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ABSTRACT

ANNA JENSEN
ENCYCLOPEDIA OF IN-BETWEENNESS

An Exploration of a Collective Artistic Research Practice

The dissertation Encyclopedia of In-Betweenness. An Exploration of a Collective Artistic
Research Practice presents art as a socially prominent phenomenon that is always in
a state of becoming. It suggests that art is on the front line perceiving new emerging
ideas and ideologies while it also impacts and creates them. This means that art is
obliged to seek what we, in fact, cannot yet know.

The thesis has two main research questions. It explores how art can be a way to
approach the unknown, and how it can be a tool for societal research and change.
By creating art, we create societies. This is an immense task, and this dissertation
explores the possibilities and responsibilities of it. Working towards the new always
means working with the unknown, being in process and in an in-between state of
becoming. To present in-betweenness, processes and becoming - things that are
not known to us - new forms and methodologies are needed. Mapping the entan-
glements of the contemporary art world the thesis provides new perspectives on the
relational nature of our being and ends up documenting a turn in the contemporary
art world: how collective practices, site-specific and process-led approaches have
emerged from the margins to the mainstream. The thesis documents how collective
art projects can function as research platforms providing new knowledge and places
for encounters.

This study, positioned in the field of artistic research, uses exhibition mak-
ing and curating as methods. By creating a network of varied knowledge, from the
analysis of past projects to the diversification of theoretical and philosophical refer-
ences, this dissertation intends to present how everything is in process and everything
is symbiotic. The form of the dissertation — an encyclopaedia with taxonomic col-
our-coding - is part of the methodology. It adds one layer to the domino effect of

projects playing with known forms and questions of the unknown. Because artistic
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research operates with forms and experiences, these methods are part of the me-
diation: the in-betweenness and process-oriented approach defines the form and
reading. The form follows the logic of the over 20 collaborative projects realized
by the author during the past ten years presented and analyzed in the thesis. De-
constructing familiar concepts from “biennial” to “world expo” and “encyclopaedia”
helps to explore the unfamiliar and makes hidden structures visible.

The thematically colour-coded entries map the current discourses, but they
also point out the hierarchical conception of knowledge itself and the absurdity of
taxonomic processes. It leads to the question of control, and the fact that eventually
one can never control how something is encountered, experienced, and interpreted.

Fl

Encyclopedia of In-Betweenness. An Exploration of a Collective Artistic Research Prac-
tice vaitoskirja kasittelee taidetta sosiaalisesti merkittavana ilmiona, jonka olemus
perustuu jatkuvalle muutokselle ja sille, mika on vasta tuloillaan. Teos ehdottaa, etta
taide on aina etulinjassa aistimassa uusia aatteita, ideoita ja ilmioita, samalla luoden
niita ja vaikuttaen niiden syntyyn. Tama tarkoittaa, etta taide vaistamatta etsii sita,
mita itseasiassa emme edes voi viela tietaa.

Tutkimus lahtee liikkeelle kahdesta tutkimuskysymyksesta: miten taide voi la-
hestya tuntematonta, ja miten se voi tuottaa ja tutkia sosiaalisia tilanteita ja muu-
toksia. Luomalla taidetta luomme yhteiskuntia. Tama on haaste, johon vaitoskirja
vastaa kasittelemalla taiteen mahdollisuuksia ja velvollisuuksia. Uutta kohti toimi-
minen tarkoittaa aina tuntemattoman kanssa tyoskentelya, prosessissa ja valitilassa
olemista. Tallaisten tuloillaan olevien ja valissa olevien asioiden, jotka eivat viela ole
tiedossamme, tunnettuja tai meille tuttuja, esittaminen vaatii uudenlaisia tutkimuk-
sen menetelmia ja muotoja. Kartoittaessaan tallaisia nykytaiteen kentan ilmioita tut-
kimus tarjoaa uusia nakokulmia olemassaolomme suhteellisuuteen - miten se aina
tapahtuu suhteessa toisiin — paatyen samalla dokumentoimaan kuinka kollektiiviset,
paikkasidonnaiset, ja prosessilahtoiset tekemisen tavat ovat nousseet marginaalista
keskioon. Tutkimus dokumentoi sita, miten kollektiiviset taideprojektit voivat toimia
tutkimusalustoina, tuottaa uutta tietoa, ja mahdollisuuksia kohtaamisille.

Taiteellisen tutkimuksen alueelle sijoittuva vaitos kayttaa kuratointia ja nayt-
telyiden tekemista tutkimusmenetelminaan. Se luo erilaisten tietamisen tapojen ja

teorioiden verkoston yhdistamalla taiteellisen tyoskentelyn kautta hankittua tietoa
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teoreettiseen ja filosofiseen aineistoon, osoittaen, kuinka kaikki on prosessissa ja
pedia, lisaa uuden kerroksen projektien dominoefektiin, jossa yksi kysymys synnyttaa
seuraavan ja jannite syntyy tunnetun ja tuntemattoman valissa toimimisesta. Tai-
teellinen tutkimus toimii muodon ja kokemuksen alueella, joten nama metodit ovat
osa sitd, miten tutkimus tulee valitetyksi. Muutos ja prosessilahtoisyys vaikuttavat
lukemiseen ja muotoon, joka noudattaa tutkimuksessa esitettyjen ja analysoitujen
projektien logiikkaa. Tuttuja kasitteita ja konsepteja, kuten "biennaali”, "maailman-
nayttely” tai “ensyklopedia” dekonstruoimalla hankkeet ovat mahdollistaneet tunte-
mattoman lahestymisen ja piilotettujen rakenteiden nakyvaksitekemisen. Viimeisen
kymmenen vuoden aikana kollektiivisesti toteutetut yli kaksikymmenta kokeellista ja
tutkimuksellista projektia muodostavat jatkumon, jonka kautta taiteellisen tutkimuk-
sen mahdollisuuksia tarkastellaan niiden tekijapositiosta kasin.

