needs of industry and society. As such, the basic perspective is typically
to start by asking what design and designers can do for someone or something, what
value design can create and provide. The purpose of this project is to some extent the
opposite: instead of asking what design can do to establish a more sustainable society, we
asked what impact the problems surrounding sustainable development might have on
design. Underpinning this is a desire for a critical practice in design research, a way to work with the disciplinary

development of the field through experimental design.

The design field now finds itself at a critical junc-
ture in many respects. There appears to be an
almost complete consensus on the importance
of ‘design’ for contemporary competitiveness. At
the same time, it is becoming increasingly clear
that the field lacks the critical tradition necessary
to fully examine and deal with the not entirely
unproblematic industrial logic on which the dis-
cipline is essentially built (e.g. see Thackara 1988,
Dunne and Raby 2001, or Fry 2009). The need
for such an examination relates not just to new
methods and materials, but to a significant extent
also to the way design has been institutionalised,
its foundations and definitions.

Background

In 2005, at the Interactive Institute, we began
conducting a series of investigations of how eve-
ryday objects could be given alternative form to
help promote a more reflective and critical at-
titude towards energy consumption. In research
programmes such as Static! (Mazé et al 2010) and
Switch! (Mazé 2013) we developed and presented
examples of how to work with electricity as mate-
rial, with a focus on expressions rather than effi-
ciency, and how to consider usage based on critical
reflection rather than just taking things for gran-
ted. A number of prototypes from these projects
became part of an exhibition commissioned by




the Swedish Institute, Visual Voltage, which tour-
ed the globe in 2008-2010. In this exhibition, our
experimental prototypes went from research re-
sults to being portrayed as potential products in a
communication process aimed at presenting Swe-
den as an innovative, future-oriented and green
nation. The focus of the original research projects
on examining energy as a hidden infrastructure
seemed to take second place, with questions such
as “where can I buy this?” becoming the primary
focus for many visitors. For us, experiences such as
this opened up new fields of enquiry concerning
the relationship between experimental design and
the different contexts in which such work was
carried out. It became necessary to pose questions
such as what kind of “sustainable design” is pos-
sible given the frameworks within which we cur-
rently operate.

Another experimental project resulting in an
exhibition that formed the basis for Forms of Sus-
tainability was Investigating Form. Led by Chris-
tina Zetterlund and Jan Norrman, this project was
presented in the form of an exhibition at the Na-
tionalmuseum in Stockholm in spring 2008. The
press release announced that “The purpose of the
project Investigating Form is to create a conversa-
tion based on the museum’s collections and per-
manent exhibitions [...] The interventions come in
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the form of freestanding, newly created works, but
also small, subtle additions to exhibited objects.”
Over the course of the project and the exhibition,
as well as the public discussion that ensued, a large
number of questions were raised concerning the
concept of design and how it has become institu-
tionalised. It became apparent to us that we could
combine what are in many ways two entirely dif-
ferent fields — design history and experimental de-
sign — to address the question of sustainable deve-
lopment in the design field.

Project

Forms of Sustainability was a collaboration be-
tween the Interactive Institute (Ramia Mazé and
Johan Redstrém) and Konstfack — University
College of Art, Crafts and Design (Christina Zet-
terlund). The aim of the project, which ran from
2009-201I, was to investigate new opportunities
for form and design in the light of sustainable
development, and to present these via practical
examples and theoretical perspectives. Through
the project, we also wanted to extend our previous
work on theoretical and methodological frame-
works for practice-based design research, and par-
ticularly critical and conceptual design (e.g. Mazé
& Redstrém 2007). Finally, we wanted to achieve
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results that could also contribute to a more general
discussion and debate, in the form of public exhi-
bitions, seminars and so on.

The structure of the project primarily com-
prised an ongoing series of workshops and semi-
nars, where the project team assembled on its own
or with invited guests to discuss, investigate and
experiment. We also entered into collaboration
with other parties and projects at certain times.

One such collaboration was with laspis (the
Swedish Arts Grants Committee’s International
Programme supporting international exchange for
practitioners in the areas of visual art, design, craft
and architecture). Ramia Mazé and Magnus Eric-
son (Iaspis) jointly launched the project DESIGN
ACT: Socially and politically engaged design today —
critical roles and emerging tactics. To investigate the
emergence of critical design practices, Design Act
gathered together people who worked in various
ways with new design practices: designers, mu-
seum curators, critics, historians and researchers.
Through a series of seminars, a website (design-
act.se) with an archive containing a large number
of design examples, and finally a book (Ericsson
& Mazé 2011) describing a host of different design
strategies and tactics, the project developed a plat-
form for an in-depth discussion on the role that
design plays and can play in society.

Collaborations on exhibitions acted as a tool for
investigating the relationship between theory and
practice. In Christina Zetterlund’s work on the
Tumulr exhibition (Gustavsbergs Konsthall 20009,
Zetterlund et al 2009) and the exhibition piece
Conversations in, with and about a sofa (Swedish
Museum of Architecture, February 2011, see p. 120)
for example, the exhibiting process itself became a
critical study of traditional divisions between the
way “practice creates and theory interprets”.

The project’s broad study of context, which in
various ways explored different definitions of de-
sign and design practices, also meant that some of
the results obtained fell outside the discussion on
sustainable design. One such example is Christina
Zetterlund’s work on Swedish and Scandinavian
design history in publications such as “Just deco-
ration? Ideology and Design in Early Twentieth
Century Sweden” in the anthology Scandinavian
design. Alternative histories (Fallan 2012). Another
example is the book Design Research Through Prac-
tice (Koskinen et al 2011). This book, a practical
presentation of different ways to conduct prac-
tice-based design research, takes as its starting
point three distinctly different research meth-
odologies in the design field. The aim was to write
an accessible book for designers and students who
are just embarking on their research path, and to



describe various types of design research, as well as
how different they can be in terms of their approach
to knowledge, research methodology and results.

Share this book

Our experiences from the project were presented
in the publication Share this book: critical perspec-
tives and dialogues about design and sustainability
(Axl Books 2013). A joint venture with designer
Matilda Pléjel, this book is based on a series of dia-
logues, both between us project participants, and
between what might be called “theory” and “prac-
tice” in our respective research. The end result is
an interlacing of different approaches through a
series of shared questions concerning form, criti-
cal practice, institutionalisation and sustainability.
The core sections of the book address fundamen-
tal concepts and design theory, the exhibition as
a way of investigating and understanding design,
and political aspects of sustainable design.

At the beginning of the project, we intended to
report our experiences through a combination of
an exhibition and a book. The shifting boundaries
and increasingly fractured categories of theory
and practice instead meant that towards the end
of the project we decided to investigate “the book”
as a kind of exhibition format in itself. The work
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on Share this book became a study into the sustain-
ability of physical and digital books on a range of
fronts, including design, production, distribution
and open access. See picture p. 121.

Reflections

Questions concerning sustainable design are, and
will remain, central to the design field for a long
time to come. In posing such questions, it also
becomes clear that there are certain questions on
which we often tend to focus, while others often
remain diffuse or unspoken; not infrequently
questions that relate to the actual foundations of
the design field rather than the problems we are
trying to solve.

It is difficult to clearly explain something that
cannot be seen with any great clarity. This might
seem a trivial observation, but it is nonetheless a
problematic reality for much research in the artis-
tic field as well as in other areas. Having a result
clearly within reach is of course always desirable,
but rarely realistic in this context. Indeed, this was
not a project in which it was possible to discern
the outcome from the outset.

At times it may have looked like we were fum-
bling after knowledge rather than gathering it in,
but the experience was very different from the in-
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side. It was like rapidly immersing yourself in a
situation where the main problem is not formulat-
ing a clutch of starting points, but rather getting
to grips with the intersections that arise in the
moment and that demand our attention. It was
not a case of standing there, musing over which
direction to go in, but of trying to understand,
describe and critically study a movement that we
were already implicated in and that we were una-
ble to entirely disengage from, even if we tried.

Naturally, we could sit down, analyse the situa-
tion and draw up a number of starting points be-
fore moving towards a given goal. This is, after all,
the way research in the design field has largely been
conducted to date with regard to sustainable de-
velopment. We have, for example, considered how
we could replace one material with another with
less of an environmental impact; we have thought
about how things such as cars and electronics could
be designed so that they consume less energy; we
have looked at how people’s attitudes towards ener-
gy consumption can be shifted towards more aware
and restrictive energy usage. And so on.

But we are not starting from scratch. We are
approaching this at high velocity from the past.
Just as the design field has previously tackled a
wealth of new design problems brought about by
industrial and technological progress, and created

new areas of expertise such as “interaction design”
or “experience design”, we are now tackling ques-
tions of sustainability and establishing yet another
area: “sustainable design”. Our speed lends us sta-
bility. Thus, we do not form entirely new points of
departure, but rather work with the intersections
that occur between the direction that our field has
long been travelling in and the social changes that,
from time to time, require some form of response
and change within the field. Further, this way of
dealing with change is not directly challenged
by the views on design as an essentially problem-
solving and user-centred discipline; a discipline
whose need for disciplinary development is best
met through applied research in collaboration
with industry and other stakeholders, whose
problems it is brought in to resolve.

So what actually happens when we use the ques-
tion of sustainable development to examine the in-
tersection between theory and practice by fusing
what we traditionally call design theory or design
history with design as a critical practice? If, for the
moment, we allow ourselves to paint a simplified
picture of how the relationship between theory
and practice is typically expressed in design, we can
say that during the initial formation of industrial
design, for example in environments such as the
Bauhaus in Germany, the view of art that emerged



in the early 20th century underpinned the emer-
gence of design - not least in the way we look at
the artistic fundamentals of the discipline. Design
was then placed in a hierarchy of artistic expression
that would have design as “applied arts” or “decora-
tive arts”. At this time, the ground was also laid for
a quite rigid division of labour between those who
express and those who interpret, between those
who create and those who write. Design making
becomes the domain of the practitioner, while the
task of interpreting and describing the objects, the
works and their history falls to the theorists.

This division between theory and practice, the
institutionalisation of articulating critical reflec-
tions on the one hand and mastering the art of
making and creating on the other, leads to certain
problems. One of these is the fossilisation of key
concepts that we use and, as a consequence, the
view of what constitutes the actual artistic foun-
dations of the field.

A design process is largely about communica-
tion. A designer is rarely, or even never, alone in
the creative process. It is almost always a question
of collaboration and dialogue; with other desig-
ners, with colleagues in other fields, with intended
users, with a client, and so on. In all these situa-
tions, basic concepts and definitions are expres-
sed not only after the design process is completed
and there is time to reflect and theorise about
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the result, but also during every stage from the
start to the end of the process. However, due to
the strict division between theory and practice
that we adhere to far too often, we rarely or never
clearly address the need to articulate new theories,
definitions and concepts that arise as the journey
progresses — since theorising is not something we
have historically seen as part of a design practice.
And if we (therefore?) reproduce existing defini-
tions in what we do to such a large extent, there is
also not much of an imperative for design theory to
question existing interpretations and descriptions
of what is actually taking place.

Of course this is an over-simplified description
of relations much more complex and diverse than
this. Still, it appears that the continued conserva-
tion of prevalent distinctions between theory and
practice must be challenged. There is a distinct
need for a different type of theory development,
new definitions and concepts, based on critical
and experimental design work. Leaving respon-
sibility for theory development to other areas of
research, and essentially reducing design practice
and artistic research to focusing primarily on
(visual) expression, is likely merely to preserve the
status quo when it comes to development of the
field. A question for the future of design theory
is thus: what possible alternatives can artistic and
experimental design research offer?
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MOT ETT KONSTMUSIKENS UTVIDGADE FALT

Av Ole Liitzow-Holm

den noterade konstmusiken utgor partituret en fullbordad, icke férhandlingsbar text vars sym-
boliska skrift man férvantas interpretera som en representation av tonsattarens avsikter. Med
detta foljer aven en forestélining om musikverkets autonomi och oberoende av yttre omstan-
digheter. En forestélining som visat sig egendomligt stabil anda in i var tid, trots djupgaende
forvandlingar inom exempelvis bildkonsten, dar paradigmatiska glidningar agt rum genom de-
stabilisering av begrepp som originalitet och autenticitet liksom i synen pa vad som konstituerar
eller kan vara ett konstverk. Det VR-finansierade forskningsprojektet Mot ett konstmusikens
utvidgade falt (2008-12) tar avstamp i fragor om hur korsbefruktande brytpunkter kan iscen-
sattas mellan olika konstuttryck i ett utforskande av subjektivitetens skapande logik och praktiska kunskap i
langsamma, kreativa processer, och hur detta skulle férsigga i form av fysiska moten dar en radikal dppenhet
bildar dialogens grundférutsattning. Det centrala for oss var inte att forespraka nya genrer utan att etablera
en rorligare och mer kalejdoskopisk forstéelse av tolkningens komplexitet. Idén om fullandade och standigt
likalydande, reproducerbara verkétergivningar har gjort musikhistorien statisk vilket okat avstanden mellan
konstmusikens habitat och de experimentella musikscenerna. Valet av strategi grundar sig pé antagandet att
det &r mojligt och relevant att reflektera denna typ av problemstaliningar i en konstnarlig praktik dar komposi-
tion och interpretation samverkar och att man kan arbeta med dem i och genom konsten sjélv. Begreppet
utvidgat falt lanserades av den amerikanska konstteoretikern Rosalind Krauss i en inflytelserik essa: Sculpture
in the Expanded Field (ursprungligen publicerad i tidskriften October 1979).

Vi som bedrivit forskningen #r Henrik Hellste-
nius, Anders Hultqvist och Ole Liitzow-Holm
(tonsittare) samt Anna Lindal (musiker) och Mag-
nus Haglund (recensent och kulturskribent). Det
dubbla perspektivet komposition/interpretation har,
tillsammans med ett erkdnnande av lyssnandet som
skapande handling, varit ett ledmotiv. Vi menar att
de tre aktiviteterna dr visensférbundna med varan-

dra. Vi antar vidare att konstmusiken - sdsom den
utdvas — betecknas av en sorts stringhet kopplad
till ett historiskt betingat perfektionsideal.

Exposition
En av utgdngspunkterna i projektet Mot ett konst-
musikens utvidgade fdlt var idén att i kompone-




randet integrera dynamiska tolkningsvillkor som
avviker fridn praxis. Genom att formella luckor
ldmnas och nya variabler tillkommer eller genom
att avstd fran att faststilla en slutgiltig kronologi
problematiseras det romantiska verkbegreppet. In-
terpretationen fordrar dd en annan sorts sensibili-
tet &n vad som normalt giller och aktualiserar i sin
tur frdgor som berdr fundamentala premisser for
konstformen generellt. St6d och inspiration till sa-
dana tankar kan man finna bade i teaterns egensin-
niga, dialogiska bearbetning av dramatisk text och
i teoribildningar om litterir tolkning och 6versitt-
ning av poesi eller andra hermeneutiska praktiker.
Minst lika viktiga dr referenser till musikaliska tra-
ditioner under férromantisk tid da interpreter ex-
temporerade 6éver ofta rudimentira material med
stor individuell frihet: Det var inte forrdn ldngt
senare, nir partiturets alltmer detaljerade spelan-
visningar efterhand blivit normgivande, som man
borjade hivda auktoriserade versioner. Forestill-
ningar om en kanon tog form och tolkningsutrym-
met krympte. Ett perfektionsbegir kom succesivt
att prigla sidor av den klassiska musikkulturen
som lett till en likriktning vars ritualer genererar
distans och passiv dngslan hos utévare och publik.
Vi ville prova ifall alternativa tolkningsstrategier
skulle kunna uppmana och inspirera till en omfor-
mulerad konstmusikalisk praktik.
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Genomféring

Forskningsprojektet Mot ett konstmusikens utvid-
gade filt syftar till ett férdjupat erkdnnande av
konstmusikens roll och innebérd som konstnirlig
praktik och diskursivt filt. Det innehéller musika-
lisk instudering, kompositioner och konsertfram-
tridanden, seminarier, symposier och texter om
musik. Projektet kdnnetecknas av en strivan att
vitalisera ett kritiskt medvetande. Det giller fragor
som 16r hur meningsbyggandet av ett verk vixer
fram, vilka speciella motiv och intentioner som #r
visentliga fér hur, nir och under vilka férutsitt-
ningar ett skapande och uttolkande konstitueras.
Var primira ambition har varit att lita musiken
kollidera med andra diskurser och l4sarter, att upp-
gradera lyssnandet till en praktik som 6ppnar sig
for spraklig och kommunikativ mangtydighet. En
av tankefigurerna bakom den samtalsmetod som
forskningen aktiverat dr idén om forflyttning 6ver
granserna vilket i lika hoég grad har med livsbe-
tingelserna i det nya drhundradet att gora som med
rent estetiska dverviganden. Vi ser det som helt
avgorande att etablera experimentella strategier
for hur man kan férstd musikens grundmaterial
med sirskilt fokus pa traditionella koncept fér vad
som definierar ett noterat verk: Vem #ger partitu-
ret? Nir slutar stycket och var bérjar tolkningen?
Hur 13ngt 4r den senares uppdrag eller riackvidd
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bestimd av obevekliga konventioner? Vad intrif-
far ifall vi insisterar pé att dverskrida eller omfér-
handla dem? Konstmusiken kan inte betraktas at-
skild frén samhaillet i 6vrigt. Situerad och invivd
i tidens paradoxer och estetiska férskjutningar ar
den i konstant behov av revidering, ambivalens,
djirva ingrepp och ovintade stérningar. Komplexi-
teten dr kopplad till dessa oberidkneliga rérelser
vars ombrytning av perspektiven gér férhallandet
mellan tradition och férnyelse osdkert och konst-
ndrligt produktivt pa en och samma gang. Projektet
handlar om tron pa konstens kritiska potential, om
dvertygelsen att skapandet uppstar i ett dialogiskt
rum och att experimentet ir dess yttersta drivkraft.

Vi anande att forskningsprojektet kanske framst
skulle bli meningsbarande som process — ett sitt att
begrunda och handla - snarare 4n resultera i enty-
diga svar pa de problemstillningar som program-
met inledningsvis gjort till sina. Icke desto mindre
upplevde vi i starten en viss frustration over att
forskningen genererade flera frdgor &n svar och
stindigt tycktes vidga sig och vilja omfatta andra
om #n nirbeligna diskurser. Men just spretighet
och &ppenhet blev efterhand centrala bestdnds-
delar i metodutvecklingen: Genom att iscensitta
en rad skilda format foér dialogiska méten mellan
minniskor, kunskapsomraden, situationer och be-
grepp omvandlades osdkerheten, flertydigheten

och tvivlet till produktiva drivkrafter fér ett mer
oférutsebart understkande. Inte minst visade sig
symposiet och seminariet som verksamma platser
for att exponera, problematisera och préva idéer
och antaganden, sérskilt som de dven lampade sig
for interdisciplindra och transmediala sonderingar.
Det var idgonenfallande hur projektet med sina
presentationer i olika kritiskt reflekterande sam-
manhang, offentliga och mer interna, utvecklade
seminariet till en effektiv arbetsmetod, i vars cen-
trum hela tiden den konstnirliga praktiken stod:
Att befinna sig i skapandets omedelbara nirhet,
och att framhalla gérandet som en diskursiv ter-
ring. Metoden blev relevant for var forstdelse av
forskningens grundliggande innebord och positio-
nering som dels konkreta forslag till omformule-
ring av musikaliska praktiker, knutna till tolkning
och komposition, dels en process som kanske mer
in ndgonting annat kommit att handla om frihet
och ansvar: friheten att ta ansvar och ansvaret att
hivda frihet, i férhallande till ett konstnérligt falt
som i stor utstrickning alltjimt styrs av starka och
djupt rotade kulturarvsband. Det gav upphov till
att frdgorna allt tydligare fick karaktir av institu-
tionskritik - vilket blev mycket uppenbart i fallet
med Anders Hultqvists teaterinspirerade nyupp-
sittning av Beethovens Symfoni nr 5 med Géte-
borgs Symfoniker da vi for férsta gdngen pa allvar



insdg att forskningsfrigorna i realiteten var laddade
med implikationer, tillrickligt kontroversiella fér
att sitta ett helt konserthus i gungning. Hir limna-
des vi med en tvetydig eftersmak dar tillfredsstil-
lelse och férstimning blandade sig. Hindelsen var
i flera avseenden en seger och ett slags genombrott,
samtidigt som vi borjade uppskatta och férnimma
komplexiteten i att utmana strukturerna i det som
Lydia Goehr kallat The Imaginary Museum of Musi-
cal Works (Oxford University Press, 1992).

Repris och coda

Ett av de mest bestdende resultaten av forsknings-
projektet forblir emellertid hur deltagarnas egen
praktik pa ett avgdrande sitt blottstillts och mo-
difierats genom det konkreta arbetet med ett ma-
terial - i samtal och méten, konstnirliga processer,
konserter och verk som kommit till stdind under
projektperioden - vars aktualitet och spring-
kraft ofta overraskat oss. En annan aspekt ror
fragestillningarnas &ppningar och férgreningar
mot angrinsande omriden som exempelvis en
radikalisering av pedagogikens roll, normerna for
upphovsrittsliga principer och ett utvidgat teo-
ribegrepp. Det senare dr forhdllandevis underut-
vecklat i en nutida diskurs och fordrar en syste-
matisk, djuplodande och i ndgon mening radikal
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forskningsinsats som vart projekt inte férmatt
hirbirgera. Moijligen ligger ocksd sjilva nyckeln
till ett verkligt utvidgat filt gomd har. Det finns
med andra ord ménga spar kvar att utforska, och
det rdder ingen tvekan om att projektets férestill-
ningsvirld — om &n omstridd och kanske just dér-
for — rymmer ett angeliget stoff f6r musiken som
dynamiskt féranderlig konstart.

Ett av forskningens mal var att sammanstilla
en antologi dir skiftande texter skulle dterge véra
egna processer och &verviganden samt spegla in-
bjudna férfattares tankar kring nigra av frigorna
som exponerats i arbetet. I slutfasen av projektet
tillkom séledes Musikens frihet och begrinsning — 16
variationer over ett tema (redaktér: Magnus Hag-
lund, Daidalos férlag, 2012) med bidrag av bland
andra Anna Christensson, Fredrik Nyberg, Jenny
Hval och Mats Persson och fortitade foton i svart-
vitt, tagna i forfattarnas hemmamiljoer, av Lina
Selander och Lena Bergendahl. Antologin gér inga
ansprak pa att summera eller férklara. Tvirtom
bildar texterna kalejdoskopiskt ett dokument som
—ilikhet med forskningen de tar spjarn emot — av-
soker och lodar ett konstnirligt falt, fullt av mot-
sigelsefulla, svindlande djup.

Individuella roster i projektet hittar du pd sidorna

138-147.
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Gemensamma aktiviteter
— en resumé

Har nedan folier korta sammandrag av nagra av de
handelser — symposier, workshops, konserter och
andra evenemang - som forskningsprojektet resul-
terade I. Foreteckningen syftar till att ge en inblick i
det som visade sig bli forskningens mest produktiva
arena och medium: de fysiska motena kring gemen-
samma intressen, dilemnman och begar.