Temaattisesti varikoodatut luvut tallentavat ajankohtaisia keskusteluja, mutta
samalla osoittavat tiedon hierarkkisen luonteen ja luokittelun absurdiuden. Tata kaut-
ta tutkimus paatyy kasittelemaan myos kontrollin ja hallinnan kysymyksia ja sita,
miten lopulta emme kuitenkaan voi ennaltamaarata miten joku asia tulee koetuksi,

kohdatuksi ja tulkituksi.
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Collectives

Porin kulttuurisaato Space Invaders
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Other

Pori School

A title given, partly as a joke, to a “low-threshold” way of making and exhibiting art
and artistic research that was practiced in the Master of Arts programme in Visual
Culture at Aalto University’s Pori department: a site-specific, experimental, and
research-oriented practice that has later influenced and developed into different
practices in different places. The low-threshold method took us out of the studios
and galleries to public spaces where the possibility for making and experiencing art
would be available for diverse groups of people. In the Intervention to Urban Space
publication The Pori School was presented as a platform for experiments, that were
possible because of multiple reasons: Firstly, the felt distance from the presumed
centres of art in Finland. Secondly, because Pori was a place where many artists
and researchers interested in experimental and confrontational working methods
came together, and thirdly, because of concrete and material reasons like pos-
sibilities of wasteland, urban space and vacated buildings, that were in the book
named as cheap testing platforms for experimental projects and would interest
new kinds of audiences. In addition, alternative artist communities in Pori, such as
T.E.H.D.A.S. association, which is particularly oriented towards performance art,
were named as pioneers that had created favorable conditions for experimental

practices. (Jensen, Rajanti and Ziegler, 2018, p. 25)
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INTRODUCTION

Why write a dissertation about art’s possibilities and responsibilities, about the un-
known and in-betweenness in the form of an encyclopedia? Artistic research often
means navigating what is not yet known. This not-knowing becomes a mercurial part
of the practice. Curator Lucy Cotter considers artistic research as a form of aesthet-
ic resistance, emphasizing art’s unique material and conceptual epistemologies, its

ways of knowing and not knowing. She writes;

Avrtistic research raises important questions about where to situate art in
our minds and in our society. It raises questions about the relative auton-
omy of art and its institutions from the neoliberalism of the art market
and the educational sectors alike. It points to the emergence of new
destinations and new forms of agency for contemporary art, as well as to
its fragility vis-a-vis wider socio-economic agendas. At its best, the para-
digm of artistic research opens space to expand the parameters through
which we view art, supporting its organic interconnectivity with other
fields of enquiry and its agency beyond the narrow confines of art world.
Artistic research foregrounds the artist as a thinker, while redefining the
very nature of what it means to think. (Cotter, 2019, p. 21)

Art, artistic research, and even popular culture, provide possibilities for approach-
ing the unknown, while considering what it means to think. This means that there
are always more questions than answers. It means that things — thinking, making,
experiencing, events, exhibitions, artworks, stories we tell — are in-process, taking
shape, becoming: in-between the proposed question and the answer. Through ar-
tistic practice and research, we can imagine and respond to the fundamental ques-
tions of life we cannot analytically capture and things we don’t know. Art is a way of
imagining together, a way of approaching the uncanny and unknown, the disturbing,
confusing, irrational, transient side of our being. At the beginning of this research
there was a hypothesis: a belief that “living” and “dead” are the only absolute and

stable concepts — concepts that do not change depending on time and culture, and
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therefore entities resisting these absolute conceptions would be the utmost uncan-
ny or unknown. It turned out that this is not the case. Living and dead are far from
clear and unchanged ideas. Against the earliest belief there are many things that
are in-between dead and alive. Eventually everything is always in process, always
moving and changing. This is not an original idea. It was presented by Heraclitus,
the ancient Greek philosopher, who saw the world as in a state of constant flux: as
impermanence and circular change between opposites. These ongoing processes are
mixed with other processes and entangled in their nature.

That the original hypothesis proved wrong did strengthen the research ques-
tion: that art is a way of approaching the unknown and therefore a way of exploring
ways of knowing and not knowing. When art approaches the novel and unknown, new
methodologies, methods and conceptions are required. To create these and to share
the work happening on the verge of the unknown, known forms and concepts can be
put to use. This dissertation presents art as a socially prominent phenomenon that
is always in a state of becoming. It suggests that art is at the front line of perceiving
emerging ideas and ideologies, while also impacting and creating them. This means
that art is obliged to seek what we, in fact, cannot yet know. The thesis has two main
research questions: how art can be a means to approach the unknown and how it
can be a tool for societal research and change. Art is always political, but politics are
not simple and political art doesn’t mean simplifying. What may seem like moralistic
reactions or lecturing is a reaction to the discussions of this time and to the fact that
art cannot escape ethical questions. The reactions are based on a maybe even naive
attempt to create solutions instead of just pointing out mistakes.

This dissertation is positioned in the field of artistic research, and it uses exhi-
bition making and curating as methods. It presents and analyses over 20 projects
realized during the past ten years. When exhibition making is used as a method for
approaching the new and the unknown, it often takes familiar forms, such as an
exhibition, allowing new and not yet known things and forms to occur within this
framework. The exhibition becomes a laboratory where occurrences happen and
can be observed, while the exhibitions themselves create a chain of projects. In this
dissertation the domino effect turns into texts. One chapter leads into the next,
allowing the question to create new ones.

By creating a network of diversified knowledge, from the analysis of past proj-
ects to the diversification of theoretical and philosophical references, this disserta-

tion presents that which is processual and symbiotic. The research presents projects
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titled with well-known names, such as “biennial”

or “world expo”, where the title is
used as a vessel to explore alternative ways of working. The dissertation itself takes
the form of an encyclopedia. Instead of presenting distinct and comprehensive en-
tries, it focuses on the interconnectivity and in-betweenness of things. It shows
how art, like most things, is always in the state of becoming, happening in-between
questions and answers, those making it and experiencing it, between materiality,
spatiality, and conceptuality. The color-coded taxonomy of the dissertation pro-
vides possibilities for alternative ways of experiencing the text. Constructed as an
exhibition with multiple layers, the reader/visitor can approach the text as a whole or
read it according to color. Not dissimilar to experiencing an exhibition or event, the
experience consists of different elements.

In this dissertation the taxonomy deploys five colors. Green is used for the
projects that have been the research platforms. It documents and analyses them.
Orange handles practicalities, processes and concrete work-related issues. Blue re-
fers to the philosophical and theoretical interests behind the projects, not always
visible to the public. Purple is where the theoretical and practical meet, the exhi-
bition texts, or text from catalogs. They combine the different components of the
show and research: theoretical and thematical starting points, spatial questions and
political issues related to this, collective discussion and approaches, collaborative
outcomes and the exhibitions with artworks. And then there are “gaps” that function
like artworks in the exhibition: these explore the theme at hand, but, crucially, they
do this on their own terms, not merely illustrating the theme, but rather providing
new perspectives. Together these components produce an organic network of inter-
connected knowledges and processes that are changing in time, unfolding differently
with each encounter. While mapping the entanglements of the contemporary art
world, the thesis offers new perspectives on the relational nature of our being. Ulti-
mately, it documents a turn in the contemporary art world: how collective practices,
site-specific and process-led approaches have emerged from the margins into the
mainstream, and maps concepts related to this turn and its discourses.