DA=NA — omskrivninger av fortiden

Ultimafestivalen, Norges Musikkhagskole, 18/9 2009
- Norges Musikkhegskoles symfoniorkester med so-
listerna Einar Steen-Nekleberg och Jonas Cambien
spelade ett program som i lager pé lager exponerade
bearbetningar av en musikalisk kanon: i form av dels
orkestrala tolkningar av Amold Schonbergs Sechs
kleine Klaviersticke (Op. 19) utférda av kompositions-
studenter frén Oslo och Goteborg, dels orkesterver-
ket Schumannphantasie av Hans Zender. Konserten
iscensattes av Henrik Hellstenius och Ole Lutzow-
Holm (koncept), Morten Wensberg (dirigering), Susan-
ne @gleend (regi) och Ignas Krunglevicius (video).

The Boundaries of Interpretation
ISCM World New Music Days, Artisten, Goteborg, 2/10

2009 - Ett offentligt seminarium kring forskningspro-
jektet som hamtade deltagare fran teater-, opera-
och musikomradet, bla. regissdren Johanna Garpe,
dirigenten Andrew Manze och interpreterna Victoria
Johnson och Fredrik Ullén. Fragorna som bearbe-
tades och diskuterades i gestaltade inslag, dialoger
och enskilda anforanden syftade till att understka
tolkningens majligheter och granser och problema-
tisera det konstmusikaliska verkets sociokulturella
forstaelsegrund.

Konstmusikens vidgade félt — som i en spegel
Hogskolan for scen och musik, Goteborg, 14-15/6
2010 - Samtal 6ver tva dagar med en referensgrupp
pestaende av Magnus Florin (dramaturg/forfattare),
Cecilia Hansson (poet), Anna Koch (koreograf), Mats
Persson (pianist/tonsattare) och Lina Selander (oild-
konstnar). Gruppen var inbjuden att ur ett subjektivt
perspektiv ge feedback och kritisk respons till forsk-
ningens individuella delprojekt, vilka da alla befann
sig | cavslutade processer.

Tolkningens gréns — finns den?

Hogskolan fér scen och musik, 26/10 2010 - Semi-
narieworkshop kring méjligheterna att betrakta tolk-
ningsarbete som en emancipatorisk handling utifran
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musik av Johannes Brahms. Deltagare: strékmusikerna
Camilla Hedner, Helena Aberg, Johanna Ostling och
Hanna Bendz (HSM-studenter) och pianisterna Jonas
Cambien, Anna Christensson och Love Derwinger.

INTERFERENS

Inter Arts Center, Malmo, 8-9/4 2011 - Offentligt sym-
posium med interdisciplinéra moten mellan musi-
kens och teaterns praktiker. Ett arrangemang | sam-
arbete med Teatr Weimar och Ars Nova i Malmo.
Symposiet varvade kortforelasningar med gestal-
tade inslag, workshops, lasningar, repetitioner och
samtal i syfte att undersdtka majliga produktiva for-
bindelser mellan de tva konstformernas skilda satt
att se pa verkets plats och kontext, tolkning och be-
arbetning. En av hypoteserna var att konstmusiken,
i likhet med den traditionella teatern, ar i behov av
institutionskritiska strategier for att uppréatthalla en
aktualitet som levande uttrycksform. Forutom stu-
denter vid Teaterhogskolan och Musikhogskolan |
Malm® medverkade en rad skadespelare, musiker,
forskare och doktorander fran Oslo, Malmo, Gote-
borg och Stockholm.

"Who Creates the Creator”

— and the limits of interpretation?

Konserthuset | Goteborg 6/10 2011 - Ett offentligt se-
minarium i forbindelse med Anders Hultqvists iscen-
sattning av Beethovens Symfoni nr 5 och uruppfo-
rande av Melancholia for oboe, gitarr och orkester.
Medverkande: Lydia Goehr, Andrew Manze och An-
ders Hultgvist.

Utflykter och tillflykter

Artisten, Hogskolan for scen och musik, 3/4 2012 -
Konsert med kammarorkestern Musica Vitae (diri-
gent: Staffan Larson, curator: Ole Lutzow-Holm). Forut-
om musik av Benjamin Britten, Charles lves och Paul
Dessau ingick ett nyskrivet verk av Lutzow-Holm som
provar begrepp som lackage, medskapande och
ofullbordan. Konserten inleddes med en presenta-
tion av forskningsprojektet, en langre verkkormmentar
samt nagra ljudande exempel ur stycket.

LYDITEKST
Dramatikkens Hus, Oslo, 1-3/6 2012 — Offentligt sym-
posium med deltagande fran teater-, litteratur- och
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musikomradet. Upplagget vidareutvecklade drama-
turgin i Malmokonferensen INTERFERENS och var-
vade aterigen forestallningsinslag med seminarier,
presentationer och samtal. Denna gang med fokus
pa overskridanden/korsbefruktningar mellan text och
ljlud i olika experimentella genrekontexter. Tanken var
att konkreta praktiker/metoder som pa varierande
sétt genererar, blandar och omformulerar sprakliga/
musikaliska material skulle kunna verka ¢émsesidigt
och ge upphov till en annorlunda diskurs i detta tvar-
disciplinara falt.

Antologirelease

Ronnells Antikvariat | Stockholm, 9/10 2012 - Svensk
release av antologin Musikens frihet och begréns-
ning (redaktér: Magnus Haglund, Daidalos forlag,
2012); framtradanden av Anna Christensson, Anders
Hultgvist, Magnus Florin, Lena Bergendal, Mats Pers-
son, Ole Lutzow-Holm och Magnus Haglund. Har
gavs ocksa en introduktion till forskningsprojektet.

Ett slutseminarium
Hogskolan for scen och musik vid Goteborgs uni-

versitet, 28/2 2013 — Ett slutseminarium kring forsk-
ningsprojektet Mot ett konstmusikens utvidgade
falt. Tiden var inne att rapportera vad som hant med
projektets grundlaggande koncept och spekulativa
antaganden och stalla fragor om resultat, kunskaps-
pildning, spridning och eventuell fortsatt forskning:
Vart tog idéerna vagen? Hur kan vara erfarenheter
granskas och beddmas av andra? Pa vilka satt har
praktiken modulerats, férandrats och vidgats? For
att seminariet &ven skulle vacka ett kritiskt samtal
om metodutveckling och enskilda konstnérliga verk
som forskningen genererat hade vi bjudit in Cathari-
na Dyrssen, fildr. och professor i arkitektur, samt Ma-
ria Bania, musiker och fildr. i musikalisk gestaltning,
som opponenter. Bada formedlade vardefulla obser-
vationer varav tva ska refereras har: 1) Projektets kri-
tiska potential kan komma att neutraliseras i samma
odgonblick den omfamnas av etablissemanget och
|6per ocksé risk att sjalv bli dogm. 2) Ett centralt in-
citament och bidrag tycks ha varit begreppslig kon-
frontation och omtolkning: musik betraktad 6Gmsom
som text, konfiguration, materialitet dmsom som
kroppslig férankring.
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BEETHOVEN’S 5TH REVISITED — ANDERS HULTQVIST
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BEETHOVEN’S 5TH REVISITED — ANDERS HULTQVIST

Varfor ser var tolkningstradition ut som den goér inom
konstmusiken? Hur kommer det sig att till exempel
teatern kan ha ett betydligt bredare tolkningsbegrepp
vid nya iscenséattningar av den klassiska repertoaren?
Sa kallad absolut musik bygger aven den pa narra-
tiva strukturer vilka utvecklar sig kring nagra centrala
musikaliska idéer. Form och innehall ar visserligen
nara férbundna med varandra men det behéver inte
innebéra att det existerar en, och bara en, |6sning

pa hur de musikaliska byggstenarna kan forstas,
interpreteras och gestaltas. Genom att presentera
tva nyuppsattningar av Beethovens femte symfoni
respektive Albinonis Adagio har jag velat belysa
nagra av dessa fragestéllningar for att darmed ockséa
ge en lyssnande publik méjlighet att héra verken pa
ett nytt satt. Orkestrar véarlden éver agnar sig at att
hela tiden reproducera den klassiska musikaliska
kanon och det finns enligt min mening ett stort behov
av alternativa tolkningsstrategier. Andra konstarter har
i flera decennier dekonstruerat sig sjélva och det ar
viktigt att nu &ven perspektivera den konstmusikaliska
repertoaren.

Why is our tradition of interpretation in art music the
way it is? How is it that theatre, for example, can have
a so much broader concept of interpretation when
restaging works from the classical repertoire? That
referred to as absolute music is also based on narra-
tive structures that develop around a few core musical
ideas. It is true that form and content are closely
linked with each other, but this does not necessarily
imply that there is one, and only one, solution existing
to determine how the musical building blocks can be
understood, interpreted and performed. In presenting
a new production of Beethoven’s Fifth Symphony

and Albinoni’s Adagio respectively, | have chosen to
highlight a few of these issues and to give a listening
audience the opportunity to hear the works in a new
way. Orchestras around the world focus on continually
reproducing the canon of classical music and | believe
there is a major need for alternative interpretative
strategies. Other art forms have been deconstructing
themselves for decades now, and it is important that
this perspective is likewise brought to bear on the art
music repertoire.
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BAND ROOM — ANNA LINDAL

| projektet Bandrom med den norske tonséattaren
@yvind Torvund utforskade vi ett antal situationer
och relationer vid framtradanden i olika milj¢er: fran
motorvagsfik till Haus der Kulturen der Welt i Berlin
via konserter pa gator, i bygdemuseer och pa fjall-
toppar. Musiken blev till under tonséattarens éver-
inseende i dialog med varierande stilar, traditioner,
instrument och spelséatt. Harmande och larande

var en viktig del av det kontinuerligt pagaende
projektet. Ornament och improvisation ur skilda
musikgenrer blev relevanta verktyg i utférandet och
blandningen av hardangerfela, barockornament och
atonala, ekvilibristiska passager gav oférutsagbara
musikaliska situationer och resultat. | ett 6versatt-
ningsprojekt med ensemble SynoNym genomférde
vi improvisatoriska omtolkningar av noterad musik
av exempelvis Beethoven, Kent, Ole Litzow-Holm
och andra. Utgangspunkten kunde vara ett grafiskt
partitur, en fras, en enkel melodi eller efterklangen
fran ett stycke vi repeterat, for att sedan lagga
undan noterna och aterskapa ett kollektivt minne av
dem. Avsikten var bade att hantera det skrivna som
ett material — en fri férlaga — och att forframliga
valkénda stycken. Jag gjorde aven ett soloprogram
med Bachs Partita i E-dur som storform dar jag lat
nya verk av bland annat John Cage, Christian Wolff
och Jo Kondo tillsammans med fria improvisationer
intervenera mellan och inne i bachsatserna. Arbetet
fortsatte i Bachdekonstruktioner — en oavslutad
process dar Bachs solosonater och partitor fung-
erar som avstamp och musikaliskt material for olika
typer av fragmentering och nedbrytning. Originalet
blir darigenom en ledsagare och inkdrsport for fri
improvisation, med traditionen som sprangbrade.

In the project Band Room with Norwegian composer
@yvind Torvund, we explored a number of situations
and relations during performances in a range of
settings: from motorway services to the Haus der
Kulturen der Welt in Berlin via concerts on streets, in
rural heritage museums and on mountain tops. The
music came about under the composer’s supervision
in dialogue with varying styles, traditions, instruments
and playing techniques. Imitation and learning were
core elements of the running project. Ornamentation
and improvisation from disparate genres became
relevant tools in the performance, while the mix of
Hardanger fiddle, Baroque ornaments and atonal,
equilibristic passages produced unpredictable musi-
cal situations and results. In a translation project with
the SynoNym ensemble, we performed improvisational
reinterpretations of notated music by Beethoven, Kent,
Ole Lutzow-Holm and others. The starting point may
have been a graphic score, a phrase, a simple melody
or a lingering sound from a piece we were rehearsing,
before putting away the notations and recreating a
collective memory of them. The intention was to treat
what was written down as a medium — a free model —
as well as to take well-known pieces into unfamiliar
territory. | also created a solo programme based
around Bach’s Partita in E major, where | let new works
by composers such as John Cage, Christian Wolff and
Jo Kondo plus free improvisations intervene between
and within the Bach movements. This work continued
in Bach Deconstructions — an unfinished process in
which Bach’s Sonatas and Partitas for solo violin func-
tion as the premise and musical material for various
types of fragmentation and deconstruction. The
original thus becomes a reference and entry point for
free improvisation, with tradition as its springboard.
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BAND ROOM - ANNA LINDAL
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VICTORIA COUNTING - HENRIK HELLSTENIUS

Inom ramen fér forskningsprojektet har jag huvud-
sakligen arbetat med det musikdramatiska verket
Victoria Counting. Det &r utformat som ett portratt
av violinisten Victoria Johnson och har skapats och
utvecklats i en dmsesidig, vaxelverkande process
mellan oss bada. Victoria visar sig konkret i form

av bilder, filmer och ljudupptagningar ur sitt privata
liv. Utifrén detta personliga material filtrerade och
komponerade jag sedan sju satser som pa olika satt
gestaltar méten mellan den subjektiva sfaren, frag-
menterade musikaliska férlopp och en raknedvning
som den armeniske mystikern och filosofen George
Ivanovich Gurdjieff gav sina studenter. Verket kretsar
kring svarigheten att hélla kvar koncentrationen vid
en och samma sak medan en stértflod av intryck
véller fram fran saval den yttre som den egna, inre
varlden. For att hitta en bra balans mellan det konkret
dokumentéra och det abstrakt musikaliska har vi i
projektet provat verket i flera stadier — med och utan
video, som ljudinstallation samt i varierande sceniska
arrangemang — och samtliga versioner har presente-
rats offentligt.

Within the framework of the research project, | have
worked primarily on the music drama piece Victoria
Counting. It takes the form of a portrait of violinist
Victoria Johnson, and has been created and devel-
oped in a mutual, reciprocal process between the
two of us. Victoria is a physical presence in the form
of images, films and sound recordings from her
private life. Starting from this personal material, |
then extracted and composed seven pieces that in
different ways portray confrontations between the
subjective sphere, fragmented musical phrases and
a counting exercise that the Armenian mystic and
philosopher George Ivanovich Gurdjieff gave his
pupils. The work is centred on the difficulty of keeping
your focus on one thing while a flood of impressions
bombards you from the external as well as from your
own internal world. In order to find a good balance
between concrete documentary and abstract musical
elements within the project, we tried the work at
several steps — with and without video, as a sound
installation and in a variety of stagings — and all the
versions were presented in public.
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KLOTTER/SCRIBBLE —

Mitt bidrag till forskningsprojektet har & ena sidan
varit att upprétta ett fortlépande textarkiv som do-
kumenterat handelser under arbetets lopp, & andra
sidan att som redaktér sammanstalla antologin Mu-
sikens frihet och begrénsning - 16 variationer éver
ett tema (Daidalos forlag, 2012). Den senare temati-
serar forskningsfragorna och exponerar och prévar
dem i en vidare nutida kontext. Liksom projektet i
stor utstrackning handlat om att férskjuta grénserna
for konstmusiken som utévande praktik och kritiskt
granskande aktivitet, har ocksa sjélva skrivandet
hamnat i ett delvis nytt, kritiskt ljus. Textskapandet
blev ett instrument for att finga granstillstdnden i
skarvarna mellan olika traditionstillhérigheter och
finna méjligheter till férnyelse. Har har ett mer esséis-
tiskt forhaliningssatt till skrivandets skilda betydelser
varit vagledande. Och precis som andra aktiviteter

i projektet — konserter, seminarier, workshops — har
det syftat till att etablera en plats for lyssnande och
samtal med andra konstnérliga uttrycksformer i

en sténdigt féranderlig dialog med det omgivande
samhallet.

MAGNUS HAGLUND

My contribution to the research project was on the
one hand to maintain a textual archive in progress,
documenting events over the course of the project,
and on the other to compile and edit the anthology
Freedom and Limitations in Music — 16 variations on
a theme (Daidalos forlag, 2012). The latter arranges
the research questions into themes and exposes and
tests them in a wider contemporary context. Just as
the project was to a large extent about pushing the
borderlines of art music as a performance practice
and critical activity, the writing itself came to be seen
in a partially new, critical light. Creating the texts
became an instrument for grasping the borderline
status of transitions between varying traditional
positions and finding opportunities for renewal. In this
respect, a more essayistic approach to different con-
notations of the writing became a guiding principle.
Similar to other activities in the project — concerts,
seminars, workshops — the purpose has been to
found a place for listening and debate with other
artistic forms of expression in a constantly changing
societal dialogue.
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FORGRENINGAR/RAMIFICATIONS — OLE LUTZOW-HOLM

Jag tog spjarn emot nagra idéer om hur vi kan
umgas med noterad musik i en riktning som rymmer
saval pejlande som ambivalenta och provisoriska
utsagor. | denna anda arbetade jag framfér allt med
tva projekt, varav det ena — Spar av glémska for
altgitarr och elektronik — véxte fram i en vittfam-
nande dialog med gitarristen Stefan Ostersjé. Dar
utmejslades tanken att skapa en musik fargad av
den konkreta spelplatsens villkor, av dess situations-
betingade atmosfar, miljo, ljud- och ljusférhallanden.
Vi férestéllde oss verket som nomadiskt — att det
befinner sig i standig rérelse: Med utgangspunkt i
instrumentets sdregna akustik komponerade jag en
méngd figurer, gester och komprimerade férlopp.
Tillsammans bildar de en terrdng — ett arkiv — i no-
terad och klingande form, ett material som &ppnar
sig for otaliga l&sarter och utforskas, aktiveras och
forverkligas i en platsspecifik kontext. Mitt andra
projekt, exposition — repris for strakorkester, bestod
av en samling fristdende fragment vars inbérdes
ordning inte bestédmts i férvag. Vid uruppférandet
spelades verket bade i en langre, sammanhang-
ande version och som passager mellan satserna i
ett av de andra styckena. Dirigent och musiker hade
enats om strykningar och omtagningar samt &nd-
ringar i klangfarg, dynamik och tempo. Man skulle
kunna saga att exposition - repris ar en preliminér
musik och att dess delvis oavslutade utformning ar
avsedd att inbjuda till dialog och kollektivt medska-
pande.

For my line of enquiry, | looked at notions of how we
can interact with notated music in a way that allows
for probing as well as ambivalent and temporary
statements. In this spirit, | worked primarily on two
projects, one of which — Traces of Oblivion for alto
guitar and electronics — emerged from a wide-
ranging dialogue with guitarist Stefan Ostersjé. Out

of these exchanges came the idea of a musical
construction that would be influenced by the physical
conditions of the venue, by its situational atmosphere,
environment, acoustics and lighting. We saw the

work as nomadic — as being in constant movement.
Starting from the unique acoustics of the instrument,

| composed a vast number of characters, gestures
and compressed events. Together, they constitute a
landscape — an archive — in notated and sounding
form, a material that opens up to countless interpre-
tations and is explored, activated and transpired in a
site-specific context. My second project, exposition —
reprise for string orchestra, comprised a collection of
independent fragments whose order was not deter-
mined in advance. At the first performance, the work
was played both as an extended, continuous version
and as passages between the movements of one

of the other pieces. The conductor and musicians
had agreed on deletions and repetitions as well as
changes in timbre, dynamics and tempo. One might
say that exposition — reprise is a preliminary kind of
music and that its partially unfinished design is in-
tended to invite dialogue and collective co-creation.
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By Ole Liitzow-Holm

n notated art music the score stands as a completed, non-negotiable text whose symboolic
script is expected 1o be interpreted as a representation of the composer’s intentions, From this
follows a notion of autonomy of the musical work and its independence from external conditions.
A notion that has proven remarkably enduring to this day, despite substantial transformations, for
example in the visual arts, where paradigmatic shifts have taken place through the destabilisa-
tion of concepts such as originality and authenticity, as in the view of what constitutes or can

be a work of art.

The research project Towards an Expanded Field
of Art Music (2008-12; funded by the Swedish Re-
search Council) takes as its point of departure ques-
tions of how cross-fertilising intersections can be
orchestrated between different artistic expressions
in an exploration of subjectivity’s creative log-
ic and practical knowledge by way of slow, creative
processes, and how this could take place in the form
of physical encounters, where a radical openness
lays the foundation for dialogue. The key aspect for
us was not to advocate new genres, but to establish
a more fluid and kaleidoscopic understanding of
the complexity of interpretation. The concept of
perfected, reproducible renderings of works, always
sounding identical, has made music history static,
which has increased the gulf between the habitat
of art music and the experimental music scenes.
The choice of strategy is based on the assumption
that it is both possible and relevant to reflect these

types of inquiries in an artistic practice where
composition and interpretation interact, and that
it is feasible to elaborate on them in and through the
art itself. The idea of an expanded field was first in-
troduced by US art theorist Rosalind Krauss in her
influential essay: Sculpture in the Expanded Field
(originally published in the journal October, 1979).

The team working on the project comprised
Henrik Hellstenius, Anders Hultqvist and Ole
Litzow-Holm (composers) plus Anna Lindal
(musician) and Magnus Haglund (critic and cul-
tural commentator). The double perspective of
composition/interpretation, together with a recog-
nition of listening as a creative act, has provided
the leitmotif. We believe the three activities are
existentially bound up with each other. In addi-
tion, we presume that art music - as it is practised
— is characterised by a kind of rigidity associated
with a historical ideal of perfection.



Exposition

One of our starting points for the project Towards
an Expanded Field of Art Music was the image, in
composing, of integrating dynamic terms of in-
terpretation that deviate from current practices.
Through opening up formal gaps, allowing for
new variables to arise, or through refraining from
setting a final chronology, the romantic notion of
a musical work will be problematised. The inter-
pretation then requires a different kind of sensibi-
lity to what normally applies and in turn provokes
questions concerning fundamental premises for
the art form in general. Support and inspiration for
such thoughts can be found in the theatre’s persis-
tent, dialogical adaptation of dramatic text as well
as in theories of literary interpretation and transla-
tion of poetry or other hermeneutic practices. Just
as important are references to musical traditions of
pre-Romantic time, when interpreters improvised
around a material, often rudimentary, with consid-
erable individual freedom. It was not until much
later, when the score’s increasingly explicit perfor-
mance instructions had become norm, that author-
ised versions began being cultivated. Conceptions
of a canon materialized and the scope for interpre-
tation shrank. A desire for perfection was gradually
to define features of classical music culture, which
has led to a standardisation whose rituals generate
distance and passive anxiety in performers and au-
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diences alike. We wanted to examine whether alter-
native interpretation strategies could encourage
and inspire a reformulation of art music practices.

Development

The purpose of the research project Towards an
Expanded Field of Art Music is to achieve a more
in-depth recognition of art music’s role and im-
port as an artistic practice and field of discourse.
It encompasses musical rehearsals, compositions
and concert performances, seminars, symposia
and texts about music. The project is distinguish-
ed by an ambition to vitalise a critical awareness.
It addresses questions concerning how the struc-
ture of a work progresses, what specific motives
and intentions are essential in determining how,
when and under what conditions creation and in-
terpretation are constituted. Our primary objective
was to let music collide with other discourses and
types of reading, to upgrade listening to a practice
that opens itself up to linguistic and communica-
tive ambiguity. One of the devices underlying the
method of dialogue that the research precipitated
is the idea of moving across boundaries, which is
as much about how we manage our lives in the
new century as it is about purely aesthetic consid-
erations. We view it as altogether crucial to esta-
blish experimental strategies for understanding



TOWARDS AN EXPANDED FIELD OF ART MUSIC

the fundamentals of music with a particular focus
on traditional concepts of what defines a notated
work: Who owns the score? Where does the piece
end and the interpretation begin? To what extent
is the latter’s responsibility or compass determined
by implacable conventions? What happens if we
insist on transgressing or renegotiating them? Art
music cannot be seen as separate from wider so-
ciety. Situated in and woven into the paradoxes and
aesthetic shifts of the times, it is in constant need
of revision, ambivalence, bold attacks and unex-
pected disturbances. Complexity is linked to these
arbitrary motions, whose reshaping of perspectives
renders the relationship between tradition and re-
newal uncertain and artistically productive at one
and the same time. The project is about faith in
the critical potential of art, about the conviction
that creativity originates in a dialogical space and
that experimentation is its ultimate driving force.
We suspected that the research project would
perhaps primarily be meaningful as a process - a
way of reflecting and taking action - rather than
inducing clear-cut answers to the problems that the
programme initially took on. Nonetheless, from the
outset we experienced a certain amount of frustra-
tion over the way the research appeared to generate
more questions than answers, constantly expanding
and seeking to adopt other, albeit closely related,
discourses. However, this receptivity and, as it were,

lack of focus came to shape core components of
the development of methods. By setting up a host
of different formats for dialogical encounters be-
tween people, fields of knowledge, situations and
concepts, the uncertainty, ambiguity and doubt
were transformed into productive agencies of more
unpredictable investigation. The symposium and
seminar formats proved especially fertile ground
for exposing, problematising and testing ideas and
assumptions, particularly as they were also suitable
for interdisciplinary and transmedial soundings. It
was conspicuous how the project, with its presenta-
tions in various critically reflective contexts — pub-
lic and more internal — developed the seminar into
an effectual working method, with the artistic prac-
tice always at its centre: standing in immediate prox-
imity to the creation, and highlighting the doing as
a discursive terrain. The method was relevant to our
comprehension of the essence of our research and
its positioning in part as tangible proposals for the
reformulation of musical practices, linked to inter-
pretation and composition, and in part as a process
that, perhaps more than anything, had come to be
about freedom and responsibility: the freedom to
take responsibility and the responsibility to uphold
freedom, in relation to an artistic field that to a
large extent continues to be shackled by strong and
deeply rooted cultural restraints. This gradually
caused the questions to take on the nature of insti-



tutional criticism - as was made abundantly clear in
the case of Anders Hultqvist’s theatre-inspired new
production of Beethoven’s Symphony No. 5 with
the Gothenburg Symphony Orchestra, when we
first fully realised that the research questions were
actually laden with implications, sufficiently con-
troversial to rock the foundations of a whole con-
cert hall. We were left with an equivocal aftertaste
of contentment and gloom. The incident was in
many respects a victory and a kind of breakthrough,
while also urging us to begin appreciating and per-
ceiving the complexity of challenging the structures
of what Lydia Goehr calls The Imaginary Museum
of Musical Works (Oxford University Press, 1992).

Reprise and coda

One of the most enduring outcomes of the research
project remains, however, how the participants’
own practices were conclusively exposed and mo-
dified through the concrete work on material — th-
rough dialogues and gatherings, artistic processes,
concerts and works that came into being over the
course of the project — whose topicality and explo-
siveness often surprised us. Another aspect con-
cerns the way the questions open up to and branch
out into adjacent areas such as a radicalisation of
the role of teaching, norms for copyright principles
and an expanded notion of theory. The latter is re-
latively underdeveloped in contemporary discourse
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and demands a systematic, profound and to some
degree radical research initiative that our project
was unable to accommodate. It may also be here
that the key to a genuinely expanded field lies hid-
den. In other words, there remain many paths to
explore and there is no doubt that the project’s con-
ceptual world - although disputed and perhaps be-
cause of that — contains a significant subject matter
for music as a dynamically changing art form.

One of the aims of the research was to put to-
gether an anthology in which a variety of texts
would express our own processes and considera-
tions, and reflect the thoughts of invited guest
authors on some of the questions exposed by
the work. Consequently, in the final phase of the
project, we published Freedom and Limitations in
Music — 16 variations on a theme (editor: Magnus
Haglund, Daidalos férlag, 2012) with articles by
writers such as Anna Christensson, Fredrik Ny-
berg, Jenny Hval and Mats Persson, accompanied
by concise black and white photographs taken
in the authors’ homes by Lina Selander and Lena
Bergendahl. The anthology does not claim to sum-
marise or explain. Quite the reverse; the texts
constitute a kaleidoscopic document that - like
the research against which it is braced - scans and
sounds out an artistic field full of contradictory,
vertiginous depths.

For individual project contributions see pp. 138-147.
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Joint activities — an overview

Below are brief summaries of some of the events
- symposia, workshops, concerts and others — that
came out of the research project. The purpose of
the list is to provide an insight into what proved to
e the most productive arena and medium of the re-
search: the physical encounters relating to common
interests, dilemmas and expectations.

THEN=NOW - rewriting history

Ultima Festival, Norwegian Academy of Music,
18/09/09 — The Symphony Orchestra of the Norwe-
gian Academy of Music with soloists Einar Steen-
Nekleberg and Jonas Cambien performed a pro-
gramme that, layer by layer, presented adaptations
of a musical canon in the form of orchestral interpre-
tations of Arnold Schonberg's Sechs kleine Klavier-
stlicke (Op. 19) by composition students from Oslo
and Gothenburg, together with a work for orchestra,
Schumannphantasie, by Hans Zender. The concert
was curated by Henrik Hellstenius and Ole Lutzow-
Holm (concept), Morten Wensberg (conducting), Su-
sanne @gleend (direction) and Ignas Krunglevicius
(video).

The Boundaries of Interpretation
ISCM World New Music Days, Artisten, Gothenburg,
02/10/09 - A public seminar on the research project,

which collected participants from the fields of theatre,
opera and music, including director Johanna Garpe,
conductor Andrew Manze and interpreters Victoria
Johnson and Fredrik Ullén. The questions addres-
sed and discussed through performative contribu-
tions, dialogues and individual statements aimed at
examining the possibilities and limits of interpretation
as well as problematising the sociocultural basis for
understanding the musical work.

An Expanded Field of Art Music — Through a Glass
Darkly

Academy of Music and Drama, University of Gothen-
burg, 14-15/06/10 — Discussions over two days with a
reference group consisting of Magnus Florin (dra-
maturge/author), Cecilia Hansson (poet), Anna Koch
(choreographer), Mats Persson (pianisticomposer)
and Lina Selander (visual artist). The group was in-
vited, from a subjective perspective, to give feedback
and critical response to the individual sub-projects
of the research, all of which were works in progress
at that time.

Limits of Interpretation — are there any?

Academy of Music and Drama, 26/10/10 — Seminar
workshop considering the options of viewing inter-
pretation work as an emancipatory act, based on
the music by Johannes Brahms. Participants: string
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musicians Camilla Hedner, Helena Aberg, Johanna
Ostling and Hanna Bendz (academy students) plus
pianists Jonas Cambien, Anna Christensson and
Love Derwinger.

INTERFERENCE

Inter Arts Center, Malma, 08-09/04/11 — Public sympo-
sium with interdisciplinary encounters between prac-
titioners of music and theatre. Joint event with Teatr
Weimar and Ars Nova in Malmaé. The symposium al-
ternated between short lectures and performances,
workshops, readings, rehearsals and discussions
concerning potential productive links between the
different ways that the two art forms approach the
work's sense of place and context, interpretation
and examination. One of the hypotheses was that art
music, like traditional theatre, is in need of institutionally
critical strategies to maintain some sort of relevance
as a vibrant form of expression. A host of actors,
musicians, researchers and doctoral students from
Oslo, Malmé, Gothenburg and Stockholm took part,
alongside students from the Malmo Theatre Acade-
my and Malmo Academy of Music.

“Who Creates the Creator”

— and the limits of interpretation?

Gothenburg Concert Hall 06/10/11 - A public seminar
in conjunction with Anders Hultgvist's production of
Beethoven's Symphony No. 5 and the first perfor-
mance of Melancholia for oboe, guitar and orchestra.
Participants: Lydia Goehr, Andrew Manze and Anders
Hultqvist.

Excursions and Refuges

Artisten, Academy of Music and Drama, 03/04/12 — Con-
cert by the Musica Vitae chamber orchestra (conduc-
tor: Staffan Larson, curator: Ole Lutzow-Holm). In ad-
dition to music by Benjamin Britten, Charles Ives and
Paul Dessau, the programme included a performance
of exposition — reprise, a new work by Lutzow-Holm
that examines concepts such as leakage, co-creation
and the incomplete. The concert opened with a pres-
entation of the research project, a more in-depth work
commentary and a few excerpts from the piece.

SOUNDINTEXT
Norwegian Centre for New Playwriting, Oslo, 01—
03/06/12 - Public symposium with participants from
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the fields of theatre, literature and music. The pro-
gramme built on the dramaturgy from the Malmo con-
ference INTERFERENCE and once again alternated
performances with seminars, presentations and dis-
cussions. This time the focus was on transgressions/
cross-fertilisation between text and sound in the con-
text of different experimental genres. The idea was for
concrete practices/methods that in various ways gen-
erate, blend and reformulate linguistic/musical mate-
rial to influence each other reciprocally and provoke a
different discourse in this cross-disciplinary field.

Anthology Release

Ronnells Antikvariat (antiquarian book store in Stock-
holm), 09/10112 - Swedish release of the anthology
Freedom and Limitations in Music (editor: Magnus
Haglund, Daidalos forlag, 2012); appearances by
Anna Christensson, Anders Hultgvist, Magnus Florin,
Lena Bergendal, Mats Persson, Ole Lutzow-Holm and
Magnus Haglund. An introduction to the research
project was also given.

Final Seminar
Academy of Music and Drama, University of Goth-

enburg, 28/02/13 - A final seminar on the research
project Towards an Expanded Field of Art Music.
The time had come to report what had happened
with the project’s fundamental concepts and spec-
ulative assumptions and to ask questions about
results, new knowledge, dissemination and possible
further research: Where did the ideas take us? How
can our experiences be reviewed and assessed by
others? How has the practice itself been modulated,
changed and expanded? In order for the seminar
also to provoke a critical discussion of methodology
development and individual artistic works, which the
research generated, we called in Dr Catharina Dyrssen,
professor of architecture, and Dr Maria Bania, a
musician with a PhD in musical performance, as
opponents. Both made valuable observations, two
of which are to be mentioned here: 1) The project’s
critical potential could be neutralised as soon as it
is embraced by the establishment and it also runs
the risk of itself becoming a dogma. 2) A central im-
petus and contribution appears to have come from
conceptual confrontation and reinterpretation: music
viewed as alternately text, configuration, materiality
and corporeality.







KONSTNARLIG UPPLEVELSEPARK FOR HALLBAR UTVECKLING

Av Roland Ljungberg och Emma Géransson

onstnarlig upplevelsepark for hallbar utveckling har vatten som évergripande tema,
och de separata rummen i parken utforskar vatten i olika perspektiv och aspekter.
Genom individuella konstnérliga och formmassiga gestaltningslosningar konstrueras
ett parkkoncept, mojligt att realisera pa olika platser, i olika lander med specifika klimat
och topografiska miljder. Parken ger kritiska, poetiska, psykologiska, filosofiska och tek-
niska aspekter pa hallbar utveckling med fokus péa vatten. Vandringen genom parken
skapar upplevelser som vi hoppas ar tankevackande och samtidigt ger mojlighet for

Sterhamtning och stillhet.

Var livsstil haller pd att férstora jorden. Viktiga
naturresurser dr pa vig att ta slut, sdrskilt vatten,
och miljéférstéringen har nu nétt en alarmerande
omfattning (Lanz 2006, Gaza in 2020. A liveable
place, FN-rapport). Kan konst och design bidra
till en utveckling i motsatt riktning och i sé fall
hur? Att utforska detta konstnirligt var utgangs-
punkten fér det konstnirliga forskningsprojektet
Konstndrlig upplevelsepark for hallbar utveckling.
Projektets syfte har varit att skapa medveten-
het om ekologi och hallbar samhillsutveckling
med fokus pd vatten genom konstnirlig gestalt-
ning och design i utomhusmiljéer (Géransson &
Ljungberg 20104, 2010c, Géransson 2013, Ljungberg
2013). I form av en upplevelsebaserad konstnirlig
konceptpark pd temat vatten, realiserbar i olika

miljoer i virlden, har vi pa olika sitt gestaltat hur
detta kan ske. Vér tanke ir att konceptet kan an-
passas till olika linder, platser, naturférhallanden
och klimat.

Vi ville skapa en ny typ av konstpark med syfte
att 6ka ménniskors medvetenhet om ekologi och
hallbar samhillsutveckling. Samtidigt ville vi be-
halla den traditionella landskapsparkens funktion
- att ge avkoppling, rekreation och skydd for mén-
niskor, djur och vixter.

Vi har arbetat med en specifik plats som ut-
gangspunkt: Fittja ing i norra Botkyrka, en forort
till Stockholm, dir en vattenpark planerades av
Botkyrka kommun. Fittja dng utgjorde en kon-
kret startpunkt, ett verkligt landskap att utveckla
idéerna i for att sedan kunna anpassas till andra
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miljoer och klimat. Initialt ville vi underséka om
parkkonceptet skulle kunna realiseras i Kina, i
samarbete med bland andra Tongji University,
Shanghai. Vi bjéds in till World Expo 2010, Shang-
hai, for att presentera vart projekt (Goransson &
Ljungberg 2010). Under en studieresa i Kina be-
sokte vi parker, tradgérdar och vatmarksparker —
sdvil traditionella, samtida som futuristiska, och
tog starka intryck av den traditionella kinesiska
parkens formgivning och funktion. Efter denna
research reste vi hem och p&bérjade designproces-
sen om hur var park skulle bli méijlig att realisera.
Kina blev en inspiration, men det konkreta sam-
arbetet med att utforma en park i Kina ebbade
ut nidr byggnationen ekostaden Dongtan pd 6n
Chongming utanfér Shanghai (Wood 2007) stop-
pades av de lokala myndigheterna i bérjan av vart
projekt.

Vatten

Vatten ir centralt fér livet pd planeten Jorden. Det
ir i sjdlva verket en férutsittning for att liv alls
kan existera hir. Vatten har en sillsynt egenskap;
det kan litt dndra sitt tillstdnd. Det avdunstar,
kondenserar, fryser och smilter i en hydrologisk
cykel som modererar temperaturskillnader mellan
regioner och arstider dver hela jorden.
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Vatten kan absorbera stora mingder solenergi och
omvandla den till virme som lagras i virldshaven
och i atmosfiren, for att sedan sakta slippas ut.
Utan vattnet skulle solenergin direkt reflekteras
tillbaka ut i rymden, och var planet skulle bli for
kall att leva pa.

Fenomenet tidvatten linkar jordens vatten till
manen och planeterna i vart kosmologiska sys-
tem. Detta kan ses som en manifestation av tid,
en materiellt konstruerad tidsuppfattning, som
representerar de tidsbundna cyklerna i naturen.
Vi blir till i vatten. Under g ménader utvecklas vi
i detta element, innan vi f6ds. Detta kan vara en
orsak till vattnets djupa betydelse foér minniskor
symboliskt, psykologiskt och existentiellt — ndgot
som verkar vara universellt.

Konstnarlig forskning och ekokonst

Konstnirlig forskning ér i dag ett etablerat forsk-
ningsomrade i Sverige. Det konstnirliga omradet
har under en lingre tid inspirerats av teorier och
metoder utvecklade inom humaniora och de so-
ciala vetenskaperna. Det finns dven manga exem-
pel pa ett omvint flédde av konstnirliga arbetssitt
till mer etablerade vetenskaper. Det konstnirliga
omradet utvecklar i dag egna sjilvstindiga former
for vetenskapande (Wessel 2008, Ljungberg 2008,
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Goransson & Ljungberg 2010). 1 detta projekt
utvecklar vi forskningsmetoder genom ett prak-
tikbaserat arbetssitt inom det egna konstnirliga
forskningsfiltet.

Ekokonst fokuserar pd manniskors férhallande
till naturmiljéer och den problematik som vér civi-
lisations paverkan pa ekosystemet orsakar (Erzen
2004). Dagens ekokonst &r utvecklad ur 1960-
och yo-talens konstnirliga rérelser/genrer, bland
annat Land Art och Earthworks (Beardsley 2008).
Vi placerar Konstndrlig upplevelsepark for hillbar
utveckling inom genren ekokonst. Vi vill med virt
projekt vidareutveckla héllbar utveckling pd det
konstnirliga forskningsomradet.

Sacha Kagan menar att konsten i dag maste ses
som processer snarare in som objekt; "Art-as-a-
vert” istillet for "Art-as-a-noun” (Kagan 2012:31ff).
Han hévdar att just konsten kan 4 en sérstéllning
i arbetet mot hallbar utveckling eftersom den har
férmagan att stilla 6ppna fragor istéllet for att de-
finiera problem linjéirt. Den kan fungera som ett
fragebaserat lirande som kan forindra attityder
och skapa delaktighet.

Parker

Nir vi i dag talar om parker sd dr det ofta i rela-
tion till stider och alltid i relation till politiska

beslut och minskliga aktiviteter. Historiskt har
parker haft olika funktioner, kopplade till sam-
hillspolitiska strémningar och ideologier (jfr
Grillner 2000). Parker kan indelas i tre kategorier,
utifrdn forskning gjord i Portland, Oregon (Har-
nik 2010:23f): Minniska-till-manniska-parker, dir
den sociala interaktionen dominerar, minniska-
till-natur-parker dir interaktion med naturen do-
minerar och slutligen natur-till-natur-parker, dir
minniskans nirvaro inte alls &r nédvindig. Alla tre
funktionerna bér finnas i en hallbar park.

Parken som foreteelse beskrivs ofta i dag med
begrepp som fristad, samlingsplats, grén lunga,
oas... (Ljungberg 2013). Det visar pa parkers olika
funktioner i dagens starkt urbaniserade samhille.
De bildar ett slags tillflykt frin vara hart miljobe-
lastade stadslandskap.

Vad ér en park relaterad till landskap och natur?
Med natur menar vi ofta det av minniskan opa-
verkade. Det 4r dock tveksamt om det finns ndgon
ordrd natur i dag (Radkau 2008). Vara miljéfarliga
utslapp paverkar virlden globalt och i stort sett
alla omréden p& jorden dr exploaterade pé ett eller
annat satt.

Parker kan ses som ett slags landskap i staden.
Trots att naturen hir dr manipulerad, eller avsikt-
ligt formgiven, s kan parker ge viktiga upplevel-
ser av anknytning till naturmiljder fé6r minniskor
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och dessutom ge vilbefinnande, sirskilt i hyperur-
bana miljéer. Det 4r ocksd intressant att tinka sig
parker i rurala miljder. I dag finns sddana i form
av vatmarksparker som béde utgor rekreations-
omraden fér nutidsmanniskor men ocksd har en
rent praktisk funktion i ekosystemet, sdsom sy-
resdttning och vattenrening (Campbell & Ogden
1999). Det borde vara mojligt att utveckla andra
slags parker utanfér stiderna, kanske former som
vi i dag d4nnu inte kan ténka oss. Konstndrlig upple-
velsepark for hdllbar utveckling skulle kunna bli en
sddan ny park om den anliggs i rurala landskap.

Konstnarlig upplevelsepark
fér hallbar utveckling

Projektet har utvecklat en konstnirlig koncept-
park med syfte att 6ka ménniskors medvetenhet
om hallbar utveckling. Arbetet har skett i pro-
cessform i olika delprojekt som knyts samman
och det redovisades i formen av en gemensam
utstillning. De fyra delprojekten utforskar temat
vatten i olika aspekter: Det omedvetnas strinder,
Kunskaps- och vattenrum fér héllbar utveckling,
Filterskog och slutligen Renande bickar. Delpro-
jekten forhaller sig till varandra pa si sitt att de
speglar bade inre och yttre dimensioner i en hall-
bar samhillsutveckling: psykologiska dimensio-
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ner sdvil som kunskapsteoretiska, samt dven rent
konkreta gestaltningsférslag pd hur vattenrening
och syresittning i ekosystemet kan ges en konst-
nirlig form.

P4 detta sitt kompletterar delprojekten varan-
dra och bildar en konstnirlig helhetsupplevelse i
form av en serie rumsliga enheter i parken. Rum-
men binds samman och bildar en helhet bade
rumsligt och inneh&llsmissigt med det gemen-
samma temat vatten.

Delprojekten

Det omedvetnas strander av Emma
Goransson (bilder s. 164—165)

Delprojektet utforskar vatten kopplat till de dju-
paste nivderna vi kan uppleva av anknytning till
naturen. Vatten dr rent konkret sjilva forutsitt-
ningen fér liv. Vi blir till och féds i vatten. Vat-
ten ir ocksd symbol for vart kinsloliv och fér det
omedvetna i psyket.

Arbetet vill lyfta fram sjilva nyckeln till hallbar
utveckling — en varaktig och djupgiende medve-
tandefériandring fran ett exploaterande hyperka-
pitalistiskt synsitt till ett holistiskt ekosystem-
tinkande. Vi maste dterigen knyta an till jorden,
i stillet f6r att bara konsumera den, f6r att kunna
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vicka den medkinsla med allt levande som #r
nyckeln till att véinda utvecklingen.

Vattnets djuppsykologiska dimensioner for oss
minniskor utforskas genom de konstnirliga gen-
rerna skulptur, méleri och filmad performance.
Konstniren séker djupt i sitt eget psyke for att fin-
na rétter och anknytningsménster till naturland-
skap och ekosystem. Resultaten i form av plats-
bundna berittelser gestaltas i konstnirlig form.
Konsten utgér bdde forskningsmetod och resultat.

Projektet har férindrats 6ver tid. Frin att initialt
ha handlat mer allmint om ekofilosofiska aspek-
ter pa platser och naturlandskap har arbetet under
projekttidens ging alltmer kommit att handla om
de djupaste psykologiska dimensionerna i medve-
tandet dér vi knyter an till vr omgivning, bade
vad giller naturmiljé och andra levande varelser. 1
den skulpturala installationen som avslutar arbetet
samsas gestaltningar av tidvatten och gravitation
med en personlig berittelse om strinder, centrala
for konstnidren i olika livsskeden (Géransson 2013).

Kunskaps- och vattenrum fér hallbar
utveckling av Roland Ljungberg
(bilder s. 168-169)

Delprojektet ér en studie av hur vatten, konstob-
jekt och rum tillsammans kan bidra till en upp-

levelse av hallbarhet i form av en park. Det ér
parkens bes6kare som tillsammans med oss konst-
nirer skapar upplevelserna i rummen och dérmed
ger dem mening. Syftet dr att upplevelser i parken
kan medvetandegéra ménniskor om forhéllnings-
satt till hallbar utveckling.