Instead of universal or unique truths the thesis uncovers art as an entity that
is collective, in motion, always relational, always site- and time-specific. This means
that process-led artistic research is a way of exploring things that are in the state
of becoming. Art explores and creates representations. Therefore, it carries both
power and possibility. This power comes with responsibility: it creates knowledges

that do not yet exist, new ways of seeing, and eventually, new ways of being. Taking
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the fundamental state of becoming and in-betweenness seriously, this thesis focuses
on possibilities and what is to come. While the practice of artistic research might be
metaphorized as swimming in ineffable darkness (as Cotter suggests), it is also swim-
ming in brightness, in a sea of hopefulness that supports and motivates.

Tracking the developing process is like giving form to that which is still formless.
To comprehend that which we do not know is, necessarily, an impossible task. One
possible means of doing this is to move around the unknown, in a territory that is
relational, an entangled sea of concepts, ideas, theories and artworks. The concept
of entanglement was originally theorized in the context of posthumanism, before
being deployed in the field of contemporary art. Curator Lisa Rosendahl explains her

understanding of entanglement:

...decision to work with notions of inseparability and entanglement

was made in acknowledgement of a wider epistemological turn being
undertaken by artists, philosophers, researchers, and activists who are
today examining critically modernity’s division of the world into binary
oppositions between, for example, male and female, culture and nature,
individual and collective, or past and present. The concept of entan-
glement is used to describe the world in ways other than the unlinear,
growth-oriented model that has become normative in the era of industri-

alized capitalism. (Rosendahl, Lisa, 2022, p. 415)

Rosendahl refers to feminist and posthumanist philosophers, such as Donna Har-
away and Karen Barad, who have used quantum physics and its findings to describe
how all life is relational and based on different forms of influence and dependence. In
turn, this research explores these relations, and the possibilities and responsibilities
of art in the contemporary world. It maps the relational field and gives it a form, just
as art has always done to the subjects it studies, and documents what happens in the
process and in the in-between place that hosts artistic research.

When processual art is mapped, as is the case in this dissertation, there will
inevitably be gaps, gaps being part of the entangled nature of the artistic process
itself. In October 201 9. osloBIENNALEN first edition 2019-2024 research librar-
ian and literary critic Marius Wulfsberg writes how “Historically, maps have been an
expression of our need to find our bearings in the terrain. With his work Geography,
the Greek cartographer Ptolemy (Claudius Ptolemaeus) is said to have been the first

22 ENCYCLOPEDIA OF IN-BETWEENNESS



to develop a method for reproducing the round globe on a flat surface. This does not
mean that the map always matches the terrain. Often it is rather the terrain that
has to be adapted to the map.”(2019, p. 246) . Wulfberg’s example refers to the
inevitable gap between the world and its representation: “what a map is but a way
of emphasizing some things and making other things invisible”, like Jeff Vandermeer
writes in Annihilation (2014, p. 66). How “reality” is experienced does not match
how it is considered, mediated, and represented. There remains an uncanny crack.
When this uncanny crack reveals the expected rational wholeness covering the world
around us (or inside us) and what is revealed is new and unknown. This uncanny,
theorized by Freud as “the unheimlich”, reveals the strangeness that exists in our
homelike surroundings — what we thought we knew turns out to be unknown.

How to approach this uncanny gap and the unknown? In histories of science
and philosophy, the idea of omnipotence and consistency has been prevalent - that
if we study, think, and write carefully and rationally, we will be able to explain the
ineffable. However it is also true that throughout history, there has been ongoing
negotiation with this demand and with the limits of knowing. Still, even if there isn’t
an all-encompassing logic at work, we remain curious about this limit as well as dif-
ferent methods employed to try to account for the ineffability of the unknown.
This dissertation explores these possibilities, and as they are always connected, the
responsibilities of art. Tanja Tiekso, whose dissertation explores the idea of exper-
imentality in avant-garde music manifestos, explains how an avant-garde concert
including experimental and noise music created a feeling of being on the verge of
the uncanny together. (Tiekso, 2013, p. 36) The feeling of belonging is important in
this interpretation: that art provides places where the uncanniness of our being can
be experienced together. Art can bring people and ideas together, and give forms to
that which remains illegible, nameless, things that lie beyond everyday understand-
ing or rational, scientific explanations.

This unknowability is a challenge for artistic research, or practice-led research,
where intuitive processes and unnameable experiences are combined with concep-
tual language within an academic framework. This means admitting that the work is
always in process, in-between, but this in-betweenness has expansive potential with-
in it, especially when it is understood as a dynamic space for intersecting disciplines:
“In-betweenness” can be understood as a liminal space or state that implies dynam-
ics of continuity, separation, transition, overlapping, and mobility. It involves issues

related to territories, practices and representations. It can be studied in a range of
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fields.” (Giardinelli, 2019) According to Cotter, this is precisely the strength of
artistic research and art: “The artwork never closes down this dynamic, even when it
is ‘Ainished’. Its radical potential lies precisely in this destabilization of reality, insisting
on this essential incompleteness, a non-closure or non-totalising of form.” (Cotter,
2019, p. 12) How, then, to apply this incompleteness to academic research? Lec-
turer and practice-based researcher Sophie Hope emphasizes the importance of
intuition, of acknowledging subjective, embodied knowledges but also the require-
ment of reflexive interrogation. She writes about how, in the context of practice-led
research, theory and analysis arise at different points and are interlaced, entangled.
Experience and long-term practice turn into intuition and improvisation that the
researcher-practitioner is then able to turn into knowledge. (Hope, 2016, p. 4)

While this dissertation positions itself within the tradition of artistic research,
the reflexive element of practice-led research is still present. This research employs
an interdisciplinary approach. Through analysis and practice, it combines knowledge
created in research-oriented artistic projects within the fields of philosophy, anthro-
pology, architecture, queer and gender studies, and cultural studies and psychoan-
alytic aesthetics. Turning practice, its experiences and outcomes, into knowledge
comes about through analysis and reflection, but also within the practice itself: the
following project is always a place for analysing the previous one. The curatorial re-
search method is put into action in the analysis. This practice-analysis impacts how
the theme and form are chosen and articulated, where the event happens, how the
artists are being chosen, how the project is realized and mediated for the audience,
and finally, how it is documented and conceptualized afterwards. What are the sto-
ries we tell and how is the event narrated?