Projektet baseras pd utveckling av praktikba-
serade metoder for konstnirlig forskning, med
processdokumentation i form av skissarbete, foto-
graferande och skrivande. Dessa utgor verktyg for
utvecklandet av reflektion éver forskningens pro-
cess och resultat. Forskningsarbetet har bedrivits
platsspecifikt och praktiska férsok har genom-
forts utomhus i skilda naturlandskap.

I parken bildar fyra hoga portaler av trd olika
kunskapsrum inspirerat av den traditionella kine-
siska tridgérden: Vattenrummet, migrationsrum-
met, mojligheternas rum och jordens rum. Parken
ses som en serie av rumsligheter, dir de olika rum-
men och dess objekt samverkar och ibland bryts
mot varandra. Viskor i mosaik stdr i migrations-
rummet. Viskorna berdr teman som nationalitet,
migration, identitet, plats, tillhérighet och dgan-
deritt av mark.

Vattnets rorelser genom portaler och vatten-
viskor r tinkt att drivas med energi producerad
lokalt frdn solceller och smaskaliga vindkraft-
verk.



Som ett komplement till portalerna som finns
i parken har 10 stycken prototyper till Artist’s
books for hdllbar parkplanering tagits fram. Dessa
ir tankta att anvindas som pedagogiska utgéngs-
punkter for diskussion om hur parker utfor-
mas och anvinds i en social kontext (Ljungberg

2013).

Filterskog och Renande backar — bakgrund

I dag rinner ytvatten som leds fran flera omraden
i Norra Botkyrka orenat ut i Albysjén som an-
grinsar till Fittja dng. Albysjoén dr en dricksvatten-
takt. Detta innebir att kvalitén pa det vatten som
rinner ut dir dr grundliggande. Gestaltningarna
Filterskog och Rinnande béickar 4r framtagna fran
ett foérslag av Botkyrka kommuns samhillsbygg-
nadsforvaltning dir dagvatten samlas upp i en se-
dimentdamm beldgen mellan radhusomrédet och
E4 i vdster. Frdn denna sedimentdamm foreslas att
vattnet leds ner till en vatmark pé Fittja &ng som
ytterligare renar vattnet genom biologisk rening
innan det rinner ut i Albysjon (WSP 2010).

I de bada delprojekten utnyttjas den befintliga
fallhéjden pé ca 13,5 m mellan sedimentdammen
och Fittja dng till att med gravitationens hjilp dri-
va en reningsprocess utan att anvinda elektriska
pumpar.
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Filterskog av Leif Bolter (bilder s. 169-170)

I delprojektet Filterskog har grus- och rullstensa-
sarnas effektivt renande funktion p& genom-
strémmande vatten varit en forebild till att séka
skapa en sjilvrenande process utan andra hjilp-
medel 4n dem naturen sjilv erbjuder.

Hir reses en rullstensas pé héjden, i form av en 12
meter hog pelare. Sten, grus och finsiktad sand tra-
vas i pelaren pa hdjden inom en formgiven stilkon-
struktion som haller materialet pd plats. Genom
sjalvtryck leds det vatten som skall renas upp till
kronet for att filtreras ner genom gruspelaren. Dir-
efter rinner vattnet ut i en strandskog av svirdslil-
jor for att dir renas ytterligare. Odnskade dmnen i
vattnet som inte filtrerats bort i gruspelaren tas hir
om hand av vixter och mikroorganismer.

Stalkonstruktionen som héller grusmaterialet
samman formas till en miktig skulptural gestalt
som skdnker platsen identitet. Gruspelaren anpas-
sas i hojd och i férekommande fall, till antal, till
den vattenmingd som ska hanteras. En mirklig
och miktig Filterskog kan uppstd da riktigt stora
mingder vatten skall hanteras. Om bestkaren lig-
ger 6rat mot gruspelaren kan vattnets porlande
fornimmas i den stindigt pigdende reningspro-
cessen. Klittervixter soker sig upp utefter tornens
gitterviggar och beklider dem s att de bildar gro-
na ekologiska gestalter.
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P4 projektutstillningen pa Konstfack varen 2013
byggdes en fungerande 3 meter hdg skalmodell av
en gruspelare for att skapa en konkret gestaltning
och en vattenreningsprocess.

Renande béckar av Gosta Wessel (bilder
s. 170-171)

Jag har ofta bdde i mina malningar och skulpturer
arbetat med métet mellan rorelsers dynamik och
geometriskt statiska former och ménster. I detta
moéte kan i lyckosamma fall uppstd en kinsla
av livfullhet och energi. Som nir det rombiska
monstret i Harlekins klider férindras och foér-
stirker denna sprattelgubbes akrobatiska rorelser.
Eller som nir geometriskt ménstrade flaggor och
tyger fladdrar i vinden och synliggér luftens ro-
relser.

I detta projekt har jag utformat ett antal model-
ler av vertikalt stdende vattenskulpturer. I dessa
har jag utgétt frdn geometriska grundformer i vil-
ka vattnet fir finna sin vég frén den hogsta punk-
ten till den ligsta. Vattnet rinner i dagen och dess
rorelser kan ses och féljas genom vattenfall och
bubblor. Solens UV-ljus och luftens syre renar och
skapar mojlighet fér biologisk rening. I de 6ppna
kirlen kommer med tiden att bildas mikroorga-
nismer som "ter upp” vattnets organiska materi-

al. Aven kvivenirsalter bryts ner pa biologisk vig
och 6vergér till ofarlig kvivgas. P4 detta sitt bidrar
skulpturerna till rening av vattnet innan det for-
slagsvis sprids dver en vating med svirdsliljor och
alar for att sedan rinna ut i Albysjon (Bolter 2014
och Wessel 2014).

Utstéllning

Projektet avslutades och presenterades med en
utstillning pd Konstfack, 13-28 april 2013. Ut-
stillningen uppmirksammades i tidskriften ro-
tal nr 12/13: Klimatsorg (Fagerstrom 2013) samt
i Vetenskapsrddets nittidning Curie (Nilsson
2013).

Utstidllningens utformning var inspirerad av
den traditionella kinesiska tradgérden, uppbyggd
av en serie tematiska rum, som bildade en helhet
bade rumsligt och innehéllsmissigt med det ge-
mensamma temat vatten. P2 detta sitt komplette-
rade delprojekten varandra och bildade en konst-
nirlig helhetsupplevelse.

Utstillningen #r dokumenterad i form av en
film dir betraktaren fir vandra i parken. Filmen
ir en poetisk dokumentation dir bestk i parkens
olika konstnirliga upplevelserum varvas med fil-
made sekvenser — vatten i olika tillstdnd i olika
naturlandskap (https://vimeo.com/80711482).
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AUtstallningen pa Konstfack 2013. A Exhibition at Konstfack, Stockholm, 2013.

YEmma Gdransson: Sju strander i mitt liv. YEmma Gdransson: Seven shores in my life.

FOTO/PHOTO: ROLAND LJUNGBERG




KONSTNARLIG UPPLEVELSEPARK FOR HALLBAR UTVECKLING
THE SUSTAINABLE EXPERIENCE ART PARK

Emma Gdransson: Det
omedvetnas strander.

Emma Goransson:
Shores of the
unconscious.

FOTO/PHOTO: ROLAND LIUNGBERG

Emma Goéransson: |
Mankalender 28 faser,
detalj, olja pa panna,
120 x 140 cm. |

Emma Gdransson: ',

Lunar Calendar |

28 phases,

detail, oil on panel, |
120 x 140 cm.

FOTO/PHOTO: ROLAND LIUNGBERG
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Fittja &ng, plats for

planerad vatmarkspark.

Fittja &ng, location of
planned wetland park.

FOTO/PHOTO: ROLAND LIUNGBERG

4 Vatten, stillbild frén video.

Water, still from video.

FOTO/PHOTO: RQLAND LIUNGBERG
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Karta éver norra
Botkyrka med inritade
dagvattenfléden.

Map of northern
Botkyrka with stormwater
flows sketched in.

m—

| FOTO/PHOTO: ROLAND LJUNGBE_&L.- s

Modell och skiss pa
ny vattenvag fran
sedimentdamm till
vatmark pa Fittja ang.

Model and plan of new
watercourse from
sediment basin to

wetland at Fittja &ng.

FOTO/PHOFOI ROLAND LJUNGBERG
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Roland Ljungberg:

Portaler, vattenvaskor
och Artist’s Books for
héllbar parkplanering.

Roland Ljungberg:
Portals, water cases and
artist’s books for sustain-
able planning.

Roland Ljungberg: Tre
Artist’s Books for hallbar
parkplanering: Floden

i oss, Camparen i det
oandliga varldsrummet,
Torvboken.

Roland Ljungberg:
Three Artist’s Books

for sustainable park
planning: The river inns,
Camper in the infinite
world, The peat book.
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Roland Ljungberg:

Fyra mosaikvaskor.

Den kurdiska vaskan,
Palestinsk vattenvaska,
Vattenvaskan, Sverige-
vaskan.

Roland Ljungberg:
Kurdish case, Palestinian
water case, Water case,
Sweden case.
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Leif Bolter:
Prototyp Filterskog,
héjd 300 cm.

Leif Bolter:
Prototype Filter forest,
height 300 cm.

FOTO/PHOTO:ROLAND LIUNGBERG
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A Leif Bolter: Filter forest, detail.

A Leif Bolter: Filterskog, detalj.
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¥ GostaWessel: Model of water sculptures.

V¥ Gosta Wessel: Modeller vattenskulpturer.




Gosta Wessel:
Prototyp vattenskulptur
Renande backar,

héjd 130 cm.

Gosta Wessel:
Prototype water sculp-
ture Cleaning streams,

height 130 cm.
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FOTO/PHOTO: GOSTA WESSEL




i ?s’v

LS



THE SUSTAINABLE EXPERIENCE ART PARK

By Roland Ljungberg and Emma Géransson

he Sustainable Experience Art Park takes water as its overarching theme, with the
separate outdoor rooms in the park exploring different aspects of and perspectives
on water. Individual artistic and design elements build up a park concept that can be
realised in different locations, in different countries with specific climates and topo-
graphical environments. The park presents critical, poetic, psychological, philosophical
and technical aspects of sustainable development with a particular focus on water. A
walk through the park creates experiences that we hope are thought-provoking while
at the same time offering a setting for relaxation and tranquillity.

Our lifestyle is on the way to destroying the
Earth. Key natural resources, not least water, are
running out, and environmental destruction has
now reached an alarming scale (Lanz 2006, Gaza
in 2020. A liveable place?, UN report). Can art and
design help turn the tide and if so, how? This
question formed the starting point for the artis-
tic research project The Sustainable Experience Art
Park.

The purpose of the project was to raise aware-
ness of ecology and sustainable social development
with a focus on water, through art and design in
an outdoor setting (Géransson & Ljungberg 20103,
2010¢, Goransson 2013, Ljungberg 2013). We have
outlined how this can be achieved in the form of
an experience-based artistic concept park on the
theme of water, realisable in different environ-
ments around the world. Our idea is that the

concept can be adapted to different countries, lo-
cations, natural conditions and climates.

We wanted to create a new type of arts park
aimed at raising people’s awareness of ecology
and sustainable development. At the same time,
we wanted to retain the traditional function of a
landscaped park - providing relaxation, recreation
and a refuge for people, animals and plants.

Our work was based around a specific loca-
tion: Fittja Ang in northern Botkyrka, a suburb
of Stockholm, where a water park was planned by
Botkyrka Municipality. Fittja Ang gave us a con-
crete starting point, a real landscape in which to
develop the ideas before adapting them to other
environments and climates. Initially, we wanted
to investigate whether the park concept could be
realised in China, in collaboration with partners
such as Tongji University, Shanghai. We were invited



to the World Expo 2010 in Shanghai to present our
project (Goransson & Ljungberg 2010c). On an of -
ficial trip, we visited Chinese parks, gardens and
wetland reserves - traditional, contemporary and
futuristic — and were left with indelible impres-
sions of the design and function to be found in
traditional Chinese parks. Following this research,
we headed home and began the design process
that would enable our park to be realised. China
was an inspiration, but the actual collaboration
on designing a park in China petered out when
construction of Dongtan Eco-City on the island
of Chongming outside Shanghai (Wood 2007) was
halted by the local authorities at the start of our
project.

Water

Water is key to life on Earth. In fact, it is essential
to the existence of all life on the planet. Water has
a rare property - it can easily change its state. It
evaporates, condenses, freezes and melts in a hy-
drological cycle that moderates temperature dif-
ferences between regions and seasons around the
globe.

Water can also absorb large quantities of solar
energy and convert it into heat that is stored in the
world’s oceans and the atmosphere, where it can
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then be slowly released. Without water, the solar
energy would be reflected back out into space and
our planet be too cold to live on.

The phenomenon of tides links the waters of the
Earth to the moon and the other planets in our cos-
mological system. This can be seen as a manifesta-
tion of time, a material depiction of time, present-
ing the time-bound cycles of nature. Water brings
us into existence. For nine months we develop in
this element, before we are born. This may be one
reason for water’s deep significance to humankind,
symbolically, psychologically and existentially —
something that appears to be truly universal.

Artistic research and Eco Art

Artistic research is already an established field of
research in Sweden, a field that has long been in-
spired by theories and methods developed within
the humanities and social sciences. There are also
many examples of a reverse flow of artistic meth-
ods into more established spheres of knowledge.
However, the artistic field is now developing
its own independent forms of knowledge crea-
tion (Wessel 2008, Ljungberg 2008, Géransson &
Ljungberg 2010). In this project, we develop re-
search methods through a practically based ap-
proach within a specific artistic research field.
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Eco Art focuses on people’s relationship with
natural environments and the problems caused by
our civilisation’s impact on the ecosystem (Erzen
2004). Today’s Eco Art emerged out of the artistic
movements/genres of the 196os and 7os, including
Land Art and Earthworks (Beardsley 2008). We
place the Sustainable Experience Art Park within
the genre of Eco Art. Through our project, we
want to take sustainable development forward in
the field of artistic research.

Sacha Kagan believes the art of the day must be
seen as a process rather than as an object: “Art-as-a-
verb” rather than “Art-as-a-noun” (Kagan 2012:31ff).
He suggests that art is able to take on a special role
in the work towards sustainable development, since
it has the ability to ask open questions instead of
defining problems in a linear manner. It is able to
act as a driver of question-based learning that can
change attitudes and create participation.

Parks

When we talk about parks today, it is often in re-
lation to cities and always in relation to political
decisions and human activities. Historically, parks
have performed various functions, associated with
sociopolitical currents and ideologies (cf. Grillner
2000). Parks can be divided into three categories,

based on research conducted in Portland, Oregon
(Harnik 2010:23f): People-to-people parks, where
social interaction dominates, people-to-nature
parks, where interaction with nature dominates,
and nature-to-nature parks, where a human pres-
ence is not at all necessary. All three functions
should be present in a sustainable park.

The park as a phenomenon tends to be de-
scribed in terms of concepts such as refuge, meet-
ing place, green lung, oasis... (Ljungberg 2013).
This clearly indicates the various functions of
the park in today’s highly urbanised society. They
allow a form of escape from our cityscape, with its
heavy environmental impact.

How does a park relate to landscape and nature?
By nature we usually mean spaces unaffected by hu-
mankind. It is however doubtful whether any pris-
tine nature still exists (Radkau 2008). Our environ-
mentally harmful emissions are affecting the world
on a global scale and practically all areas of the
planet are being exploited in one way or another.

Parks can be seen as a kind of landscape in the
city. Although the very essence of parks is that
they are manipulated or intentionally shaped,
they are able to provide people with an important
link to nature, as well as a sense of wellbeing, par-
ticularly in hyper-urban environments. It is also
interesting to consider parks in rural settings.



These exist in the form of wetland reserves that
offer recreational areas for the contemporary pop-
ulation, while also performing a purely practical
function in the ecosystem, such as oxygenation
and water treatment (Campbell & Ogden 1999). It
ought to be possible to develop different types of
parks outside the cities, perhaps taking forms that
we have yet to imagine. The Sustainable Experience
Art Park could be one such new park if established
in a rural landscape.

The Sustainable Experience
Art Park

The project has developed an artistic concept park
aimed at raising awareness of sustainable develop-
ment. The working process took the form of vari-
ous sub-projects that were linked together and re-
ported in a joint exhibition. The four sub-projects
explore different aspects of the watery theme:
Shores of the Unconscious, Knowledge and Water
Rooms for Sustainable Development, Filter Forest
and finally Cleansing Streams. The interrelated
sub-projects reflect both the internal and external
dimensions of sustainable development: psycho-
logical dimensions and knowledge theory, as well
as purely concrete design proposals for giving
water treatment and oxygenation of the ecosystem
an artistic form.
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As such, the sub-projects complement each other
and form a cohesive artistic experience through a
series of outdoor rooms in the park. These rooms
are linked together to form a whole both physically
and content-wise on the common theme of water.

Sub-projects

Shores of the Unconscious by Emma
Goransson (pictures pp. 164—165)

This sub-project explores water as associated with
the deepest connections to nature that we can
experience. Water is the very basis of life. We are
created and born in water. Water is also a symbol
of our emotions and of the unconscious.

The project work seeks to highlight the key to
sustainable development - an enduring and deep
change in mentality from an exploitative hyper-
capitalistic view to a holistic ecosystem approach.
We need to reconnect with the planet, instead of
simply consuming it, in order to awaken the em-
pathy with all living things that is the key to re-
versing the trend.

The deeply psychological dimensions of water
for us humans is explored through the artistic gen-
res of sculpture, painting and filmed performance.
The artist digs deeply into the personal psyche
to find roots and patterns of connection to the
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natural landscape and ecosystem. The result
comes in the form of location-bound stories
depicted in an artistic form. The art constitutes
both research method and result.

The project has changed over time. From ini-
tially dealing more generally with ecophilosophical
aspects of locations and natural landscapes, over
the course of the project the work has increasingly
come to focus on the deepest psychological dimen-
sions of the consciousness, where we connect with
our surroundings, be it the natural environment or
other living beings. The sculptural installation that
concludes the work combines interpretations of
tidal forces and gravity with a personal story of
shorelines that hold a central importance for the art-
ist in the different stages of life (Géransson 2013).

Knowledge and Water Rooms for
Sustainable Development by Roland
Ljungberg (pictures pp. 168-169)

This sub-project is a study of how water, artistic
objects and outdoor rooms can together contribute
to an experience of sustainability in the form of a
park. It is the visitors to the park who, along with
us artists, create the experiences in the rooms and
thus lend them meaning. The aim is for experiences
in the park to make people aware of attitudes to
sustainable development.

The focus of the project is on developing practice-
based methods for artistic research, with process
documentation in the form of sketching, pho-
tography and writing. These constitute tools for
developing a reflective approach to the research
process and results. The research work has been
location-specific in nature, with practical expe-
riments conducted outdoors in various character
landscapes.

In the park, four tall wooden portals form a
range of knowledge rooms inspired by the tradi-
tional Chinese garden: the water room, the migra-
tion room, the room of opportunity and the Earth
room. The park is seen as a series of spaces, with
the various rooms and their objects complement-
ing and sometimes contrasting with each other.
Mosaic suitcases stand in the migration room,
recalling themes such as nationality, migration,
identity, place, belonging and land ownership.

The water is intended to be kept in motion
through the portals and suitcase water feature
using energy produced locally from solar panels
and small-scale wind turbines.

Ten prototypes of Artists’ books for sustainable
park planning have also been drawn up as a com-
plement to the portals in the park. These proto-
types are intended to be used as educational starting
points for discussions on how parks are designed
and used in a social context (Ljungberg 2013).



Filter Forest and Cleansing Streams —
background

Surface water from several areas in northern Bot-
kyrka is currently channelled out, untreated, into
Albysjon, the lake on which Fittja Ang stands.
Albysjon is a source of drinking water, which
means the quality of the water running into it is
critical. The installations Filter Forest and Clean-
sing Streams arose out of a proposal by Botkyrka
Municipality’s infrastructure department to col-
lect stormwater in a sediment basin located bet-
ween the town hall area and the E4 motorway to
the west. From this sediment basin, the idea is for
the water to drain down to a wetland area at Fittja
Ang that further purifies the water biologically
before it reaches the lake (WSP 2010).

Both sub-projects make use of gravity and the
existing drop of around 13.5 metres between the
sediment basin and Fittja Ang to help run the water
treatment process without the use of electric
pumps.

Filter Forest by Leif Bolter (pictures pp.
169-170)
In the Filter Forest sub-project the effective way

that gravel and boulder ridges purify water flow-
ing through them inspired an attempt to create a
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self-cleansing process based entirely on the tools
provided by nature itself.

It involves erecting a vertical boulder ridge in
the form of a 12-metre high column. Stones, gravel
and fine sand are stacked up through the column
in a steel cage that keeps the material in place. Nat-
ural pressure forces the dirty water up to the top
so that it can then be filtered through the gravel
column. The water then runs out into a shore-
line forest of irises for further purification. Here
unwanted substances in the water that are not fil-
tered out in the gravel column are taken care of by
plants and microorganisms.

The steel cage that holds the gravel and other
material together is designed as a monumental
sculpture that imbues the site with a strong iden-
tity. The gravel column can be adapted in terms
of height, and where necessary number, to the
amount of water that requires treatment. A re-
markably impressive Filter Forest can be created to
handle extremely large quantities of water. Visi-
tors who place an ear against the gravel pillar will
hear the trickling of the water in the continuous
treatment process. Climbing plants make their
way up the lattice walls of the tower, cladding
them to form green ecological installations.

At the project exhibition hosted by University
College of Art, Crafts and Design in spring 2013,
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a functioning 3-metre scale model of a gravel col-
umn was erected to create a physical representa-
tion of this sculptural water treatment process.

Cleansing Streams by Gosta Wessel
(pictures pp. 170-171)

In both my paintings and sculptures, I have often
explored the interplay between the dynamism of
movement and geometrically static shapes and pat-
terns. Under the right circumstances, this interplay
can create a sense of vibrancy and energy. Like the
way the rhombic pattern on the Harlequin’s cos-
tume changes with this live wire’s acrobatic move-
ments, accentuating them. Or the way geometri-
cally patterned flags and fabrics flutter in the wind,
giving a visual representation of the air as it moves.

In this project, [ have designed a number of mod-
els of vertical water sculptures based on basic geo-
metric shapes, through which the water has to find
its way from the highest point to the lowest. The
water runs out in the open and its movements can
be seen and followed through the waterfalls and
bubbles. The sun’s UV rays and the oxygen in the
air cleanse the water, paving the way for biological
water treatment. Over time, the open pools will
be colonised by microorganisms that will “eat up”
the organic matter in the water. Nitrogen-based

nutrient pollution is also broken down biologically,
releasing harmless nitrogen gas. The sculptures
thus help to cleanse the water before it is spread,
as suggested, over a wetland bed of irises and alder
before draining into Albysjén lake (Bolter and
Wessel 2014).