The dissertation presents a domino effect of projects and maps the possibilities
of making and mediating art. It asks how art can create places for belonging and
for exploring the unknown. It presents and reflects on research-oriented and prac-
tice-led projects, where curating is used as a method for creating new knowledges
while combining this knowledge with art theory and philosophy. In this research, ex-
hibition-making is deployed as a tool for creating new forms of thinking. Through the
research, the practice is presented alongside a curated collection of other thinkers,
writers, artists, exhibition, academics, and artworks from the past and present. This
mapping project does not aim to reveal a singular truth about the contemporary art
world, but rather to express its entangled, relational and fragmented nature. Instead

of the traditional understanding of art as an object produced by an individual author,
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the dissertation approaches art as collective practice, as a way of being-with on a
“symbiotic planet” (Margulis, 1998). It is a taxonomic project that also demon-
strates the impossibility of taxonomical approaches to a world that escapes classi-
fication and is necessarily in a state of becoming. The knowledges presented here,
and those that are created through art, are yet to come, and reside in an in-between
state: in-between the maker and the public, the author and the reader, the world
and the object, the object and the subject. This kind of knowledge has elements that
are not representable only in words and therefore the research also approaches the
question of knowledge itself. What passes as knowledge and could there be other
ways of understanding and mediating it?

In the context of this research, curating® is understood as a methodology and
the curator as someone who operates within various paradigms and at specific times
and spaces, to create new knowledges, practices, and ways of mediating them. This
in-betweenness of curatorial practice provides opportunities for openness. Curating
as research methodology creates a bridge between theory and practice: practice
turns into theory and theory turns into practice. The open-endedness of this type
of curatorial practice implies an intuition for that which is yet to come, an ability to
mediate issues with others through the materiality and spatiality of art. In-between-
ness also implies constant negotiation, subjecting possible new hypotheses to public
conversation and criticism. This conception of curatorial practice follows the one
presented in Curating in Feminist Thought (2016):

...the curator as an agency within which the art world locates its work of
recognizing, celebrating, validating, and rejecting, and one that is suscep-
tible to a feminist analysis. It is important to see the curatorial function
as part of a developing discursive formation, with its specific inclusions,
exclusions in respect of race, class, and gender.

(Krasny, Perry and Richter, p.2, 2016)

Artistic research functions in the same way as art: it explores the new and tries
to find novel ways of thinking and doing that correspond to the current time, but
crucially, in a way that is familiar and legible enough to be concretized. In this sense,

2 Understood as exhibition- and event-making, writing, researching, creating possibilities for conversations,

participating in public discourses.: “curating” is not so much trough the end product — the exhibition or the
collection — but as practice of exploring, organizing, making and mediating,
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the thesis follows the many philosophers, such as Georges Bataille, Maurice Blan-
chot, Jacques Derrida, and Hélene Cixous, who have claimed that there are always
elements in the world that lie beyond language, or that language cannot account for
the full range of our experience of the world.

The framework of this research is process-led research, or practice-research,
as Hope calls it, referring to Frayling’s conceptualization of research for art, being
the “ most enigmatic, resulting in an end product as an artwork where ‘thinking is
embodied in the artifact (Frayling 1994).” (Hope, 2016, p.3) Artistic research and

practice-research are still in the process of taking their positions in the academic

[

context. This can make them seem superficial or incomprehensible, as in humanities
the idea of research necessitates that it occurs in conversation with its tradition and
canon, validating itself in this dialogue. Artistic research can communicate both with
the tradition of theory and philosophy, but also with art history. As a discipline, it is
also still searching, being established, experimenting with boundaries. One advan-
tage is that it is more flexible and reactive to contemporary demands. This is also
a challenge for those practicing artistic research in addition to the reader and the
evaluator: without an established schema the results and form are still subjected to
negotiation, and find themselves too in a state of becoming.

The dissertation at hand perceives art and artistic research as occurring at the
front line, not as inactive witness or documentation, but as active and responsible
agencies. Art not only provides passive representations, it actively reflects and in-
terprets current situations and impacts the world around it. Art grapples with that
which is legible, but also with that which is illegible and yet to take form. It represents
what is, but also suggests new, alternative ways of thinking, being, creating. Art can
produce and mediate knowledge. This can be knowledge that already exists but also
knowledge that is in a state of becoming. This is the basis for the possibilities and
responsibilities of art: that it can be a vessel of change and new understanding, but it
also needs to respond with respect and be aware of the changes around it, and also,
of this expectation. The canon is predicated on repetition: when a particular form is
repeated often enough in a context that suggests its quality, a valued art institution
for example, it becomes familiar and understandable, “good”. For the enlightened
audience it may become boring but the familiarity makes it untouchable. When cer-
tain plays, operas, and statues are criticized because of their offensive, violent, or
discriminative content, it raises a storm and the “quality”, “freedom” and “tradition”

of art are aggressively defended. Art is never just art, it is a question of class, tradi-
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tions, cultures, inclusion and exclusion, and education. The canon3 is not a neutral
archive of works and artists, but a result of colonial and patriarchal structures, that
today are being reconstructed in theory and practice. A poignant is example is The
2022 Venice Biennial The Milk of Dreams, curated by Cecilia Alemani, which worked
beyond just exhibiting and listing artists outside of the traditional canon but present-
ed them because of their subversive power. (Alemani, 2022)

While this dissertation explores the possibilities and responsibilities of art, and
how art is a meaningful and meaning-making phenomenon which creates communi-
ties and studies them, it also considers the often-avoided question of what is art: art
that may not be immediately understandable, or art that does not have an imme-
diate application or that seems unproductive in a traditional sense, but can still be
fruitful. Art can enchant, it can imagine, it can create hope. Relevance is not equal
to being immediately “productive” or applicable. In our contemporary moment, this
often seems to be the expectation. For example, universities and colleges combining
art with economy or technical studies to create new innovations or when politicians
and decision makers want immediate and visible effects, whether it is a question of
art or research, and the understanding of art and its possible impact is shallow. |
argue that the magical essence of art is also what makes it significant and subversive,
as well as its relational and communal power.

Performance artist and professor Tero Nauha writes about artists and their role
in the society:

Artists today struggle with their intellectual property and requests for
knowledge production in research and content... (artists) at least intu-
itively, they understand the value of future contracts based on trait, attri-
butes, notions, and affects... But, today and in the past, artists, actors,
musicians, writers, or performers have been regarded oddballs, weirdos,
dandies, punks, or poseurs. Rarely have they been taken seriously, but
only as beautifiers of society in one-to-one contracts. Generally, artists
are not seen as efficient servants of the greater good, at least compared
with bank tellers, or neurosurgeons. Yet, especially today, there is some-
thing tremendously powerful in the social surplus value amongst artists,
which is needed in social structures, but is not aesthetic. Artistic practice

3 This has been further explored in chapter Canon.
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may structurally transform social relations, space, and economic zones in

ways that have seldom been seen. (Nauha, 2021, p. 19)

Like art that is always in the state of becoming, and the artwork being only a starting
point of new interpretations, new narrations, and new meanings, this encyclopedia
is a work in progress. | call this becoming-meaning, an ongoing exchange between
problems and solutions instead of problem and solution®. This “becoming” as a phil-
osophical concept has, since Heraclitus, taken impermanence and constant change
as the fundamental state of the world and of our being. Later this idea was developed
by nineteenth century philosophers such as Friedrich Nietzsche and in the twentieth
century by Gilles Deleuze and Felix Guattari. In art theory, the idea of becoming has
affected how art is seen and understood today. From the notion of “the death of the
author” to collective, process-based and participatory practices, the idea of art as an
eternal and closed object has shifted toward an always changing and porous entity.
This is also the aim of this dissertation which unfolds differently in every reading and
in every encounter. Like a meandering river carving its forms into the land, this text
carves out meanings: instead of presenting clear, hermetic results it moves through
projects, places, times, and discourses. Instead of the author claiming an authori-
tative position, as in euro-patriarchal knowledge systems, this process is dialectic.
Every reader and every reading generates different outcomes, different stories. Art
is about telling stories and about believing that these stories can change our worlds.
It also matters how and where these stories are told, and who tells them.