Exhibition

The project concluded with a presentation in the
form of an exhibition at University College of Art,
Crafts and Design in Stockholm on 13-28 April
2013. The exhibition was covered in issue 12/13
of the magazine 10TAL: Klimatsorg (Fagerstrém
2013) and in the Swedish Research Council’s on-
line journal Curie (Nilsson 2013).

Inspired by the traditional Chinese garden, the
exhibition was made up of a series of thematic
rooms that formed a whole both spatially and in
terms of content around the theme of water. The
sub-projects thus complemented each other and
formed a cohesive artistic experience overall.

The exhibition was documented in a film that
allows the visitor to explore the park. The film is
a poetic documentation where visits to the park’s
different artistic spaces are complemented with
filmed sequences of water in different states in the
natural landscape (https://vimeo.com/80711482).
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KOMMITTENS KOMMENTARER TILL PROJEKTRAPPORTERNA

Sammanstidlld av Torbjorn Lind

om namnts &ar innehéllet i arets bok en tillbakagéng till upplagget for arsbockerna fére
2013 Genom att vi nu atergér till projektrapporter vill kommittén for konstnarlig forsk-
ning liksom tidigare aven kommentera desamma - en delvis pedagogisk ambition men
framst ett satt att kommunicera tankar kring konstnarliga forskningsprojekt.

Liksom tidigare handlar det inte om en konstnéarlig kvalitetsbeddmning utan snarare
en genomgang av olika satt att forhalla sig till en forskningsprocess. Presentationerna
ska inte heller betraktas som slutredogdrelser utan bara som exempel pa projekt som
Vetenskapsradet stott och vad konstnarlig forskning kan handla om inom olika konstfor-
mer. Om majligt forsdker vi ocksa satta in dem i en bredare kontext.

Fran rorelse ur reflektion i tillblivelse:
Dansaren och den skapande processen

Projektledare: Cecilia Roos
Text: Josefine Wikstrém

Projektet fokuserar pd den samtida dansarens roll
i den konstnirliga processen och Cecilia Roos ar
i det avseendet nagot av en pionjir inom svensk
dansforskning p&d omradet. Fran dansarens per-
spektiv séker projektet begreppsliggéra och
nirma sig en forstielse av den samtida dansarens
komplexa praktik i den koreagrafiska processen.
Fokus ligger pa process och tillblivelse i processer
dir dansaren arbetar sjilvstindigt och reflekte-
rande i dialog med koreografen.

Parallellt med arbetet som dansare har Cecilia Roos
fungerat som projektledare i en forskningsgrupp
med forskare inom estetik/filosofi. Arbetet har
utgatt frén en serie seminarier som s& smaningom
utdkades med fysiska triningspass och rorelsesek-
venser ur koreografen Christel Johanssens forestall-
ning Now She Know. Upplégget syftade till ett slags
tillimpad estetik fér att fa till stind ett vixelspel
mellan teori och praktik.

I den praktikbaserade delen lades fokus p4 ett un-
dersékande vad dansaren gor i sin tolkningsprocess.
I den teoretiska delen fokuserade man pé betrakta-
rens roll i interaktionen med dansférestdllningen.

Resultatet av projektet har presenterats i en rap-
port och en antologi dir de medverkande bidragit



med varsin text. Intervjuer och samtal med andra
dansare ger ytterligare perspektiv pad dansarens
roll i olika projekt. Hur de praktiska och teoretis-
ka delarna flitats samman for att bilda den helhet,
som utgor projektets yttersta malsattning, dr dnnu
inte helt tydlig. Troligen kommer detta att framga
av slutrapporten och en dnnu inte utgiven artikel.

Former av Hallbarhet (om design)
Projektledare: Johan Redstrom

Nir designpraktiken utmanas att ta sig an ett
allmint och mycket omfattande designprogram
stélls ocksé krav pa forskningen - att kritiskt gran-
ska programmet och att forsska férdjupa forsté-
elsen av den utmaning som ligger i programmet.
"Design for hallbarhet” r ett sddant program, som
i dag helt naturligt ar starkt drivande inte bara
inom designpraktiken internationellt, men ocksd
inom det internationella designforskningsfiltet.
Projektet, som handlar om hur héllbar utveck-
ling som diskurs och problemomrade paverkar vér
syn pa design, dr exempel pd designforskning som
genom kritisk granskning séker en férdjupad for-
stdelse av "Design for héllbarhet” som 6vergripan-

KOMMITTENS KOMMENTARER TILL PROJEKTRAPPORTERNA

de designprogram. Inte hur "design” kan bygga en
mer héllbar utveckling utan hur “héllbar utveck-
ling” som problemomrade bygger design. Ett dver-
gripande syfte var att bidra till den fortsatta ut-
vecklingen av en kritisk designforskningspraktik,
att "arbeta med den dmnesmissiga utvecklingen
av omrédet genom experimentell design”.

Detta att vinda utmaningen till en friga om
péverkan pa design ir intressant — ett sitt att for-
mulera riktningen i den kritiska granskningen.
Rent allmint har detta drag av en slags framtidsar-
keologi. Ett framatblickande som speglar vad det
givna programmet gér med designpraktiken och
med oss som designer. Kritiska reflektioner som
Sppnar upp foér en fordjupad forstielse och en
eventuell omvirdering av det designtinkande som
i dag driver, och som drivs, av programmet.

Forskning och forskarutbildning inom design-
omrédet har en relativt ldng tradition. Det &r
dock ganska rimligt att stilla frigan vad design-
forskning som konstnirlig forskning dr fér ndgot.
Hade projektet kunnat genomforas som ett mer
traditionellt "vetenskapligt” projekt? Ja, absolut.
P4 ett ganska tydligt sitt gestaltar projektet konst-
nirlig forskning som ett forskningsfilt bland an-
dra; helt enkelt forskning inom design som ett
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konstnirligt omride. Ar detta ett problem? Nej
tvirtom. For faltets fortsatta utveckling dr det
viktigt att fokus ligger p&d 4mnesomraden och inte
pa metodologi.

Mot ett konstmusikens utvidgade falt
Projektledare: Ole Lutzow-Holm

Nir projektledaren Ole Liitzow-Holm skriver om
en "likriktning vars ritualer genererar distans och
passiv dngslan hos utdvare och lyssnare” uttrycker
han en uppfattning som delas av ménga kompo-
sitérer och musiker. Med andra ord: Vi vantrivs i
konstmusiken. Lyssnarna har gjort ett aktivt val
att just lyssna, s& det 4r nog mer osikert om van-
trivseln giller dem.

Bakgrunden till problematiken kan hirledas till
for ungefir 200 &r tillbaka i tiden — det var d& det
boérjade. En alltmer framgdngsrik upphovsmanna-
ritt gjorde det moijligt att renodla tonsittar- och
musikerrollerna. Problemet i dag ir att de tonsit-
tare som faktiskt tjinar pengar pd arrangemanget
har gétt ur tiden och musikerna maste 4gna sig at
att 3stadkomma allt mer subtila tolkningsskillna-
der med en stindigt 6kande teknisk behirskning.

De kan inte heller bestimma s& mycket sjilva,
vilket skapar en viss stress och dirmed en mindre
angendm situation.

Lyckligtvis finns det en motrorelse och de inom
konstmusiken som #gnar sig &t konstnirlig forsk-
ning har positionerat sig inom denna rérelse. Fér
att slippa statsunderstdd till tonsittare och terapi
till musiker anknyter man till en férmodern mu-
sikertyp, med producerande och reproducerande
som tva sidor av samma aktivitet — musicerandet.
Konstnirlig forskning bestdr da i ett undersékan-
de och utvecklande av olika relationer: hitintills
mest mellan musiker och tonsittare, mellan mu-
siker och notation eller mellan lyssnare och musi-
ker eller komponister. Det ir tydligt att projektet
Mot ett konstmusikens utvidgade filt arbetar med
just denna forskningsstrategi.

Projektet dr uppdelat i flera mindre delprojekt
av experimentell och praktisk natur och hir finns
ocksd en intressant parallell till naturvetenskap-
lig forskning. Projektredovisningen &r en samling
essiliknande artiklar samlade i en antologi. I ett
projekt dir samtalen och de fysiska métena ir vik-
tiga arbetsmetoder, som kinnetecknas av spretig-
het och dppenhet, ir den valda redovisningsformen
klart rimlig. En form som man ocksd delar med



manga andra projekt. Det finns sjélvfallet en risk
att det som blir kvar ir en serie berittelser snarare
4n en studie av en helhet men den risken fir man
nog ta nir man valt att arbeta och redovisa pé det
beskrivna sittet.

Konstnarlig upplevelsepark for hallbar
utveckling

Projektledare: Roland Ljungberg

Projektet rér sig mellan konst, design, arkitektur
och landskapsarkitektur med konstnirernas blick
och tinkande som drivkraft. De fyra delstudierna
tycks ha bedrivits relativt oberoende av varandra
och kommit samman frimst i den avslutande ut-
stillningen. I tre av dem - Kunskaps- och vatten-
rum for hdllbar utveckling, Filterskog och Renande
béckar — anas en undersékande ingdng till samspe-
let mellan landskapet, platsen, vattnet och skulp-
turernas arkitektoniska material och effekt men
framfor allt tycks de utgéra forslag till konstnir-
liga installationer.

Det finns ocksd pedagogiska ambitioner i ut-
formningen av parken men det dr oklart i be-
skrivningen vilka former av samarbeten som skett
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mellan konstnirer och publik, vilket vicker fragor
kring konst och undersdkning som interaktiv ut-
maning. Ar publiken medskapare i projektet eller
har den mer haft rollen att reagera pa de konstnir-
liga forslagen?

Det delprojekt som framstdr som konstnir-
ligt mest utforskande och didrmed utmanande &r
Det omedvetnas strinder. Hir har Emma Gorans-
son under processens gang nirmat sig héllbar ut-
veckling mer som en existentiell fraga, utforskad
genom skulptur/objekt och installationer samt
ett till synes ldngsamt maéleri (M&nkalenderns 28
faser) som exponerar materialiteter, tid, och en
nirldsning av det egna forhallningssittet till dessa
materialiteters platser och tidrum.

Som helhet visar projektet pa tva olika forhall-
ningssitt till forskning, dir det ena leder mer mot
konstnirligt utvecklingsarbete som designférslag
och produkt medan det andra innebér ett mer for-
utsdttningslost, explorativt undersokande, vilket
ir mer riskabelt men som ocksé kan ge stérre ut-
delning i ovintade upptickter.
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THE COMMITTEE'S COMMENTS ON THE PROJECT REPORTS

Compiled by Torbjorn Lind

s mentioned previously, the content of this year's book is a return to the format of the
Yearbooks from before 2013, In once again focusing on project reports, the Commit-
tee for Artistic Research also wishes to comment on them, as it did before - partly
with pedagogical ambitions but primarily as a means of communicating thoughts on

artistic research projects.

This is not a question of an artistic quality assessment, but rather an examination
of the different ways of approaching the research process. The presentations should
also not be seen as final reports, but simply as examples of projects that the Swedish

Research Council has supported and what artistic research can look like within different art forms. If possible,

we also try to place them in a broader context.

From Movement out of Reflection in the
Making: The Dancer and the Artistic Process

Project Manager: Cecilia Roos
Text: Josefine Wikstrom

This project focuses on the role of the contemporary
dancer in the artistic process, making Cecilia Roos
something of a pioneer within Swedish dance re-
search in this area. From the dancer’s perspective,
the project seeks to conceptualise and approach an
understanding of the contemporary dancer’s com-
plex practice in the choreographic process. The fo-
cus lies on process and making, in processes where
the dancer works independently and reflectively in
dialogue with the choreographer.

In parallel with her work as a dancer, Cecilia Roos
has acted as Project Manager in a team comprising
researchers in aesthetics/philosophy. The work is
based on a series of seminars that were gradually
expanded to include physical training sessions
and sequences of movements from choreographer
Christel Johanssen’s piece NOW SHE KNOWS.
The aim of the research approach taken was to
achieve a kind of applied aesthetics in order to set
in motion an interplay between theory and prac-
tice. In the practice-based section, the spotlight
was on investigating what the dancer does in her
interpretive process. In the theoretical section, the
focus was on the role of the observer in the inter-
action with the dance performance.



The results of the project have been presented in
a report and an anthology of texts from each in-
volved. Interviews and conversations with other
dancers provide additional perspectives on the
role of the dancer in different projects. How the
practical and theoretical elements are woven to-
gether to form the whole — which is the ultimate
aim of the project — remains to be seen. No doubt
it will be made clear in the final report and an as
yet unpublished article.

Forms of Sustainability
Project Manager: Johan Redstrom

When design practice is challenged to adopt a gen-
eral and wide-ranging design programme, this also
places demands on research - critically reviewing
the programme and trying to improve the under-
standing of the challenge that lies within that pro-
gramme. “Design for Sustainability” is one such
programme that is now naturally a strong driver
not only in design practice internationally, but
also in the international design research field.
The project, which addresses the way sustaina-
ble development as a discourse and problem area
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affects our view of design, is an example of design
research that, through critical examination, seeks
a deeper understanding of “Design for Sustainabil-
ity” as an overarching design programme. It is not
about how “design” can inform more sustainable
development, but how “sustainable development”
as a problem area can inform design. The broad
aim was to contribute to the continued develop-
ment of a critical practice in design research, a
way to “work on the substantial development of
the field through experimental design”.

This decision to turn the challenge into a question
about the influence on design is interesting - a way
of formulating the direction of the critical review. In
general terms, this has elements of a kind of future
archaeology: a look into the future that reflects
what the given programme does to design practice
and to us as designers; and critical reflections that
pave the way for deeper understanding of the po-
tential re-evaluation of the design approach that
currently drives, and is driven by, the programme.

There is a relatively long tradition of research
and postgraduate studies in the design field. It is,
however, perfectly reasonable to ask what makes
design research artistic research. Could the project
have been conducted as a more traditional “scien-
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tific” project? Absolutely. In quite a clear way, the
project presents artistic research as a research field
among many others; in simple terms, research into
design as an artistic field. Is this a problem? On
the contrary. For the continued development of
the field, it is important that the focus lies on the
subject areas and not on methodology.

Towards an Expanded Field of Art Music
Project Manager: Ole Litzow-Holm

When Project Manager Ole Liitzow-Holm writes
about a “standardisation whose rituals generate
distance and passive anxiety in performers and
audiences alike”, he is expressing a view shared by
many composers and musicians. In other words:
We feel uncomfortable with art music. The listen-
ers have made an active choice to listen, so it is less
certain whether they share this discomfort.

The root of this problem can be traced around
200 years back in time - it was then that it be-
gan. Increasingly successful copyright law made it
possible to isolate the roles of composer and mu-
sician. The problem today is that the composers
who actually make money from this arrangement

have shuffled off this mortal coil and the musi-
cians must focus on achieving ever more subtle
interpretations with steadily increasing technical
mastery. They are also unable to decide very much
for themselves, which creates a certain amount of
stress and thus a less pleasing situation.

Fortunately, there is a counter-movement, and
those within art music who are involved in artistic
research have positioned themselves within this
movement. To avoid state aid for composers and
therapy for musicians, the interest lies in a pre-mod-
ern type of musician, with production and repro-
duction as two sides of the same activity — making
music. Artistic research thus comprises the explo-
ration and development of different relationships:
to date mostly between musicians and composers,
between musicians and musical notation or be-
tween listeners and musicians or composers. It is
clear that the project Towards an Expanded Field of
Art Music adopts this very research strategy.

The project is divided into several smaller sub-
projects of an experimental and practical nature,
but here once again there is an interesting paral-
lel with scientific research. The project report is
a collection of essay-like articles collected in an
anthology. In a project where discussions and phys-



ical encounters are key working methods, charac-
terised by receptivity and lack of focus, the chosen
form of reporting is entirely appropriate, and
a form that is shared with many other projects.
There is, of course, a risk that the result will be
a series of separate accounts rather than a cohe-
sive and complete study, but this is a risk one has
to take when choosing to work and report in the
way described.

The Sustainable Experience Art Park
Project Manager: Roland Ljungberg

This project immerses itself in art, design, archi-
tecture and landscape architecture, driven by the
perceptions and thoughts of the artists. The four
subsidiary studies appear to have been run relative-
ly independently of each other, coming together
primarily in the final exhibition. Three of them -
Knowledge and Water Rooms for Sustainable Develop-
ment, Filter Forest and Cleansing Streams — suggest
an exploration of the interplay between landscape,
place, water and the architectural materials and ef-
fects of the sculptures, but primarily they appear
to constitute proposals for artistic installations.

THE COMMITTEE'S COMMENTS ON THE PROJECT REPORTS

There are also pedagogical ambitions in the de-
sign of the park, but it is unclear in the descrip-
tion what forms of collaboration have taken place
between the artists and the public, which raises
questions about art and study as an interactive
challenge. Are the public co-creators in the proj-
ect or has their role been more about reacting to
the artistic proposals?

The sub-project that stands out as most ex-
ploratory and thus challenging is Shores of the
Unconscious. Here, over the course of the process,
Emma Géransson has approached sustainable
development more as an existential question,
explored through sculpture/objects and instal-
lations and an apparently slow painting (28 Phases
of the Moon) that expose us to materialities,
time, and a close examination of personal atti-
tudes to the places and times that these material-
ities occupy.

As awhole, the project exhibits two different at-
titudes to research, with one leading more towards
artistic development work such as design propos-
als and products, while the other involves more
unconditional, exploratory investigation, which is
a riskier prospect, but one that can also yield more
in the way of unexpected discoveries.
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Det konstnirliga forskningsfiltet har mognat och
ar fortsatt i snabb utveckling. Det formas gemen-
samt och fir sin dynamik genom stindiga ater-
kopplingar mellan doktorandarbeten, projektforsk-
ning, hdgskolornas utbildningar, verksamhet inom
konstnirlig praktik, i internationella utbyten och
i kontakt med andra delar av forskarvirlden och
samhillet i stort. Forskningsomradet behdover inte
langre markera revir med att debattera frigan "vad
ir konstnirlig forskning?”. I stillet blir det visent-
ligare att diskutera "hur gér konstnirlig forskning?”.

Under 2013 ville vi i Kommittén fér konstnir-
lig forskning vidga och férdjupa frdgor kring un-
dersokande metoder. Vi ville ocksé att det arliga
symposiet skulle ta ett steg mot forskningskonfe-
rensens format, det 6ppna samtalet kring centrala
frdgor — ingen konsensus, inget bestimt resultat
men ett forum som kunde lyfta fram nya idéer,
nya formeringar, insikter och synpunkter som
bryts mot varandra.

Symposiet, som dgde rum pa Konstfack i Stock-
holm, fick rubriken Undersokningsformer — metod
och redovisning. Valen av utforskande metoder
hinger ju nira samman med redovisningsformer,
dér artefakter, konsertframféranden, performan-
ce, film, bilder, text m.m. bade kan driva forsk-
ningsprocessen framét och vara en del av hur man
diskuterar och kommunicerar slutresultaten med
olika mottagare i omvirlden.

S4 blir ocksd metod + redovisningsformer en friga
om strategi, hur forskningen komponeras pa re-
levanta sitt for att komma at det man séker och
for att stélla fragor kring relevans och inverkan.
Strategi handlar ocksd om hur det konstnirliga
filtet utvecklas i stort, inte som en uniform fird-
vig utan en mangfald av hur vi alla som pa olika
sdtt dr inbegripna i konstnirlig forskning bidrar
till att stindigt transformera utvecklingen.

Vid symposiet blandades foredrag med presen-
tationer av pdgdende doktorandprojekt och andra
projektredovisningar, dir grinserna var flytande
mellan forskande och konstnirlig praktik. Fére-
dragshéllarna medverkade dven genom kommen-
tarer till projekten och det fanns ocksd utrymme
for grupp- och plenumdiskussioner. (Se vidare
symposierapporten kapitel 2).

Vi har velat knyta arsboken nérmare till sympo-
siet s att den blir en mix av konferensrapport och
fristdende inslag av presentationer och recensio-
ner. Sammantaget ser vi drsboken som ett diskus-
sionsinldgg om vart, och framfér allt hur, svensk
konstnirlig forskning &r pé vig.

Tack alla som har medverkat!

Catharina Dyrssen
Kommittéordforande
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CLOSING REMARKS

The field of artistic research has matured and con-
tinues to make rapid advances. It is being shaped
jointly and gains its dynamism through a constant
feedback loop involving doctoral theses, project re-
search, university education, artistic practices, in-
ternational exchanges and contact with other parts
of the research world, as well as wider society. The
research field no longer needs to defend itself by
debating the question “what is artistic research?”.
Instead, it is becoming increasingly important to
discuss “how to conduct artistic research”.

In 2013, we on the Committee for Artistic Re-
search wanted to expand on and delve deeper into
issues surrounding investigative methods. We
also wanted the annual symposium to take a step
towards the format of a research conference, with
an open debate about key issues — no consensus,
no specific results, but a forum that could promote
new ideas, new formulations, insights and views,
all of which played off each other.

The symposium, which was held at Konstfack
in Stockholm, was given the title Forms of Enquiry
— methods and reporting. The choice of investiga-
tive method is closely linked with the form of re-
porting, where artefacts, concerts, performances,
film, photos, text and so on can both drive the
research process forward and be part of how one
discusses and communicates the end results with
various interested parties.

As such, the method and form of reporting also
become a question of strategy, how the research
is put together in a relevant way in order to access
what one is seeking and to ask questions concer-
ning relevance and influence. Strategy also relates
to the way the artistic field is developing generally,
not as a uniform path but as a diverse embodiment
of the way all of us engaged in artistic research in
our various ways help to constantly transform its
direction of travel.

The symposium mixed talks with presenta-
tions of ongoing doctoral projects and other pro-
ject reports, where the lines between research
and artistic practice proved rather fluid. The
guest speakers also give their comments on the
projects and time was set aside for group and ple-
nary discussions. (Read more in the symposium
report, chapter 2.)

We have attempted to link the Yearbook more
closely to the symposium, making it a mix of
conference report and separate presentations and
reviews. As a whole, we see the Yearbook as a con-
tribution to the debate about where, and above all
how, Swedish artistic research is going.

Our thanks go to everyone involved.

Catharina Dyrssen
Committee Chair
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SHRIBENTER
OCH OVRIGA
MEDVERRANDE

(Presentationer i avsnittsordning)

1. Annette Arlander var intill nyligen professor i
Performance Art and Theory vid Konstuniversi-
tetets Teaterhdgskola i Helsingfors. Hon var den
forsta i Norden att doktorera i scenkonst (1999)
och har lidnge varit engagerad i frigor som ror
konstnirlig forskning. Som konstnér arbetar
hon huvudsakligen med video. Hir dterges hen-
nes anférande Om metoder i konstndirlig forskning
fran det fjirde symposiet om konstnirlig forsk-
ning, 2013

2. Torbjérn Lind, se nedan.

3. Stefan Ostersjé ir en klassisk skolad gitarrist
och disputerade 2008 vid Musikhogskolan i
Malmé (Lunds universitet) med en avhandling
om hur uppférandepraxis vixer fram i samarbe-
tet mellan musiker och tonsittare. Han uppbir
ett tredrigt projektbidrag frdn Vetenskapsradet
for projektet Musik i rérelse — om strategier for
att sammanf6ra koreografi och musikalisk kom-
position. Han recenserar hir Sten Sandells av-
handling Musiken pd insidan av sprdket... som
han ocks8 var opponent pé.