As an encyclopedia the dissertation presents complexities, experiences, and
experiments, while being an experiment itself: instead of considering the world as a
problem to be solved, this dissertation approaches the world in a state of becoming:
a cycle of questions and answers, endlessly following each other. It maps a process of
discovering uncertainty, collecting projects, artworks, theories, texts, and by repro-
cessing these elements the dissertation refigures the distinction between “theory”
and “practice”, “known” and the “unknown.” Rather than presupposing the inevita-
bility of these distinctions, the research meanders back and forth between different
elements, using space and embodied, sensory experience as anchors. Using the en-
cyclopaedia as an experimental project and form of research is not a novel approach.
This thesis positions itself in a long lineage of works appropriating and re-appro-

4 This has been further developed in entry Process-based practice.

28 ENCYCLOPEDIA OF IN-BETWEENNESS



priating the form of the encyclopaedia, from historical examples to contemporary
approaches such as Codex Seraphinianus (1981), written about an imaginary world
in an unknown language. Other examples include Jens Hoffman’s (Curating) From
A to Z (2015), Encyclopedia of Death and Dying (2014) and the Posthuman Glos-
sary (2018). In a similar manner to these examples, this thesis uses the form of an
encyclopedia as a starting point and follows the logic of the exhibitions presented.
These exhibitions deconstruct well-known concepts, from biennial to world expo.
Therefore, the research relates to the manifesto tradition. According to Tiekso, the
avant-garde manifestos in art are “sensitive to the world around them, aware of the
problems and attempting to solve them.” (Tiekso, 2013, p. 63) Avant-gardist and
experimental art practices have legitimized themselves by narrating social transfor-
mations and art’s role in the process. In avant-garde manifestos, the writer exposes
themselves, manifesting their perceptions and ideas based on their personal points
of view. (Tiekso, 2013, pp. 63-64) In addition to artist manifestos, an important
example for this dissertation is Donna Haraway’s Cyborg Manifesto (1985). In this
case, the form of a manifesto is a means for creating and mediating theory that is
visibly both personal and political. This manner and form of producing research cre-
ates opportunities to include stories that have often been excluded.

Encyclopedias and manifestos share ideological motives. They are written for a
particular reason: for something to change and things to progress. This mutual aim
is apparent in most manifestos, the name already referring to clearness of intention.
However, encyclopedias have the tendency to hide these intentions below the sur-
face of objective knowledge. One early exception is the Speculus majus (“The Great
Mirror”, completed 1244) by French scholar Vincent of Beauvais, which aimed to
show the world, not only as it is, but also as what it should become. (Collison, 2022)
Manifestos can present understandings, like embodied and sensuous or affective
knowledges, and position themselves against colonial, patriarchal methodologies.
Using these strategies as starting points, this dissertation organizes knowledge and
non-knowledge, as well as art and theory in the state of becoming, in an accessi-
ble order that does not attempt to hide the relational, rhizomatic, and fragmented
nature of the issues at hand. It combines theoretical, and often obscure, starting
points to practical and concrete methods and findings without a hierarchical setting,
highlighting the diversity of powers that intersect in the process of art- and exhibi-
tion-making. Instead of merely presenting processes and transcriptions of how the

projects or exhibitions were expected to take shape, the dissertation takes a deeper
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look at why they were done, what happened in-between, what was the result, and
how are they perceived today: what happens to the project when it is revisited and
mediated in an alternative context? In an entangled world, how are the projects in-
terpreted when they are presented in relation to other projects, concepts, theories,
and ideas? What are further meanings are created?

At the core of this dissertation is the proposition that art has great potentiality,
that it can provide a sacred sense of meaning and purpose considered lacking in our
contemporary, neo-liberal world. Our time is defined by burn-out culture, biodi-
versity loss, ecological collapse, all shadowed by the disenchantment® of the mod-
ern world. We are therefore burdened with the search for meaning and hope. This
subversive potential means that against the traditional understanding of art as an
autonomous sphere, art has not only autonomy but freedom and possibilities. It also
has responsibilities: art is never “free” but a product of a time, place, and context.
It occurs in a continuum of the tradition of arts. It reflects the times and cultures
that produce it but, instead of passively representing them, it actively participates in
the process of producing ideas, ideologies, and understandings, as well as structures,
norms, and expectations. Art is not autonomous, but still, its autonomy is a question
constantly posed and then negotiated. Autonomous art, art that is divided from so-
cial structures and functions, is a utopia fostered by those who benefit from it most.

At the same time, a certain degree of autonomy is essential. Art should be
independent of financiers and decision makers and remain at a distance, both con-
sidering the critical power art may possess, and the experiences it can provide. The
aesthetic experience can be seen as fundamentally conflicting with the utility of art.

This does not mean that art is not political, quite the opposite:

In fact art, for Ranciére, is always intrinsically political - not because it
‘represents’ political issues or makes reference to the current state of
affairs, or because it ‘represents’ particular groups or social collectives,
but because of ‘the type of space and time that it institutes, and the
manner in which it frames this time and peoples this space®...The appar-
ent ‘separation’ from other fields of practice is in reality a form of ques-

tioning them, of questioning the very social division of labor into ‘helds’

5 See Bennett (2001)
6 (Ranciére 2009, a:23) from the original text
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in modern society, the reduction of practice to labor. Aesthetics, after
Schiller, does not simply constitute a separate field of practice based on
the ‘autonomy’ of art. It is not that art is ‘autonomous’, but the mode of
experience that aesthetics is proposing... (Sansi, 2015, 77)

Alongside the question of knowledge and non-knowledge, and what can be concep-
tualized , this dissertation studies contemporary issues related to practice it pres-
ents, including inclusivity, accessibility, activism, and post-colonialism. However, it
should be noted that it is written from a position of a white, able-bodied Finn, and
this also defines many of the projects presented. While the projects are meant to be
low-threshold events, they still often take place in spaces that are not accessible for
all. This incompatibility also means that mistakes have been made during the proj-
ects discussed and many structural and internalized biases and prejudices have gone
unnoticed. The constant negotiation is present not only in writing and thinking but in
practice: what places to use, who to invite, how to articulate our aims. This explains
the emphasized importance of place, space, or site in the research itself: it is solid
ground when everything else is moving, an already shared element, a common space,
a point of tethering towards the unknown.

The encyclopaedic form of the dissertation, structures the complexity of issues
at hand in a way that respects complexity and provides readers different points of
entry and perspectives. The encyclopaedia, however, also implies the hierarchical
nature of knowledge: its form shows what is included but also makes obvious what
is excluded. As a form, the encyclopaedia already studies the nature of knowledge,
how we understand it, and how we mediate it. The dissertation-encyclopaedia is also
a continuation of the deconstruction project that is present in the exhibitions and
events the dissertation handles: for example Pori Biennale, Pori World Expo, Space
Invaders and How to Life all deal with the question of existing structures and expec-
tations and reappropriating them.

In the Manifesto of Artistic Research, the connection between an encyclopedia
and praxis is presented in the context of the history of the concept an encyclopedia
and the aim of controlling reality, again resembling an idea of a manifesto as a call of

action that will, eventually, make the world a better place:

The notion of practice, as connected to the arts and trades, in-creased in

standing with the publication of the Encyclopédie (1751) by Denis Did-
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erot and Jean-Baptiste d’Alembert. Today, wherever the term appears, it
is bound up with a promise. As nearness to concrete action, to work, or to
the actually happening, this promise relates to utility and a solution-ori-
entation, to practicality, usability, usefulness. ‘Praxis’ suggests not only
an implicit factuality but also at the same time the ability to control the
real, an intervention in its relations, a power to act which enables change,

whether in politics, education, the social sphere, or the sciences—or in

research at art schools. (Henke et al., 2020, 23)

This practice-led dissertation takes this idea of usefulness seriously, approachable
for diverse groups of readers: students, artists, decisions makers, curators, urban
planners, and theorists alike, all the while deconstructing ideas of usefulness and

controlled reality.
READING INSTRUCTIONS/MANUAL

This encyclopedia is divided into 91 entries presenting concepts. In turn, these en-
tries are divided into two approaches: verbal and visual. This is a rough division, as the
verbal, conceptual, and textual entries might have, or at least may create, images,
and the visual entries also include text. The visual part is called “gaps”, referring to
the fact that they are not meant to visualize the concept, but to create another
perspective, while they also consider the notion of documentation and presentation
itself. The image and the text surround the gap created in-between them, the gap
being an important part of the work, especially when approaching non-knowledge.
Artist and researcher Andrea Coyotzi Borja, in her study of the unknown, explains
the gap as “the words (the shared and the known) circle around the unknown, until
the form of the unknown carves out”. (Coyotzi Borja and Jensen, 2021) The gap,
and the non-knowledge, communicate with the concepts unheimlich, the uncanny,
and the Lacanian Real, all these concepts approach what cannot be fully revealed or
formulated. These concepts, not unlike the eerie, the weird, and Julia Kristeva’s se-
miotic, express that which is beyond our understanding but nonetheless still present.
This almost at reach can be marked with gaps, rather than rationalized.

The gap is often where meanings are created, where becoming takes place,
where the non-verbalizable exists. However, you cannot present the gap, neither
can the reader jump straight into it. You need to establish what circles it. Other than
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The thesis can be approached as an exhibition, with different colors referring to different areas. The
study explores the multiplicity of influences that take shape and weave together in an exhibition.
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that, the reader can move around the work as they wish: examine the concept they
are interested in, read it as a whole story from the beginning to end, or only look at
the pictures. The encyclopedia-dissertation can also be perceived following the logic
of an exhibition, where the various elements can be approached individually or as a
whole set in entirety. Entering an exhibition, the visitor can either experience the
show as a spatial and embodied effect, or begin by acquainting themselves with the
supplementary texts, the participating artists, curators, and themes, before following
the exhibition map and encountering one work at a time. In this dissertation the blue
parts are the philosophical and theoretical starting points that generate the projects,
research questions and impact their forms, even if they are not obviously visible in
the outcome.

The orange parts document processes, focusing on their concrete and material
sides, marking different elements, actions, agencies, and steps taken. Green parts
are exhibitions and projects, documenting their results and pieces in the domino
effect, taking thinking further. The purple sections combine theoretical thinking with
praxis, functioning as exhibition texts and catalogs to mediate the processes behind
what is exhibited and made into artworks. They are the intersections between expec-
tations and end results, between theory and praxis, abstract and concrete. Gaps have
no color, they are the artworks: they have come about in the context of a cognitive
process with an answer to a proposed question, which is the research question behind
the exhibition that is being explored together with the working group. However, they
also have alternative interpretations, and therefore, there is always a gap between
the concept and the form. Gaps are wormholes, where one’s mind can roam freely
and create alternative stories next to the concept, for example in chapter Abject, in
which the gap opens out towards immortal jellyfishes and Greek mythology. Gaps
present intuitive connections. At times, they may seem arbitrary and pointless, but
they can also create new intersections and become landmarks that drive the sto-
ry further. The entire dissertation and the projects presented in it, are based on a
method of thinking-with. This thinking-with, as well as the meandering approach
used, is in no way clean or straightforward, but reflects the paradoxical nature of the
themes it studies: “thinking “with” includes the acknowledgement of opposition(s),
of resistance, of paradox”. (Klaver, 2018, 49)

While the “exhibition” of the dissertation is a space created with words, one
more layer of the work is the material and embodied one. Encyclopedia is a book, an

object, an artwork itself. It can be touched, visited, and revisited. It presents actual
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places and events as well as narrates feelings, emotions, and sensuous experiences.
Words contain sweat, exhaustion, joy, pleasure, sand, sun, wind, mold, moss, smells,
sounds. Like the events presented in the dissertation, from the biennial to world
expo, it both represents and studies the phenomena used as a title, but also is what
it claims to be. Encyclopedia is also a space, a construction. In | was living in a strange
place, a stage piece about home and the history (Himma and working group, 2022),
the time and architecture of shared and private spaces, an idea of building a home
in a book, was presented: the home would be carefully constructed by words and
sentences. The piece itself happened in a space, but also used other spaces as start-
ing points. It created spaces with words and gestures. This research is also a space: a
construction site where an environment of working is being built, constructed and
deconstructed.