4. Henrik Frisk ir saxofonist, tonsittare, forskare
och foreldsare. Han disputerade liksom Stefan
Ostersjé 2008 vid Musikhogskolan i Malmé
(Lunds universitet) med avhandlingen Impro-

JRITERS
AMND OTHER

CONTRIBUTORYS

(In order of chapters)

1. Annette Arlander was until recently Professor

of Performance Art and Theory at the Theatre
Academy Helsinki. She was the first person in
the Nordic region to gain a PhD in Dramatic Art
(1999) and she has long been engaged in issues
concerning artistic research. As an artist, her
primary medium is video. This Yearbook repro-
duces her speech on Methods in artistic research
from the fourth symposium of the Committee
for Artistic Research in 2013.

2. Torbjérn Lind, see below.

3. Stefan Ostersjo is a classically trained guitarist

who in 2008 came before the Malmé Academy
of Music (Lund University) to defend his thesis
on how performance practice develops within
the partnership between musician and com-
poser. He received a three-year grant from the
Swedish Research Council for the project Music
in Movement, about strategies for bringing to-
gether choreography and musical composition.
Here he reviews Sten Sandell’s thesis Music in-
side the language...

4. Henrik Frisk is a saxophonist, composer, resear-

cher and lecturer. Like Stefan Ostersjo, in 2008 he
presented the Malmé Academy of Music (Lund
University) with his thesis Improvisation, Comput-



visation, Computers and Interaction: Rethinking
Human-Computer Interaction Through Music.
Han ér for nidrvarande forskarassistent pd Kungl.
Musikhégskolan i Stockholm. Han recenserar
hir Kim Hedas avhandling Linjer. Musikens ri-
relser — komposition i fordndring som han ocksé
var opponent pa.

. Josefine Wikstrom #r doktorand i filosofi vid
Kingston University i London och skriver p en
avhandling om performancekonstens roll inom
samtida konst. Hon &r dven gistlirare, konstkri-
tiker och skribent. Hon skriver hir om projektet
Franrirelseurreflektionitillblivelse: Dansaren och
den konstndrliga processen som erhéllit ekono-
miskt stéd frdn Vetenskapsrddet 2010-2012 med
Cecilia Roos, professor vid Dans- och cirkus-
hogskolan i Stockholm, som projektledare.

6.Johan Redstrom ir professor vid Designhog-
skolan i Umed (Umed universitet). Han var
tidigare Studio Director fér Design Research
Unit, Interactive Institute, Stockholm. Han &r
disputerad vid Goéteborgs universitet och fors-
kar kring filosofiska och konstnirliga strategier
med fokus pa experimentell design. Hir presen-
terar han sitt projekt Former for Hallbarhet som
erhéllit ekonomiskt stéd frén Vetenskapsradet
2009—2011.

.Ole Lutzow-Holm ir tonsittare och professor
vid Hogskolan fér scen och musik vid Géteborgs
universitet. Han var ledamot och vice ordfé-
rande i KFoU-kommittén 2010-20r12. I drsboken
for 2013 skrev han om utvecklingen inom den
konstnirliga forskningen med fokus pd musik-
omrédet. I &r dterkommer han, tillsammans med
medverkande kolleger, med en rapport om pro-
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ers and Interaction: Rethinking Human-Computer
Interaction Through Music. He is currently a re-
search assistant at the Royal College of Music in
Stockholm. Here he reviews Kim Hedas’ thesis
Lines. Music Moving — Composition Changing.

. Josefine Wikstrém is a doctoral student of phi-

losophy at Kingston University in London and is
writing a thesis on the role of performance art in
contemporary art. She is also a guest lecturer, art
critic and writer. Here she writes about the proj-
ect From Movement out of Reflection in the Mak-
ing: The Dancer and the Creative Process, which
received funding from the Swedish Research
Council for 2010-2012 with Cecilia Roos, a pro-
fessor at the University of Dance and Circus in
Stockholm and former Chair of the Committee
for Artistic Research, as Project Manager.

6.Johan Redstrém is a professor at Ume3 Insti-

tute of Design. He was formerly Studio Director
for the Design Research Unit of the Interactive
Institute, Stockholm. He has a PhD from the
University of Gothenburg and researches phi-
losophical and artistic strategies with a focus
on experimental design. Here he presents his
project Forms of Sustainability, which received
financial support from the Swedish Research
Council from 2009—2011.

. Ole Lutzow-Holm is a composer and professor

at the University of Gothenburg Academy of
Music and Drama. He was a member and Vice-
Chair of the Committee for Artistic Research
from 2010-2012. In the 2013 Yearbook, he wrote
about developments in artistic research with a
focus on the area of music. This year he returns,
with his colleagues, to present a report on the
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jektet Mot ett konstmusikens utvidgade filt som
erhallit stod frén Vetenskapsridet 2008-2010.

. Roland Ljungberg ir konstnir och hogskolelek-
tor vid Konstfack i Stockholm. Han disputerade
2008 pd KTH (Avdelningen foér Yrkeskunnande
och teknologi) med avhandlingen En resa frdn det
ordlésa som handlar om den egna konstnirliga
verksamheten som gors till ett forskningsobjekt.
Hir skriver Roland Ljungberg, tillsammans med
medverkande kolleger, om projektet Konstndrlig
upplevelsepark for hdllbar utveckling, som erhallit
ekonomiskt stod frén Vetenskapsradet 2010-2012.

Ovriga medverkande

Torbjorn Lind, forskningssekreterare vid Veten-
skapsrddet, dr liksom tidigare &rsbokens re-
daktér (och bildredaktér tillsammans med den
grafiska formgivaren). Han ir dven samordnare
och sekreterare 4t Kommittén fér konstnirlig
forskning (tidigare Kommittén fér konstnirlig
forskning och konstnirligt utvecklingsarbete)
inom Vetenskapsrédet. Han har skrivit en rap-
port frdn Vetenskapsradets arliga symposium
om konstnirlig forskning 2013, det fjdrde i ord-
ningen (kapitel 2).

Erik Hagbard Couchér, anstilld vid Vetenskaps-
rddets kommunikationsavdelning, 4r fro.m. i &r
irsbokens nya grafiska formgivare. Oversittning
till engelska har gjorts av éversittare knutna till
Semantix, Stockholm.

Kommittén for konstnarlig forskning ir &rsbo-
kens redaktionskommitté. Kommitténs sam-
mansittning fér 2014 framgar av s. 232.

project Towards an Expanded Field of Art Music,
which received Research Council funding from
2008-2010.

8.Roland Ljungberg is an artist and lecturer at
Konstfack in Stockholm. In 2008 he appeared
before the Department of Industrial Econo-
mics and Management at KTH Royal Institute of
Technology to defend his thesis A Journey from
the Wordless, which is about his own artistic
practice being made into a subject for research.
Here Roland Ljungberg and his colleagues write
about the project Sustainable Experience Art
Park, which received financial support from the
Swedish Research Council in 2010-2012.

Other contributors

Torbjérn Lind, research officer at the Swedish Re-
search Council, is once again editor and picture
editor for the Yearbook. He is also the coordina-
tor and secretary of the Committee for Artistic
Research (formerly the Committee for Artistic
Research and Development), within the Swe-
dish Research Council.

Erik Hagbard Couchér has become the Yearbook’s
new graphic designer, following his employ-
ment in the Communications Department of
the Swedish Research Council. The translations
to and from English are the work of translators
supplied by Semantix in Stockholm.

The Committee for Artistic Research is the edi-
torial committee for the Yearbook. The mem-
bers of the Committee for 2014 are listed on p.

233.
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through the production of new art.” (en skiss diskuterad
under ELIA-konferensen 2006).

Detta syns t.ex. i internationella antologier som Practice as
Research — Approaches to Creative Arts Enquiry (Barrett &
Bolt 2007), Mapping Landscapes for Performance as Research
(Riley and Hunter 2009), Practice-as-research in Performance
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Detta utttryck horde jag forsta gdngen frén en textildesigner
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Kapitel 2

Presentation av medverkande (i den ord-
ning de medverkade pa symposiet)

Maria Lantz ir fotograf/konstnidr och skribent.
Tidigare larare och prorektor vid Konsthog-
skolan i Stockholm och sedan 2012 rektor for
Konstfack.

Catharina Dyrssen ir professor i Arkitektur och
designmetodik vid Chalmers tekniska hogsko-
la i Géteborg och ordférande i KF-kommittén
inom Vetenskapsrddet. Hon 4r verksam som
forskare bland annat inom urban ljudkonst.

Annette Arlander var intill nyligen professor i
Performance Art and Theory vid Konstuniversi-
tets Teaterhdgskola i Helsingfors. Som konstnér
arbetar hon huvudsakligen med video. Hon var
den forsta i Norden att doktorera i scenkonst
(1999) och har linge varit engagerad i fragor
som r6r konstnirlig forskning.

Palle Dahlstedt ir tonsittare, improvisatér och do-
cent i tillimpad informationsteknologi vid Géte-
borgs universitet med inriktning mot datorstédd
kreativitet. Han dr ocksd huvudlérare i elektro-
nisk musik vid Hogskolan fér scen och musik
(HSM) och ledamot av Sveriges Unga Akademi.
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Bill Brunson ir f6dd i USA och ér professor i elek-
troakustisk komposition vid Kungl. Musikhég-
skolan i Stockholm. Ar kind f6r flera komposi-
tioner inom den elektroakustiska musiken.

Maria Zennstrém ir forfattare, Sversittare, filmare
och recensent. Utbildad vid Filmhdgskolan i
Moskva.

Cristine Sarrimo ir docent i litteraturvetenskap vid
Lunds universitet, tidigare professor vid Malmo
hogskola. Hon har bla. forskat om "férfattarens
professionalisering inom akademi och folkbild-
ning” och dr ledamot i en beredningsgrupp inom
utbildningsvetenskap vid Vetenskapsradet.

Esther Shalev-Gerz ir konstnir och bosatt i Paris.
Hon i#r sedan flera &r gistprofessor vid Valands
konsthogskola/Akademin Valand. Hon arbetar
med installationer med utgdngspunkt i "delta-
gande och dialog”.

Marta Kuzma ir konstvetare och curator, fédd i
USA och fér nirvarande bosatt i Stockholm.
Hon var 2005-2013 direktér f6r OCA (Office for
Contemporary Art) i Norge. Nyligen utsedd till
rektor fér Kungl. Konsthogskolan i Stockholm.

Anna Lundberg ir universitetslektor vid Tema
Genus vid Linkopings universitet och forskar
inom omradet kultur och samhille (cultural stu-
dies), bl.a. med inriktning mot scenkonst/teater.
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Ricardo Atienza ir arkitekt och ljudkonstnir och
lektor vid Konstfack samt forskare vid Centrum
for arkitektur och design, ArkDes, Stockholm.

Niklas Billstrom &r svensk ljuddesigner, musik-
producent och kontrabasist samt skapare av
Alice Musik Produktion.

Rolf Hughes ir fd gistprofessor i designteori och
praktikbaserad forskning vid Konstfack i Stock-
holm och forskningssekreterare (halvtid) vid
Vetenskapsrddet. Sedan 2014 &r han professor
och forskningsledare vid Stockholms konstnir-
liga hogskola.

Kirsi Nevanti ir filmregissér och doktorand vid
Stockholms dramatiska hégskola (knuten till
Konstnirliga forskarskolan). Forskningsomrade:
kreativa processer och parallella verkligheter i
dokumentirfilm.

Jodo Segurado, musiker (orgel och piano), f6dd
i Portugal. Fér nirvarande doktorand vid Mu-
sikhdgskolan i Pited (Luled tekniska universitet;
knuten till Konstnirliga forskarskolan). Hans
forskningsprojekt har sin utgéngspunkt i den
nya orgeln i Studio Acusticum i Pite.

Acrobalance #r en akrobatduo som arbetar med
atletisk konst (kast, lyft m.m). Parakrobaterna
Louise Bjurholm och Henrik Agger ir utbilda-
de vid statliga Cirkushodgskolan i Moskva. De ir
bland annat verksamma som artister vid Cirkus

Cirkér.

APPENDIX
APPENDICES

Kapitel 3

Referenser

Hellstrém, B (2003) Noise Design, Bo Ejeby férlag.

Sandell, S (2013) P4 insidan av tystnaden, doktors-
avhandling, G6teborgs universitet, Konstnirliga
fakulteten.

Sudnow, D (1978) Ways of the Hand: The Organi-
zation of Improvised Conduct, MIT Press.

Thoresen, L. & Hedman, A (2009) Sound-objects
and Form-building Gestalts in Ake Parmerud’s
‘Les objets obscurs’ Organised Sound, 14(3): . Cam-
bridge University Press.

Thoresen, L. & Hedman, A (2010). With the as-
sistance of Andreas Hedman. Form-building
gestalts and metaphorical meaning. Organised
Sound, 15(2): Cambridge University Press.

Nancy, J.-L. (2007). Listening (C. Madell, Trans.).
New York: Fordham University Press.

Widestedt, K (2001) Ett tongivande fornuft: musik-
kritik i dagspress under tvd sekler, doktorsavhand-
ling, Stockholms universitet, Humanistiska fa-
kulteten, Institutionen for journalistik, medier
och kommunikation.

Noter

Dessutom var det den forsta konstnirliga avhandlingen i
musik som lades fram pa konstnirlig grund hir och den
andra i Sverige efter Hans Gefors disputation vid Lunds
universitet dret innan.




APPENDIX
APPENDICES

Sandells projekt tog form inom ramen fér ett kluster vid
konstnirliga fakulteten dar fyra doktorander, tvd musiker
och tva forfattare deltog. Tvekldst har detta varit en tillgdng
i arbetet med detta konstformséverskridande projekt.

Se vidare till exempel CD-samlingen "The Pioneers, Five
Text-Sound Artists”, Phono Suecia PSCD 63, Stockholm
1992 eller Literally Speaking, red Teddy Hultberg, Bo Ejeby
Férlag, Géteborg 1993.

Konstnirligt "nyskapande” fick ett uppsving som begrepp

i det svenska kulturpolitiska spraket med plattformsutred-
ningen och i uppstarten fér Statens musikverk. Men termen
ir problematisk och frdgan ir naturligtvis hur det nyska-
pande kan definieras och dven identifieras. Ena sidan av
myntet 4r att allt skapande ocksa forutsitter ett forvaltande
av en tradition, den andra antyder att kanske det nyskapande
oftast kan identifieras endast i efterhand.

Morton Feldman, Give My Regards to Eighth Street (Exact
Change 200), s. 65, citerad i Sandell 2013.

Maurice Merleau-Ponty, Kroppens fenomenologi, dvers.
William Fovet (Daidalos 1997), s. 102, citerad i Sandell 2013.
Se tex. denna mening: "Tillsammans med mina réstkom-
mentarer i form av andningsljud, évertonssing och utrop,
bildar detta en tillsynes sjilvklar organisk enhet, dér
instdngdheten r uppenbar” (Sandell 2013, s. 139-140).

205

Kapitel 4

Referenser

Henrik Frisk and Stefan Ostersjé. Beyond validi-
ty: claiming the legacy of the artist-researcher.
STM, 2013:1-17, 2012/2013.

H. Gefors. Operans dubbla tidsforlopp. PhD thesis,
Musikhogskolan i Malmé, Lund University, 2011

Hans Lund, editor. Intermedialitet : Ord, bild och
ton i samspel. Studentlitteratur, 2002.

JL. Nancy. Listening. Fordham University Press
Series. Fordham University Press, 2007.

Pauline Oliveros. Deep Listening: A Composer’s
Sound Practice. iUniverse, 2005.

C. Rosengren. Conway. Logos Pathos nr. 11. Géte-
borg: Glinta produktion, 2009.

Noter
1

Nu héller séikert inte alla med om att det subjektiva fér-
hallningssattet ar en férutsittning for all forskning men i
artikeln Beyond Validity diskuterar jag och Stefan Ostersjé
just det. (Frisk and Ostersj6 , 2012/2013 )



206

Kapitel 5

APPENDIX
APPENDICES

Kapitel 6

Referenser

Referenser

Katarina Elam, "Att bli betraktare av dans genom
traning av kinestetisk uppmirksamhet och
intensiv lisning av teoretiska texter” I: Ord i
tankar och rorelse, Dansaren och den skapande
processen: konsndrlig och humanistisk forskning
i samverkan. En delrapport. red. Anna Karin
Stahle, (Stockholm: DOCH, 2012).

Cecilia Roos, "Fran rorelse ur reflektion i tillbli-
velse: Dansaren och den konstnirliga proces-
sen” I: Ord i tankar och rérelse, Dansaren och den
skapande processen: konstndirlig och humanistisk
forskning i samverkan. En delrapport. red. Anna
Karin Stéhle, (Stockholm: DOCH, 2012).

Anna Petronella Foultier, "Dansens filosofiska
kropp: Merleau-Ponty och kroppen som konst-
verk” I: Ord i tankar och rorelse, Dansaren och den
skapande processen: konstndrlig och humanistisk
forskning i samverkan. En delrapport. red. Anna
Karin Stéhle, (Stockholm: DOCH, 2012).

Chrysa Parkinson och Cecilia Roos, ”Authoring
Experience: A Dialogue on the Dancer’s Practice”
In: Material of Movement and Thought: Reflec-
tions on the Dancer’s Practice and Corporeality.
ed. Anna Petronella Foultier and Cecilia Roos
(Stockholm: Firework Edition, 2013).

Dunne, Anthony & Raby, Fiona (2001). Design
noir: the secret life of electronic objects. Basel:
Birkhiuser

Ericson, Magnus, and Mazé, Ramia (eds) (2o11).
DESIGN ACT Socially and politically engaged de-
sign today — critical roles and emerging tactics. Ber-
lin: Sternberg Press/Iaspis.

Fry, Tony (2009). Design Futuring: Sustainability,
Ethics and New Practice. Oxford: Berg

Koskinen, Ilpo, Zimmerman, John, Binder, Tho-
mas, Redstrém, Johan and Wensveen, Stephan
(2011). Design Research Through Practice: From the
Lab, Field, and Showroom. San Francisco: Morgan
Kaufmann Publishers Inc.

Mazé, Ramia and Redstrém, Johan (2007). Difficult
forms: Critical practices in design and research. In:
Proceedings of International Association of Socities
of Design Research 2007, Emerging Trends in Design
Research. The Hong Kong Polytechnic University
School of Design, November 12-15, 2007.

Mazé, Ramia (Ed), Ohman, Christina, Backlund,
Sara, Redstrém, Johan, Mazé, Ramia, Ilstedt
Hjelm, Sara and Routarinne, Sara (2010). Static!
Designing for Energy Awareness. Stockholm: Ar-
vinius Férlag.



APPENDIX
APPENDICES

Mazé, Ramia (ed.) (2013). SWITCH! Design and eve-
ryday energy ecologies. Stockholm: Interactive
Institute Swedish ICT.

Mazé, Ramia, Olausson, Lisa, Pl6jel, Matilda, Red-
strom, Johan & Zetterlund, Christina (eds.)
(2013). Share this book: critical perspectives and
dialogues about design and sustainability. Stock-
holm: Axl Books

Thackara, John (1988). Beyond the object. In:
Thackara, J. (ed.) (1988). Design after moder-
nism: beyond the object. London: Thames and
Hudson

Zetterlund, Christina (2012). Just decoration? Ide-
ology and Design in Early Twentieth Century
Sweden. In: Fallan, Kjetil (ed.) Scandinavian de-
sign. Alternative histories. Oxford: Berg.

Zetterlund, Christina, Linton, Agneta, & Grum-
stedt Malin (2009). Tumult. Stockholm: Gus-
tavsbergs konsthall.

207

Kapitel 8

Referenser

Beardsley, John 2008. Earthworks and beyond: Con-
temporary art in the landscape. New York: Abbe-
ville.

Bolter, Leif 2014, Filterskog. Diva. www.diva-por-
tal.org

Campbell, Craig S. & Ogden, Michael 1999. Con-
structed Wetlands in the Sustainable Landscape.
New York, Chichester: John Wiley & Sons Inc.

Erzen, Jale 2004. Ecological Aesthetics. Art in En-
vironmental Design: Theory and Practice. Basel,
Berlin, Boston: Birkhauser.

Fagerstrom, Linda 2013. Vi dr forgingliga det
ir som det ska. ro-tal nr 12/13: Klimatsorg, s.
52-53.

Gaza in 2020. A liveable place? A report by the Uni-
ted Nations Team in the occupied Palestinian ter-
ritory. 2012. Jerusalem: Office of the United Na-
tions Special Coordinator fér the Middle East
Peace Process (UNSCO).

Grillner, Katja 2000. Ramble, Linger and Gaze.
Dialogues from a landscape garden. Trita-ARK.
Stockholm: Kungliga tekniska hogskolan.

Goransson, Emma 2013. Det omedvetnas strinder.
Ett konstndrligt forskningsprojekt; text. DIVA.
www.diva-portal.org.



208

Goransson, Emma & Ljungberg Roland 2010a.
Hanaholmen Sustainable Exerience Art Park.
Hanaholmen, Kultur och konst — ett svar pa
framtidens utmaningar, konferens, Helsing-
fors.

- 2010b Writing from within the Creative Process.
ArtMonitor 8/2010 The Art Text. Konstnirliga
fakulteten vid Géteborgs universitet.

- 2010c Sustainable Experience Art Park. World
Expo 2010, Shanghai. Presentation av forsk-
ningsprojekt i svenska paviljongen.

- 2012 Materiella minnen och dolda landskap.
Ikaros — tidskrift om ménniskan och vetenskapen
2012/1. Abo Akademi.

Harnik, Peter 2010. Urban Green/Innovatives Parks
for Resurgent Cities. Washington, Coverlo, Lon-
don: Island Press.

https://vimeo.com/80711482.  Sustainable Expe-
rience Art Park. Exhibition at College of Art and
Crafts, Stockholm 2013. Video, 2013, 6 minuter.

Kagan, Sacha 2012. Toward Global (Environ) Mental
Change. Transformative Art and Cultures of Sus-
tainability. Publication Series Ecology volume
20. Berlin: Heinrich Béll Foundation.

Lanz, Klaus, Muller, Lars, Rentsch, Christian &
Schwarzenbach, Renée 2006. Who Owns the
Water. Baden: Lars Muller Publishers.

APPENDIX
APPENDICES

Ljungberg, Roland 2008. En resa frdn det ordlosa.
En kartldggning av ett personligt yrkeskunnande.
Dialoger. Stockholm: Santerus férlag.

- 2013. Kunskaps- och vattenrum for hdllbar utveck-
ling. DIVA. www.diva-portal.org.

Nilsson, Anders 2013. Se forskningen i en vatten-
park. Curie 2013 04 12.

Radkau, Joachim 2008. Nature and Power. A Glo-
bal History of the Environment. Cambridge, New
York...: Cambridge University Press.