The dissertation can be used as a (incomplete) map of current art discourse: it
is a mapping project of issues, themes, and concepts concerning contemporary art
practice. However, it does not replicate a traditional cartographic process aiming to
conquer and control: instead of conquering, revealing, taking over, naming, owning
and drawing straight lines from one place to another, this is a meandering project and
text: a non-linear, flowing, non-deterministic, and sometimes even messy process
that necessarily takes time. It can be described in the same way as Rosi Braidotti
explains the posthuman, “embedded and embodied but also a figuration...a theoret-
ically-powered cartographic tool that aims at achieving adequate understanding of
on-going processes of dealing with the human in our fast-changing times.” (Braidot-
ti, 2019, p. 12) This also means approaching the unknown, the non-knowledge
and the uncanny. This leads to observe knowledge production itself, and how epis-
temology can be questioned. We name, we categorize, conceptualize, but still, the
foundation of our existence occurs on a slippery slope: language betrays us, concepts
change and reformulate. We search for a point of origin as the homelike turns un-
homely and pure truth becomes political construction: “no one has ever devised a
method for detaching the scholar from the circumstances of life, from the fact of his
involvement (conscious or unconscious) with a class, a set of beliefs, a social position,
or from the mere activity of being a member of a society”, as postcolonial theorist
Edward Said has written (Said, 1979, p. 10) The inner experience and the forms
and names given to it do not always meet. This might happen for at least two differ-
ent reasons: the experience is a result of the unknown and the uncanny, something

we do not have words for, or it happens outside the recognized, legible, and struc-
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tured part of society - the one that is represented and acknowledged, the grievable
part of it, as Judith Butler might name it. This gap between known and unknown is
where art can create places for encountering what escapes the organized and the
verbalized and places for sharing these uncanny inner experiences with others. When
it comes to academic theory of hegemonic knowledge and power, literary theorist
and feminist critic Gayatri Chakravorty Spivak, referring to Said, calls for “critic’s
institutional responsibility” (Spivak, 1993, p. 75). This responsibility can also be de-
manded from art, that because of its many mediums and practices, contains the pos-
sibility of exploring different knowledges from experiential to material to theoretical
and spatial, simultaneously, while collecting, organizing, producing, and mediating
them. When this responsibility and respect is taken seriously, art can be a powerful
tool, like curator Joanna Warsza writes: “| believe art is a powerful agent in memory
culture and can operate in historical consciousness, but only when treated with care,

fragility, integrity, and kindness.” (Rosendahl and Warsza, 2022, p. 88)

CONCEPTS: MAPPING AND MEANDERING
RELATIONS AND ENTANGLEMENTS

The dissertation maps a constantly changing field that is shared with others, and it
aims to be transparent about the shared nature of being and thinking. This includes
quoting (works and texts) as part of the process: this encyclopedia is a research
project but also a curated collection itself, an archive of projects, places, ideas,
thoughts, thinkers, and texts. Reading is a continuation of this mapping project, a
process of locating oneself in theoretical geography. As writer and activist Lucy R.
Lippard points out in Mapping the Terrain (1995): “On one hand, mapping the turf
can be seen as abetting surveys, fences, boundaries, zoning, and other instruments
of possession. On the other hand, maps tell us where we are and show us.” (1995,
p. 118). This research presents a field where entanglement is a key feature. Even
if the concepts are presented as separate, they should be observed as a network,
functioning in a similar manner as particles are observed in quantum entanglement,
a group that is generated, interact, and share spatial proximity and where the parti-
cles cannot be described independently. The entangled nature of the field makes it
sometimes difficult to map, but it also explains why mapping is much needed.
Mapping is not only a theoretical project but also a concrete survey of areas

and locations. The dissertation presents art projects that are pioneering the tempo-
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rary use of space’ in the Finnish context, and where the aim was to take interdisci-
plinary art and events to different neighborhoods and environments. In the begin-
ning, this practice was full of hope, promises, possibilities, new questions, and fresh
answers. The suburbs felt like an eternal unknown land waiting for things to take
place. These hopes were proven naive and brought up a number of questions around
who was benefiting from these gentrifying practices. What are the benefits of these
independent, low-threshold projects? Who are the independent curators and artists
working for? And what does this “independence” mean? When depleted areas are
used for contemporary art projects and the supposed aim is to increase the residents’
ownership of the neighborhood, it is often the case that these neighborhoods are
colonialized and appropriated. Can the work done in these suburbs be approached
with curiosity, research, or are they used because it is cheaper and exciting, trig-
gering the fetish relationship art has to the new? Are the ethical issues taken into
consideration, or is this exactly why these projects, like Space Invaders and Porin
kulttuurisaato’s exhibitions, need and needed to be done, to learn: to consider local-
ity, localness, privileges and the other? Other humans, other environments, other
non-human animals?

This research explores the possibilities of producing and mediating knowledge
through art, the relationship with “knowledge” being ambiguous. This means ex-
ploring the idea of knowledge itself and considering techniques of knowing, and
not-knowing: “My existence, like any other, of course, moves from unknown to
known (relating the unknown to the known). No difficulty; | believe | am able, as
much as anyone | know, to surrender to the operations of knowledge.”(Bataille,
2014,112)

Knowledge is a form of capital, “cognitive capital” being a form of capitalism
that considers knowledge as a resource that can be traded, but only certain kinds of
knowledge. Knowledge can be disturbing and difficult, a new finding, an unwanted
gift. Knowledge is hierarchical: to have expertise is to have control. At times, this
gets forgotten in the field of art, even when it is critical of public or participatory
projects. These projects are not democratic inherently, but democracy needs to be
created. The responsible parties should be aware of the power structures, expecta-

tions, and aims.

7 “Temporary use of empty spaces is a practice in urabism aiming to revitalize empty spaces in urban areas,
especially abandoned and decaying buildings.”(‘'Temporary use’, 2022)
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Responsibility is not only a theoretical concept, but consists of concrete acts
and deeds, and is related to questions of profit: who benefits, whose knowledge is
used, and for what? When socially engaged art projects are executed in areas that
are considered to need developing, is knowledge being brought somewhere or to
someone top-down, and if so, why? Is culture and knowledge transported to new
environments considered somehow better, maybe unconsciously, than the original
knowledge and culture? Or is the possibly unconscious aim to exploit the existing
knowledge, to extract and not give anything in return in this disproportionate ex-
change? Sara Ahmed points out how anthropology has self-reflectively considered
the possibility that rather than describing the Other the discipline constructs it. In
Strange Encounters (2000) her question is “how can we understand the relation-
ship between identity and strangerness in lived embodiment without creating a new
‘community of strangers’?” (Ahmed, 2000, 6) A similar pattern can be observed
within the field of arts. The question is, how then could better practices and ways
of recognizing harmful policies be invented, without creating new oppressive struc-
tures? In this dissertation, ways of exploring the democratic handling of knowledge
and how it is produced are presented. In addition, the dissertation highlights the
more obscure sides of knowledge production: embodied, experiential knowledge,
understanding that is connected to emotions, and surroundings.