Wessel, Gésta 2008. Slutrapport Visuella vérldar 2,
2003 - 2008. DIVA. www.diva-portal.org.

- 2014, Renade béckar. Konstndirlig upplevelsepark for
hallbar utveckling. DIVA. www.diva-portal.org.
Wood, Roger 2007. Dongtan Eco-City Shanghai.

ARUP.

WSP 2010. RAPPORT, Dagvattenhantering norra Bot-
kyrka, Férstudie 2010-09-16. Upprittad av: An-
ders Rydberg.



APPENDIX
APPENDICES

209

REFERENCES AND BIBUOGRAPHIES

Chapter 1

Sources:

Arlander, Annette 2013. “Artistic Research in a
Nordic Context”. In Robin Nelson (ed.) Practice
as Research in the Arts — Principles, Protocols,
Pedagogies, Resistances. Palgrave Macmillan 2013,
pp. 152-162.

- 2011 “Characteristics of Visual and Performing
Arts.” In Michael Biggs & Henrik Karlsson
(eds.). The Routledge Companion to Research in
the Arts. London and New York: Routledge, pp.
315-332.

- 2009. “Artistic Research - from Apartness to
Umbrella Concept at the Theatre Academy,
Finland.” In Shannon Rose Riley and Lynette
Hunter (eds.). Mapping Landscapes for Perfor-
mance as Research — Scholarly Acts and Creative
Cartographies. Basingstoke: Palgrave Macmillan,
pp. 77-83.

- 2008. “Finding your way through the woods —
experiences in artistic research.” Nordic Theatre
Studies Vol 20. pp. 28-41.

- 1998. Esitys tilana. (Performance as Space) Acta
Scenica 2. Helsinki: Theatre Academy.

- 1995. “Some Conversations... in various spaces’.
In Pentti Paavolainen & Anu Ala-Korpela (eds.)

Knowledge is a Matter of Doing Acta Scenica 1.
Theatre Academy Helsinki 1995, pp. 118-125.

Aston, Elaine. 2007. “Knowing Differently: Prac-
tice as Research and the Women’s Writing for
Performance Project.” Nordic Theatre Studies.
Volume 19, pp. 9-17.

Auslander, Philip. 2006. “The performativity of
performance documentation.” Performing Arts
Journal 84 Vol. 28, N 3. September, pp. 1-10.

Barrett, Estelle and Barbara Bolt. 2007. (eds.). Prac-
tice as Research — Approaches to Creative Arts En-
quiry. London, New York: .B. Tauris.

Bolt, Barbara. 2008. “A Performative Paradigm for
the Creative Arts?” Working Papers in Art and
Design. Volume 5. http://sitem.herts.ac.uk/art-
des_research/papers/wpades/vols/bbabs.html

Borgdorff, Henk. 2006. The Debate on Research in
the Arts. Sensuous Knowledge. Focus on Artistic
Research and Development 2/06. Bergen: Ber-
gen Academy of Art and Design.

Conquergood, Dwight. 2004. “Performance
Studies, Interventions and radical research”.
In Henry Bial (ed.) The Performance Studies
Reader. London and New York: Routledge,
Pp. 311-322.

de Freitas, Nancy. 2002. “Towards a definition of stu-
dio documentation: working tool and transparent



record.” Working Papers in Art and Design 2.
http://www.herts.ac.uk/__data/assets/pdf_
file/oo11/12305/WPIAAD_vol2_freitas.pdf

Eversman, Peter. 1992. “The Experience of Thea-
trical Space.” In Henri Schoenmaker’s (ed.).
Performance Theory, Reception and Audience Re-
search. Amsterdam: Tijdschrift voor Theater-
wetenschap/ICRAR, pp. 93-114.

Groy, Boris. 2013. Art Power. Cambridge, Massa-
chusetts: MIT Press

Hannula, Mika, Jan Kaila, Roger Palmer and Kimmo
Sarje (eds.) Artists as Researchers — A New Para-
digm for Art Education in Europe. Helsinki: Acade-
my of Fine Arts, University of the Arts Helsinki.

Hannula, Mika, Juha Suoranta and Tere Vadén.
2005. Artistic Research — Theories, Methods and
Practices. Helsinki: Academy of Fine Art and
Gothenburg: University of Gothenburg.

Haseman, Brad. 2006. A Manifesto for Perfor-
mative Research. Media International Austra-
lia Incorporating Culture and Policy: Quarterly
Journal of Media Research and Resources. 118,
pp- 98-106.

Kirkkopelto, Esa. 2012. Inventiot ja instituutio. [In-
ventions and Institutions] Synteesi 3/20012, pp.
89-103.

Kjorup, Soren. 2006. Another Way of Knowing:
Baumgarten, Aesthetics, and the Concept of Sen-

APPENDIX
APPENDICES

suous Cognition. Sensuous Knowledge Publica-
tions vol. 1. Bergen Academy of Arts.

MCcNiff, Shawn. 1998. Art-based Research. London:
Jessica Kingsley Publishers.

Nelson, Robin. 2013. (ed.) Practice as Research in
the Arts — Principles, Protocols, Pedagogies, Resis-
tances. Basingstoke: Palgrave Macmillan.

Nevanlinna, Tuomas, 2008. Miti taiteellinen tut-
kimus voisi olla? [What could artistic research
be?] Mustekala 5/2008 vol. 30. http://www.mus-
tekala.info/node/835

- 2002. “Is ‘Artistic Research’ a Meaningful Con-
cept?” In Kiljunen, Satu and Mika Hannula
(eds.) Artistic Research. Helsinki: Academy of
Fine Art, pp. 61-71.

Nykyri, Antti. 2013. “Tallentein tehty esitys.
Nikokulmia esittivien taiteiden eldvyyteen ja
tallenteiden esityskiyttéén.” [A performance
based on documentation. Views on the live in
dramatic art and the use of recordings in perfor-
mances| Léhikuva 3/2013, pp. 44-59.

Riley, Shannon Rose and Lynette Hunter. 2009.
(eds.) Mapping Landscapes for Performance as Re-
search — Scholarly Acts and Creative Cartograp-
hies. Basingstoke: Palgrave Macmillan.

Schechner, Richard. 2006. Performance Studies —
An Introduction, 2" ed. London and New York:
Routledge.



APPENDIX
APPENDICES

Smith, Hazel and Roger T. Dean. 2009. (eds.)

Practice-led Research, Research-led Practice in the
Creative Arts. Edinburgh: Edinburgh University
Press.

Varto, Juha. 2009. Basics of Artistic Research: On-

tological, Epistemological and Historical Justifi-
cations. University of Art and Design Helsinki
Publication B 94. Helsinki: Gummerus.

Notes

I

I would like to thank the Swedish Research Council’s
Committee for Artistic Research and Development for
the challenge of writing this chapter in Swedish, and for a
productive symposium at Konstfack — University College of
Art, Crafts and Design in Stockholm on 29 November 2013.
For a prime example, see Dwight Conquergood 2004.

See, for example, Elaine Aston 2007.
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Kirkkopelto 2012, pp. 94-95.
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31
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34
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40

There is a shortage of female philosophers who have written
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of women involved in the field.

Arlander 2011

This was a comment by Peter Eversman at a seminar organ-
ised by the Doctoral School of Audiovisual Media - ELO-
MEDIA in Helsinki.

Borgdorff 2006, p. 16.

An outline discussed at the ELIA Conference in 2006.

This view is exemplified, for example, in international anthol-
ogies such as Practice as Research — Approaches to Creative
Arts Enquiry (Barrett & Bolt 2007), Mapping Landscapes for
Performance as Research (Riley and Hunter 2009), Practice-
as-research in Performance and Screen (Allegue et al 2009)
and Practice as Research in the Arts — Principles, Protocols,
Pedagogies, Resistances (Nelson 2013).

Design research is actually often focused on designing
processes, as Kristina Fridh pointed out in the debate.

Bolt 2008, p. 6. I have tried to build on her ideas in a dif-
ferent context (Arlander 2012).

Hannula, Suoranta and Vadén 2005, p. 58.

MCcNiff 1998.

de Freitas 2002.

Nykyri, 2013, p. 47.

Arlander 1995.

Nirhinen in Hannula, Kaila, Palmer, Sarje (eds.) 2013, pp.
219-223.

Arlander 1998.

Eversman 1992.

I first heard this opinion from a textile designer whose name
eludes me, who was researching interactive garments.

Groys 2013, p. 42.

described in Schechner 2006, p. 235.

Nelson 2013, pp. 37, 38-47

Auslander 2006.

Schechner 2006, p. 38.

Feyerabend, quoted in Hannula, Suoranta, Vadén 2005, pp.
38-41.
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Presentation of contributors (in the order in
which they contributed to the programme)

Maria Lantz is a photographer, artist and writer.
Formerly a lecturer and Pro-Vice-Chancellor
at the Royal Institute of Art in Stockholm and
has been Vice-Chancellor of Konstfack since
2012.

Catharina Dyrssen is Professor of Architecture
and Design Methodology at Chalmers Univer-
sity of Technology in Gothenburg and Chair
of the Committee for Artistic Research at the
Swedish Research Council. She works as a re-
searcher in areas including urban sound art.

Annette Arlander was until recently Professor
of Performance Art and Theory at the Theatre
Academy Helsinki. As an artist, her primary
medium is video. She was the first person in the
Nordic region to gain a PhD in Dramatic Art
(1999) and she has long been engaged in issues
concerning artistic research.

Palle Dahlstedst is a composer, improviser and do-
cent in applied information technology at the
University of Gothenburg, with a focus on com-
puter-aided creativity. He is also senior lecturer
in electronic music at the Academy of Music
and Drama (HSM) and a member of the Young
Academy of Sweden.
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Bill Brunson was born in the USA and is Professor
of Electroacoustic Composition the Royal Col-
lege of Music in Stockholm. He is well known
for several compositions in the field of electroa-
coustic music.

Maria Zennstrém is an author, translator, film-
maker and critic who trained at the Moscow
Film School.

Cristine Sarrimo is a docent in comparative lite-
rature at Lund University and a former profes-
sor at Malmo University. Her fields of research
have included “the professionalisation of the
author in academia and adult education” and
she is a member of a drafting committee on
educational science at the Swedish Research
Council.

Esther Shalev-Gerz is an artist resident in Paris
and Visiting Professor at Academy Valand in
Gothenburg. Esther works with installations
arising from “participation and dialogue”.

Marta Kuzma is an art historian and curator. Born
in the US, she currently resides in Stockholm.
Marta was director of OCA (Office for Contem-
porary Art) in Norway from 2005-2013. From
2014 vice-chancellor for Royal College for Fine
Arts, Stockholm.

Anna Lundberg is a lecturer at the Unit of Gen-
der Studies, Linképing University and conducts
research in the field of cultural studies, with a
focus that includes dramatic art/theatre.
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Ricardo Atienza is an architect and sound artist
working as a lecturer in sound art at Konstfack
and researcher at ArkDes (Swedish Centre for
Architecture and Design) in Stockholm.

Niklas Billstrom Swedish sound designer, music
producer and contrabassist, co-founder and pro-
ducer of Alice Musik Produktion.

Rolf Hughes was earlier Visiting Professor of
Design Theory and Practice-Based Research at
Konstfack in Stockholm, as well as being part-
time research officer/scientific advisor at the
Swedish Research Council. From 2014 Professor
at Stockholm University of the Arts.

Kirsi Nevanti is a film director and doctoral student
at the Stockholm Academy of Dramatic Arts (as-
sociated with Konstnirliga Forskarskolan, an arts
research school). Field of research: Creative proc-
esses and parallel realities in documentary films.

Jodo Segurado is a concert-organist and compos-
er. Born in Portugal, he is currently studying for
a PhD at Pited School of Music (LTU) and the
University of Gothenburg in Sweden. His re-
search project originates from the new organ in
Studio Acusticum in Pited.

Acrobalance are an acrobatic duo who work
with athletic art (throws, lifts, etc.). The pair
of acrobats, Louise Bjurholm and Henrik Ag-
ger, trained at the Moscow Circus School. They
perform with Swedish circus company Cirkus
Cirkor, amongst other work.
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Footnotes
1

In addition, it was the first music thesis to be presented here
on an artistic platform, and only the second in Sweden after
Hans Gefors’ thesis at Lund University the previous year.
Sandell’s project took shape within the framework of a clus-
ter at the Faculty of Arts made up of four PhD students, two
musicians and two writers. This was no doubt a great asset
when working on this multi-artform project.



See also the CD collection “The Pioneers, Five Text-Sound
Artists”, Phono Suecia PSCD 63, Stockholm 1992 or Literally
Speaking, ed. Teddy Hultberg, Bo Ejeby Forlag, Gothenburg
1993.

Artistic “innovation” as a concept gained traction in Swedish
cultural policy discourse with the formation of the Music
Platform Commission and the public body Music Develop-
ment and Heritage Sweden. However, the term is problem-
atic — how do we define innovation and indeed identify it?
One side of the coin is that all creativity also assumes the
stewardship of a tradition, while the other suggests that
innovation can often only be spotted in hindsight.

Morton Feldman, Give My Regards to Eighth Street (Exact
Change 200), p. 65, quoted in Sandell 2013.

Maurice Merleau-Ponty, Phenomenology of Perception,
Swedish translation by William Fovet (Daidalos 1997), p. 102.,
quoted in Sandell 2013.

See e.g. this sentence: “Together with my vocal comments in
the form of breathing sounds, overtone singing and exclama-
tions, this forms an apparently obvious organic unit, where
the confinement is clear” (Sandell 2013, pp. 139-140).
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THE SUJEDIUH
RESEARCH COUNCILS
JUPPORT FOR

ARTI TIC RESERARCH:
PROJECT GRANTS ETC

Projects starting in 2014

(Alfabetiskt ordnade efter projektledarens efternamn)

Stadsfabula — kollaborativt berattande i stadsrummet
(Malmo) (to.m. 2016)
Projektledare: tekndr Erling Bjorgvinsson, Malmé
hogskola
Clubscenen (“att understka och omforma den byggda
miljén utifran feministiska och queera perspektiv”)
(tom. 2016)
Projektledare: tekndr Katarina Bonnevier, Arkitektur-
museet, Stockholm
Ogonblickets anatomi. Metod och milj® fér granséver-
skridande teater (tom. 2015)
Projektledare: regissoridramatiker Jorgen Dahlgvist,
Teaterhogskolan i Malmo (Lunds universitet)
Den byréakratiska teatern (om byrékrati som konstnarlig
praktik) (ettarigt bidrag/planeringsbidrag 2014)
Projektledare: konstnar Andjeas Ejiksson, Kungl.
Konsthogskolan, Stockholm
Den gra atlasen. Bok och utstallning (om "fiktiva
gestalter och handelser som behandlas som om
de vore verkliga”) (tom. 2016)
Projektledare: professor Aris Fioretos, Sédertérns
hogskola
Flaskpost. Drift och Upptéckt (tom. 2016)
Projektledare: konstnar Ellie Ga, Kungl. Konsthog-
skolan, Stockholm

(In alphabetical order, by Project Manager’'s name)

City Fables — collaborative storytelling in the city-
scape (Malmo) (until 2016)
Project Manager: Dr Erling Bjorgvinsson, Malmé
University
The Club Scene (“investigating and reshaping the
built environment from a feminist and queer perspec-
tive”) (until 2016)
Project Manager: Dr Katarina Bonnevier, Swedish
Museum of Architecture, Stockholm
Anatomy of the moment. Method and milieu for
cross-medial theatre (until 2015)
Project Manager: Director/Dramatist Jorgen Dahlgvist,
Malmo Theatre Academy (Lund University)
The Theatre of Bureaucracy (on bureaucracy as artis-
tic practice) (one-year grant/planning grant 2014)
Project Manager: Artist Andjeas Ejiksson, Royal Insti-
tute of Art, 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,
Sodertorn University
Message in Bottle. Drift and Discovery (until 2016)
Project Manager: Artist Ellie Ga, Royal Institute of Art,
Stockholm
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Den transversala texten: metodutveckling av skrivan-
det som undersdkning och estetisk gestaltning av ar-
kitekturens komplexa ekologiska register (tom. 2016)
Projektledare: tekndr Catharina Gabrielsson, KTH,
Stockholm
Postnomadiska landskap (om “kollisioner i forhall-
ningssatt till mark och landskap”) (tom. 2015)
Projektledare: tekndr Eva-Marie Goransson, Konst-
fack, Stockholm
Att iscensatta barockmusik? och belysa tidslésa
genusfragor... (tom. 2015)
Projektledare: professor Cecilia Hultberg, Kungl.
Musikhokskolan, Stockholm
Lyssna till lyssnandet. Kontrapunktiken i dans och
musik (tom. 2015)
Projektledare: professor Susanne Jaresand, Lulea
tekniska universitet
Det "essentiellt” feminina — en konstnarligt gestal-
tande undersdkning genom férmodern musik
(ettarigt bidrag/planeringsbidrag 2014)
Projektledare: fildr Katarina A Karlsson, Hogskolan for
scen och musik (Goteborgs universtet)
Att framféra livets rytm — interpretation av tid i Olivier
Messiaens orgelverk (tom. 2016)
Projektledare: musiker/organist Jonas Lundblad,
Lund universitet
Narrativa processer i mellanrum — serieberattandets
praktik (tom. 2016)
Projektledare: illustrator/serietecknare Emma Rendel,
Konstfack, Stockholm
Howe Across Reading/ Att framféra det forflutna
(tom. 2016)
Projektledare: konstnar Imri Sandstrom, Goteborgs
universitet

Transversal writing: a means for advancing methods
as aesthetic form for research on the complex eco-
logical registers of architecture (until 2016)
Project Manager: Dr Catharina Gabrielsson, KTH
Royal Institute of Technology, Stockholm
Post Nomadic Landscapes (on “collisions in attitudes
to land and landscape”) (until 2015)
Project Manager: Dr Eva-Marie Goransson, Konstfack,
Stockholm
Staging Baroque music? And shedding light on time-
less gender issues (until 2015)
Project Manager: Professor Cecilia Hultberg, Royal
College of Music, Stockholm
Listening to the Counterpoint in Dance and Music
(until 2015)
Project Manager: Professor Susanne Jaresand, Lulea
University of Technology
The ‘essentially’ feminine — an investigation through
artistic practice and early modern music (one-year
grant/planning grant 2014)
Project Manager: Dr Katarina A Karlsson, Academy of
Music and Drama, University of Gothenburg
To perform the duration of life-researching — the inter-
pretation of time in Olivier Messiaen’s music (until 2016)
Project Manager: Musician/Organist Jonas Lundblad,
Lund University
Narrative processes in between — the practice of
comic-strip drawing (until 2016)
Project Manager. lllustrator/Comic-strip artist Emma
Rendel, Konstfack, Stockholm
Howe Across Reading/Performing the Past (until 2016)
Project Manager: Artist Imri Sandstréom, University of
Gothenburg
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PROJECTS SUPPORTED TO DATE

(Alfabetiskt ordnade efter projektledarens efternamn)

Tvardisciplindra studier i Komplexitet och Transforma-
tion Konst och fysik i samverkan (to.m. 2005).
Projektledare: professor Cheryl Akner Koler, Konst-
fack, Stockholm
NanoFormgivning genom haptiska, estetiska labora-
tioner (tom. 2011)
Projektledare: professor Cheryl Akner Koler, Konst-
fack, Stockholm/Orebro universitet
Situ-aktion: rytm, atmosfar och identitet (planerings-
bidrag 2011)
Projektledare: dr Ricardo Atienza, Konstfack/Arkitek-
turmuseset, Stockholm
In Situ-aktion — resonans, improvisation och variatio-
ner av offentliga platser (to.m. 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 fortrogenhets-
kunskap omsat til akademisk format
Projektledare: professor Lise Bender Jergensen,
Textilhogskolan, Borés, planeringsbidrag fér 2006
Nycirkus som grénséverskridare (planeringsbidrag 2007)
Projektledare: professor Tilde Bjorfors, Danshogsko-
lan, Stockholm
Nycirkus som gransoéverskridare (to.m. 2010)
Projektledare: professor Tilde Bj¢rfors, Danshdg-
skolan, Stockholm

(In alphabetical order, by Project Manager’s name)

Interdisciplinary Studies in Complexity and Transfor-
mation ‘Art and Physics in Collaboration’. (until year-end
2005)
Project Manager: Professor Cheryl Akner Koler, Univer-
sity College of Arts, Crafts and Design in Stockholm
Nanodesign through Haptic, Aesthetic Practical Exer-
cises (until year-end 2011)
Project Manager: Professor Cheryl Akner Koler,
Orebro 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 Varia-
tions in Public Places (until year-end 2014)
Project Manager: Dr Ricardo Atienza, Swedish
Museum of Architecture, 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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Narrativa Terrédnger — beréttelser utspridda éver tid

och rum i stadsrummet (planeringsbidrag 2012)
Projektledare: fildr Erling Bjorgvinsson, Malmo hog-
skola

Komposition och anvéndning av interaktiv musik

(tom. 2005)

Projektledare: professor Sture Brandstrom, Musikhog-

skolan, Pitea (Lulea tekniska hogskola) i samarbete
med doktoranden Johnny Wingstedt
Den himmelska mekaniken — mystiken och den
besjalade rérelsen. Dans och ny teknologi (to.m. 2008)

Projektledare: professor Sture Brandstrom, Musikhdg-

skolan, Pited, i samarbete med koreografidoktorand
Asa Unander-Scharin, LTU
Mikrohistorier. Om videoessan som konstform (to.m.
2015)
Projektledare: professor Magnus Bértas, Konstfack,
Stockholm
Medialitet — Véxelverkan — Gest — koreografi som
vévandets politik (tom. 2014)
Projektledare: professor Cristina Caprioli, Dans- och
cirkushogskolan, Stockholm
Potentiell musik. Variabla musikaliska verk (to.m. 2008).
Projektledare: fildr Palle Dahlstedt, CHT, Goteborg
Skapande performance — datorstddd kreativitet...
(tom. 2013)
Projektledare: fildr Palle Dahlstedt, Géteborgs univer-
sitet
Minneskonst och automatik Minneskonstens historia
— teater, skulptur m.m. (to.m. 2007).
Projektledare: regissor Karl Dunér (i samarbete med
Dialogseminariet, KTH m/l)
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Boundary-crossing Aspects of Neo Circus (until year-
end 2010)
Project Manager: Professor Tilde Bj¢rfors, University
College of Dance, Stockholm
Narrative Terrains: Spatially and Temporally Distrib-
uted Narratives in the Urban Environment (project
planning grant, 2012)
Project Manager. Erling Bjorgvinsson, PhD, Malmo
University
Composition and Use of Interactive Music (until 2005)
Project Manager: Professor Sture Brandstrom, Pitea
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, Univer-
sity 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, Univer-
sity College of Dance and Circus, Stockholm
Potential Music ‘Variable Musical Works’ (until 2008)
Project Manager: Palle Dahlstedt, PhD, Chalmers
University of Technology, Gothenburg
Creative Performance — Computer-aided Creativity...
(until 2013)
Project Manager: Palle Dahlstedt PhD, University of
Gothenburg
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Transmission: Urbana experiment kring ljudkonst
(tom. 2006)
Projektledare: docent Catharina Dyrssen, Arkitektur,
CTH, Goteborg
In i bruset. Gestaltande musikaliska, arkitektoniska och
akustiska undersokningar av det nutida l[judrummet
(tom. 2010)
Projektledare: docent Catharina Dyrssen, Chalmers
tekniska hogskola, Goteborg
DESIGNARTIKULATIONER — i métet mellan valartikule-
rade forestallningar och oartikulerade sjalvforstaelser
(tom. 2008)
Projektledare: fildr Hakan Edeholt, Malmé hogskola
Konst och Nya Media
Kungliga Konsthogskolan (KKH), Stockholm, KTH,
Karolinska institutet och Sodertérns hogskola. (Kol-
legiebidrag 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, Musik-
hogskolan i Pited, LTU
Bildens haptiska granssnitt (ettarsbidrag 2010)
Projektledare: konstnar Birgitta Eriksson, Arkitektur-
skolan, KTH, Stockholm
(Ny)tankande om improvisation i och genom musik
(tom. 2011)
Projektledare: professor Goran Folkestad, Musikhog-
skolan i Malm® (Lunds universitet)
Ytans materialitet Om byggnadsmaterial och olika
kulturers forestallningar om rum, med fokus pa
planglas (tom. 2008).
Projektledare: tekndr Kristina Fridh, Goteborgs
universitet
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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
Research and New Media
Royal University College of Fine Arts (KKH), Stock-
holm, Royal Institute of Technology (KTH), Karolinska
Institutet and Sodertérn University College. (Network
Grant 2001-2005)
Project Manager: Professor Marie-Louise Ekman,
Rector of KKH, Stockholm
From Vision to Chiming Music — Organ Intonation as
an Artistic Process (planning grant, 2011)
Project Manager: Professor Hans-Ola Ericsson, Acad-
emy 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
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Den kritiska texten inom arkitektur-, konst- och de-
signforskning (to.m. 2008)
Projektledare: docent Katja Grillner, Arkitekturskolan,
KTH, Stockholm
AKAD — Akademin foér konstnérlig forskning inom
arkitektur och design
KTH, Stockholm, LTH, CTH m fl. (Kollegiebidrag
2003-2005)
Projektledare: tekndr Katja Crillner, Arkitekturhog-
skolan, KTH, Stockholm
Auto-poiesis & design — om upphovsmannaskap och
sjalvgenererande designstrategier (tom. 2007)
Projektledare: PhD Rolf Gullstrom-Hughes, Arkitektur-
skolan, KTH
Dialogseminariet
KTH, Stockholm, Konstfack, Kungl. Musikhogskolan,
Stockholm och Dramaten. (Kollegiebidrag 2001-2005)
Projektledare: professor Bo Goranzon, Institutionen
for industriell ekonomi och organisation, Avdelningen
for yrkeskunnande och teknologi, KTH, Stockholm
Handelser, konflikter och transformationer (komplexa
system) (tom. 2011)
Projektledare: professor Peter Hagdahl, Kungl. Konst-
hogskolan, Stockholm
Skrivandet som metod. En studie i poesi, skriv-
process och det reflexiva akademiska skrivandets
méjligheter (to.m. 2013)
Projektledare: fildr Hanna Hallgren, Sédertérns
hégskola
Atervinna rummet. Laborativ arkitekturforskning kring
fornyelsen i det befintliga (to.m. 2007)
Projektledare: professor Elizabeth Hatz, Arkitektur-
skolan, KTH
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(Innovative) Approaches to Improvisation in and
through Music (until year-end 2011)
Project Manager: Professor Goran Folkestad, Malmo
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 Gothenburg
Critical Texts in Architecture, Art and Design Research
(until year-end 2008)
Project Manager: Associate Professor Katja Crillner,
KTH School of Architecture, Royal Institute of Technol-
ogy (KTH), Stockholm
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 Architecture
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 Engineering and Management, Skill &
Technology, KTH, Stockholm
Events, Conflicts and Transformations (complex sys-
tems) (until year-end 2011)
Project Manager: Professor Peter Hagdahl, Royal
University College of Fine Arts (KKH), Stockholm
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ArtTech Sublime, Kunskapsbildningskollegiet
Konstnarlig fakultet, Goteborgs universitet och
Chalmers, CTH, Goteborg. (Kollegiebidrag 2001-2005)
Projektledare: professor Hans Hedberg, Konstnarliga
fakulteten, Goteborgs universitet

Matt matt mot. Konstnarlig gestaltning kring klimat-

forskning (film/fotografi; tom. 2014)

Projektledare: Hans Hedberg, forskningsansvarig,
Akademin Valand, Géteborgs universitet

Akustiska designartefakter och metoder for urbana

ljudlandskap (to.m. 2010)

Projektledare: tekndr Bjorn Hellstrom, Konstfack,
Stockholm

Cine-scape: Férmedlande urbanism och filmisk fore-

stallning (tom. april 2008)

Projektledare: konstnar och fildr Maria Hellstrom
Reimer, Malmo hogskola

Fiktionens sanning — en undersdkning av fiktion som

forskningsmetod och redskap fér social férandring

(to.m. 2009).

Projektledare: universitetslektor Oscar Hemer, K3,
Malmo hogskola

Musikens tolkningsprocesser (to.m. 2005)
Projektledare: fildr Cecilia Hultberg, Musiknogskolan i
Malmo (Lunds universitet)

Instrumentalisters musikaliska kunskapsutveckling

i ett kulturellt mangfacetterat samhalle (to.m. 2009)
Projektledare: professor Cecilia Hultberg, Kungl.
Musikhogskolan, Stockholm

Musikens vita flackar — studier i grénslandet mellan

noterad och improviserad musik
Musikvetenskapliga institutionen, Uppsala universitet
och Musikhogskolan i Piteé (Luled tekniska universitet).
(Kollegiebidrag 2001-2003)

Projektledare: professor Anna Ivarsdotter, Institutionen
for musikvetenskap, Uppsala universitet
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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, Sédertérn
University
Recycling Space: Explorative Design Analysis of Re-
newal of the Existing (until year-end 2007)
On renewal in existing buildings
Project Manager: Professor Elisabeth Hatz, KTH
School of Architecture
ArtTech Sublime
Faculty Board of Applied and Fine Arts, University
of Gothenburg and Chalmers University of Technol-
ogy, 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 Landscapes (until year-end 2010)
Project Manager: Bjorn Hellstrom, PhD (Engineering),
University College of Arts, Crafts and Design (Konst-
fack), Stockholm
Cine-scape: Intermediary Urbanism and the Filmic
Imagination (Up to and including April 2008)
Project Manager: Maria Hellstrom Reimer, artist and
PhD in landscape architecture, Malmo University,
School of Arts and Cormmunication
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 University School of Arts and Communication (K3)
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Lyssna till lyssnandet. Kontrapunktiken i dans och
musik i en lyssnande hallning (planeringsbidrag 2010)
Projektledare: professor Susanne Jaresand, Kung|.

Musikhogskolan, Stockholm
Samer och svenskar: En dokumentérfilm om gréns-
géngare i 1900-talets borjan (tom. 2011)
Projektledare: hogskoleadjunkt Ingrid Jonsson
Wallin, Hogskolan Dalarna, Falun
Arkitektoniska operativsystem — Prototyper for
performativ design (to.m. 2011)
Projektledare: professor Ulrika Karlsson, Arkitektursko-
lan, KTH, Stockholm
En undersokning av Ad-arket (tom. 2012)
Projektledare: konstnar Emma Kihl, Kungl. Konsthog-
skolan, Stockholm
Identitetsskapande och deterritorisering: Tamiler och
deras synliggérande i diaspora pa webbplatser och i
London (tom. 2014)
Projektledare: fildr Anna Laine, Etnografiska museet,
Stockholm
Forskning genom interpretation (to.m. 2009)
Projektledare: professor Johannes Landgren, Konst-
narlig fakultet, Goteborgs universitet
Applet — fem kapitel om musik. Tolkningsprocesser
(tom. 2006).
Projektledare: professor Dan Laurin, Kungl. Musikhog-
skolan, Stockholm (i samarbete med Dialogseminariet,
KTH m. fl)
Public Speaking — konst och det offentliga rummet
(tom. 2010)
Projektledare: professor Marysia Lewandowska,
Konstfack, Stockholm
Rérelsen som kroppens minne. Dans och aldrande
(tom. 2006).
Projektledare: professor/koreograf Efva Lilja, Dans-
hogskolan, Stockholm
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Processes of Musical Interpretation (until year-end
2005)
Project Manager. Cecilia Hultberg, PhD, Malmo
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
Undiscovered Areas of Music — Studies in the Inter-
face between Written and Improvised Music’

Department of Musicology, Uppsala University and

Pite& School of Music (Lule& University of Technology)

(Network Grant 2001-2003)

Project Manager: Professor Anna Ivarsdotter, Depart-

ment of Musicology, 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
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, Stockholm
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, Stockholm
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Queera rorliga bilder; deras skorhet och flyktigheten i

deras existens... (tom. 2015)
Projektledare: producent/flmare Anna Linder, Akade-
min Valand, Goteborgs universitet

Konstnarlig upplevelsepark for hallbar utveckling

(tom. 2012)
Projektledare: konstnar/fildr Roland Ljungberg, Konst-
fack, Stockholm

Den forskande teatern. Intersektionella méten mellan

scenkonst, skola och akademi (tom. 2013)
Projektledare: fildr Anna Lundberg, Tema Genus,
Linkdpings universitet

Plats och Minne — spér av livsstrommar (tom. 2014)
Ett projekt om och péa Slussen i Stockholm
Projektledare: konstnar Mikael Lundberg, Moderna
museet, Stockholm

Mot ett konstmusikens utvidgade falt (tom. 2010)
Projektledare: professor Ole Lutzow-Holm, Hogskolan
for scen och musik, Goteborg (Goteborgs universitet)

Forskarkollegium fér konstnérliga forskningsprocesser
De konstnarliga hogskolorna i Malmé, Konsthégsko-
lan i Umeéa och Konstfack. (Kollegiebidrag 2001-2005)
Projektledare: rektor Hakan Lundstrom, De konstnar-
liga hogskolorna i Malme, Lunds universitet

De dramatiska konsternas arbetssprak
Dramatiska institutet, Stockholm, Sédertérns hog-
skola och Teaterndgskolan i Stockholm. (Kollegiebi-
drag 2001-2005)
Projektledare: rektor/professor Per Lysander,
Dramatiska institutet, Stockholm

Centrum fér maskforskning Scenisk gestaltning

och kunskapsbildning (tom. 2009).
Projektledare: rektor/prof Per Lysander, Dramatiska
institutet, Stockholm
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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 Univer-
sity 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 College 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 film-
maker, Valand Acadeny, 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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Refotografi: en dialog med historia i ett arktiskt land-
skap (tom. 2012)
Projektledare: dr Tyrone Martinsson, Hogskolan for
fotografi, Goteborgs universitet
Forskningsprocesser i Konst (tom. 2005)
Projektledare: fildr Per Nilsson, Konsthogskolan,
Umeé i samarbete med konstnar/professor Elin
Wikstrom, Umea
Amfibiskt avskapande i koreografi och filosofi (to.m.
2014)
Projektledare: docent Per Nilsson, Konsthogskolan,
Umeé universitet
Det ovissa lasandet. Samtida poesi som skrivande
lasakt — ett kritiskt manifest (to.m. 2015)
Projektledare: forfattare Hanna Nordenhok, Akademin
Valand, Goéteborgs universitet
Praktiska metoder vid konstnérlig forskning inom
teater (to.m. 2006)
Projektledare: universitetslektor Per Nordin, Hogsko-
lan for teater, opera och musikal, Géteborg (inom
kollegiet ArtTech Sublime, Goteborgs universitet)
Praktiska metoder vid konstnérlig forskning inom
teater, del 2: "Handlingens rum” (ettarsbidrag 2007)
Projektledare: universitetslektor Per Nordin, Hogskolan
for teater, opera och musikal, Goteborgs universitet
Passionen for det reala — om dokumentarismen och
konsten. Om olika konstformers "poetik” och samspe-
let dem emellan (tom. 2008).
Projektledare: professor Eva Nassen, Konstnarlig
fakultet, Goteborgs universitet
Vilka val stalls skadespelaren infér i gestaltnings-
dgonblicket (planeringsbidrag 2010)
Projektledare: skadespelarefregissér Anna Petters-
son, Teaterhogskolan, Stockholm
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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
Museet, 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, Radio, Television and
Theatre, Stockholm, Sédertérn 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, Acad-
emy 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

Research Processes in Art (until year-end 2005)
Project Manager: Per Nilsson, PhD, Umeéa Academy
of Fine Arts, in cooperation with Professor Elin Wik-
strom, artist, Umeé



228

Former av Hallbarhet. Om design (tom. 2011):
Projektledare: fildr Johan Redstrom, Interactive
Institute, Kista

Blicken pa Kopparmarra. En undersokning av praktiska

begrepp i filmskapandet (tom. 2012)

Projektledare: professor Géran Du Rees, Filmhogsko-
lan, Goteborgs universitet

Fran rérelse ur reflektion i tillblivelse: Dansaren och

den skapande processen (tom. 2012)

Projektledare: professor Cecilia Roos, Danshogsko-
lan, Stockholm

Stadsrummet som konstnarligt laboratorium —

mellan mérka utrymmen, upplysning och éverbelysning

(olaneringsbidrag 2011)

Projektledare: konstnar, fildr Monica Sand, Konstfack/
Arkitekturmuseet, Stockholm

Den evolutionara periferin. Arkitektonisk visualisering

av affordance i urbana periferier (to.m. 2013)
Projektledare: docent Gunnar Sandin, LTH, Lunds
universitet

Forfattarens professionalisering inom akademi och

folkbildning (tom. 2009)

Projektledare: universitetslektor Cristine Sarrimo, K3,
Malmo hogskola

Deltagande kartlaggning? Studier fér rumslig praktik

(ettarsbidrag 2010)

Projektledare: fildr Meike Schalk, Arkitekturskolan,
KTH, Stockholm

Moderniteter pa undantag: gestaltning och metod

(tom. 2013)

Projektledare: fildr Staffan Schmidt, Malmo hogskola

Tillit och utveckling av dialog (to.m. 2013)
Projektledare: konstnar, professor Esther Shalev-Gerz,
Konsthogskolan Valand, Goéteborgs universitet
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Amphibian Decreation in Choreography and
Philosophy (until year-end 2014)
Project Manager: Senior Lecturer Per Nilsson, Umeé&
Academy of Fine Arts, Umea 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 Gothenlburg
Practical Methods in Artistic Research in Theatre,
Part 2: ‘Action Space (one-year grant, 2007)
Project Manager: Per Nordin, University Lecturer, Acad-
emy 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 inter-
play among them
Project Manager: Professor Eva Nassen, University of
Gothenburg
Investigating, Revealing and Shaping the Question:
What Choices do Actors Face in the Moment of Crea-
tion? (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 Géran Du Rées, School
of Film Directing, University of Gothenburg
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Cinésense — utveckling av interaktiv film (tom. 2008)
Projektledare: professor Ingvar Sjoberg, Linkdpings
universitet

Dialogen som ett verktyg i scenkonstens arbetspro-

cesser (planeringsbidrag 2011)

Projektledare: professor Barbro Smeds, Stockholms
dramatiska hogskola

Expanderad Koreografi: Koreografi som generisk

kompetens (tom. 2012)

Projektledare: koreograf, hogskolelektor Marten
Spéangberg, Dans och Cirkushdgskolan, Stockholm

Los Angeles Islands — konstnéarlig forskning om arki-

tektonisk amerikanitet i en svensk region (tom. 2007)
Projektledare: professor Lars-Henrik Stahl, Arkitektur,
LTH, Lunds universitet

Placebo: Ersattningsestetik i sjukhusarkitektur (to.m. 2011)
Projektledare: professor Lars-Henrik Stahl, LTH (Lunds
universitet)

Skrivandets rum — om samtalets poetik och essan

som kunskapsform (to.m. 2008)

Projektledare: professor Staffan Séderblom, Gote-
borgs universitet

Kropp och rum: en undersdkning av relationen kropp

och rum... (tom. 2015)

Projektledare: professor Clemens Thornquist, Textil-
hogskolan, Hogskolan i Boras

Performativa strategier och deltagande vid natens

utkanter (tom. 2014)

Projektledare: konstnariuniversitetsadjunkt Palle Tors-
son, ISAK, Linkdpings universitet

Ingrepp — konst i stadsliv och stadsutveckling (to.m.

2009)

Projektledare: professor Peter Ullmark, Hogskolan for
design och konsthantverk, Goteborgs universitet
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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)/Swe-
dish Museum of Architecture, Stockholm
The Evolutionary Periphery. Architectonic Visualisation
of Affordance in Urban Peripheries (until year-end 2013)
Project Manager: Associate Professor Gunnar Sandin,
LTH (Lund University)
Professionalisation of Authors in Academic Life and
Popular Education (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 Archi-
tecture, 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, Malmo University
Cinésense — Development of Interactive Film
(until year-end 2008)
Project Manager: Professor Ingvar Sjoberg, Linkoping
University
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(ordlekar) — oangsliga kommunikationssystem som
liknar konst (ettarsbidrag 2006)
Projektledare: konstnar/doktorand Cesar Villanueva,
Vaxjo universitet
Visuella varldar 2 Farg, ljus, form och rérelse (tom.
2005).
Projektledare: professor Gésta Wessel, Konstfack,
Stockholm
Engagemangets metoder: Ett projekt om den episte-
mologiska relationen mellan samhéllsvetenskap och
konst (to.m. 2008)
Projektledare: konstnar/orofessor Elin Wikstrom,
Konsthogskolan, Umea
Konsten, politiken och pappa. Beratta genom andras
roster och dverskrida genrer (tom. 2013)
Projektledare: forfattare/filmregissér Maria Zennstrom,
Konstakademen, Stockholm
Tusen ar hos Gud en sekund pé jorden Dansteatero-
pera (tom. 2006).

Projektledare: professor/ koreograf Margaretha Asberg,

Danshogskolan, Stockholm
Musik i rérelse: Nya konstnarliga strategier for att
sammanféra koreografi och musikalisk komposition
(tom. 2014)

Projektledare: musiker/fildr Stefan Ostersjo, Musik-

hogskolan i Malmo, Lund universitet
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Dialogue as a Tool in the Working Processes of
Dramatic Art (planning grant 2011)
Project Manager: Professor Barbro Smeds, Stock-
holm Academy of Dramatic Arts
Expanded Choreography: Choreography as a Generic
Skill (until year-end 2012)
Project Manager: choreographer and Senior Lecturer
Mérten 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
Stéhl, 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 Soderblom,
University of Gothenburg
Body and Space: An Investigation of the Relationship
Between Body and Space (until 2015)
Project Manager: Professor Clemens Thornguist,
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 Cul-
ture (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 Epistemo-
logical Relationship 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
Zennstrom, 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, cho-
reographer, 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,
Malmo Academy of Music, Lund University
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HOMMITTEN FOR HONSTNARUIG
FORSRNING, VETENSKAP/RADET
- LEDAMOT/FORTECHNING

Ledaméoter utsedda perioden 2013-2015:

Professor Catharina Dyrssen, Arkitektur, Chalmers tekniska hogskola Goteborg, ordforande
Gistprofessor Kristina Hagstrom-Stahl, Stockholms dramatiska hogskola, Stockholm

Professor Lars Hallnas, Textilhogskolan, Hogskolan i Bords

Professor Hans Hellsten, Musikhdgskolan i Malmo, Lunds universitet

Vice rektor, docent Johan Sandborg, Higskolan for konst och design, Bergen, Norge (from. 2014)
Professor John Sundholm, Filmvetenskap, Karlstads universitet/Stockholms universitet

Bitr. professor, koreograf, Asa Unander-Scharin, Luled tekniska universitet

Sekreterare: Forskningssekreterare/redaktor Torbjorn Lind, Vetenskapsrddet
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SUEDUH RESERRCH COUNCILS
COMMITTEE FOR
ARTL TIC RESERARCH

Members from 1 January 2013 to 31 December 2015:

Professor Catharina Dyrssen, School of Architecture, Chalmers University of Technology, Gothenburg, Chair
Visiting Professor Kristina Hagstrém-Stahl, Stockholm Academy of Dramatic Arts

Professor Lars Hallnas, Swedish School of Textiles, University of Bords

Professor Hans Hellsten, Malmé Academy of Music, Lund University

Associate Professor Johan Sandborg, Bergen Academy of Art and Design, Norway (from 2014)

Professor John Sundholm, Cinema Studies, Karlstad University/ Stockholm University

Assistant Professor, Choreographer, Asa Unander-Scharin, Luled University of Technology

Secretary: Research officer/Editor Torbjorn Lind, Swedish Research Council
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TIDIGARE ARGANGAR
AV ARSBOHEN

2004  KONST-KUNSKAP-INSIKT
- texter om forskning och utvecklingsarbete pa det konstnarliga omradet

2005 METOD & PRAKTIK
- texter om forskning och utvecklingsarbete pa det konstnarliga omradet

2006 KONSTNARLIG FORSKNING
- artiklar, projektrapporter & reportage

2007 KONSTNARLIG FORSKNING UNDER LUPP
- utvardering, artiklar och projektrapporter/reportage

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 frégor for den konstnérliga forskningen

2012 DOKUMENTATION OCH PRESENTATION AV KONSTNARLIG FORSKNING

2013  KONSTNARLIG FORSKNING DA OCH NU - 2004-2013
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PREVIOUS EDITIONS
OF THE YERRBOOHR

2004

2005

2006

2007

2008

2009

2010

20m

2012

2013

ART, KNOWLEDGE AND 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
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Method—Process—Reporting is the 11th Yearbook in the series. Following last year's
anniversary edition, we continue to describe the development of artistic research. The
format can be seen as a return to that of the pre-2013 Yearbooks, with a focus on key
issues (general articles, this year homing in on questions of method), reviews and project
presentations.

The book opens with an article on methods, which draws the conclusion that there is no
one method for artistic research - instead, methods should be developed within each art
form on the basis of the working methods employed. Then comes a report on the Swedish
Research Council's Fourth Symposium on Artistic Research, which recently took up questions
of methods and reporting.

The Yearbook includes reviews of two doctoral theses in the field of music, which are
among the first doctoral theses in the artistic sphere at the University of Gothenburg, and
indeed in Sweden as a whole. Artistic doctorates were introduced in 2010 to take account
of the specific conditions that apply to research in the artistic field.

This year there are presentations of four projects that have received funding from the Swedish
Research Council. The projects are about the dancer and the artistic process, forms of
sustainability in design, an expanded field of art music and a sustainable experience art
park. This indicates that questions concerning sustainability and the environment are also
gradually finding a place for themselves in the artistic field. The project reports are then
commented on by the Swedish Research Council's Committee for Artistic Research.

In the closing remarks, the Chair of the Committee reflects on the current situation in the
field and on the ongoing work of the Committee.
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