The dissertation itself, as well as the projects presented in it, explores possibil-
ities for studying, revealing, and changing power structures and existing patterns.
As the world finds itself in an acute state of crisis, new global public spheres and
discourses are much needed. Editors of the De-Colonizing Art Institutions (2017)
Dorothee Richter and Ronald Kolb write about how the uncanny background of
post-democratic societies and alternative truth scenarios demand new global pub-
lic spheres and international solidarities beyond race, glass, gender, and social and
political differences. According to Richter and Kolb this means different things in

different places, and not necessarily any clear solutions:

De-colonizing is thought to be a horizon, in the way Derrida spoke about
a democracy to come. De-colonizing Art Institutions can only be a
shared project, with different tasks in each geopolitical and social context.
It will mean something different in Switzerland or Germany than in India,
China, or South Africa. It will mean something else if we speak about art

academies, art museums, or “Off ” spaces. And, of course, we cannot
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provide any clear solutions. What we want to achieve is to form bonds
of shared interests, to develop a platform for exchange, and there is a

certain urgency behind this. (Kolb and Richter, 2017 p.5)

This urgency means that a necessity exists, to react and revisit methods and practic-
es, but it also means that in contemporary conditions, there are no clear guidelines.
As a mapping project, this dissertation creates new paths and makes visible different
routes, documenting the processes that occur at the threshold of the new: “when
an artist acts, they create new ways of knowing and forms of knowledge”, like art-
ist Teemu Lehmusruusu describes the work of an artist. (Jensen, 2020) Tracing
these new ways of knowing and new forms of knowledge necessitates that this text
wanders in the wild, sometimes getting lost. But even getting lost means getting
somewhere. Sometimes the routes are straight and well-marked, sometimes the text

flows like a river:

The tension is between ‘same’ and ‘other.” The river stays the same, it
stays a river, precisely because the waters become other, that is, the
water flows. If there were no flow, the river would be a lake or a wetland.
And because the waters flow, they are always different, that is, other;

in that sense one cannot step twice into the same river. When one puts
one’s feet into the river again, one encounters different waters, different
sediments, twigs, fish, insects... However, one could put one’s feet at the

same Cartesian cartographic coordinates again and again.

(Klaver, 2018, 46)

The method of meandering could be considered as a non-method, as Barthes would
(following Nietzsche) call it, separating paideia, culture, and method. It is not a
straightforward route, but an eccentric path:

Method: ‘the good will of the thinker’, a ‘premediated decision’, a direct
means, deliberately chosen to obtain the desired result. Method: to fe-
tishize the goal as priviledged place, to detriment of other possible places
# Paideia: eccentric path of possibilities, stumbling among blocks of
knowledge.” Barthes presents method as a “phallic mindset of attack and

defense” while the non-method is “mindset of the journey, of extreme
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mutability (flitting, gleaning). We're not following a path; we’re present-
ing our findings as we go along. (Barthes, 2013, 133)

The selection of concepts used in this dissertation has changed throughout the pro-
cess of writing. Some have become more important than others, some are already
starting to lose their importance: they seem outdated, and maybe the problems
presented have already been solved or at least discussed further. The act of selecting
has been partly intuitive — intuition here referring to knowledge that is not analyt-
ic reasoning but is based on experience and combines multiple knowledges® - and
partly a result of the projects and research process. This is also related to the nature
of the chosen concepts that have been divided into different categories: on the one
hand, there are concepts that refer to very practical questions and teachings en-
countered in the practice of event and exhibition making in addition to terms that
have been actively used in art discourse during this research project. On the other
hand, there are concepts that are related to the uncontrolled nature of our being,
the uncanny, and that which lies beyond our everyday knowledge. These concepts
are not meant to solve the uncanniness or conquer the uncontrollable, but rather, to
carefully draw circles around them and map the areas that cannot be mapped. Most
of the concepts occur somewhere in the middle, in-between: they are concrete,
material and often active doing and performing, and, simultaneously, abstract, and
theoretical issues with philosophical frameworks.

In an interview, Lehmusruusu states that “the artist and the curator must be
allowed to work in that way and test the concepts that they find attractive.” (Jensen,
2020) This proposed configuration, where the artists, curator or researcher is not
an authority declaring absolute truths but rather someone who explores, interprets,
and sometimes fails. This exploratory disposition is taken up by this dissertation. An
open-endedness that trusts in the process is also present in the various practices
presented. When art leaves its traditional settings, that is white cubes, institutions
and museums, new challenges are encountered. In new everyday settings, old truths

may prove to be off the mark. The expertise of authors is questioned in a new way,

8 In her dissertation Asta Raami describes how “Intuition may originate from various sources. The process
of intuiting may be based on the various forms of knowing mentioned above, and combine different sources
of information, whether the information comes from the mind, body, thinking, memory, environment,
feelings, embodied cognition, senses or extended senses. Often it includes expert-based knowledge” (Raami,
2015, p. 43)
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and again in every project. Admitting that it is a learning process does not mean
avoiding responsibilities, nor the concepts one is drawn to because they turn out to
be difficult. It simply means a lot of work. Working outside galleries and museums
renders questions of control and accessibility concrete. When the situation or the
public is not predetermined, the work of the artist and curator is exposed to unpre-
dictable encounters and circumstances and this generates new research questions
in addition to new answers. On the one hand, the encyclopedia as a form helps to
formulate and organize new questions and findings. On the other hand, the encyclo-
pedia is always an impossible attempt, and therefore is apt for the task of formulating

formlessness.

IN-BETWEEN:
THE UNCANNY SOUL OF A PLACE AND A BEING

In Ursula K. Le Guin’s The Left Hand of Darkness (1969) the protagonist, Estraven,
considers themself a slow thinker who therefore needs to base their actions on in-
tuition. (Le Guin, 1976) Taking care and being curious are rational actions - as
social animals it is necessary to think of others — but these ways of being are based
on intuition and empathy, perhaps more than on rational knowledge and precise
planning. Intuition is, however, hard to put into words and mediate, especially into a
form of coherent knowledge. Nonetheless, intuition and slow thinking can provide
opportunities, highlight new openings and offer alternative perceptions; it allows one
to begin to comprehend and combine diversity of knowledges and complex issues,
before the heavy analytical process can follow.

With complex theories practicality is crucial. When the work to be done is
about producing and mediating knowledge that, rather than coherent science, is
an act of collectively palpating and tentative nonknowledge, and creating spaces,
moments, and possibilities for approaching the new and the unknown. Hegel’s ency-
clopedia was written as a guide to help his audience follow his philosophical lectures.
An encyclopedia can, therefore, be an entry for participation. Encyclopedia entails
chopping things up into smaller bits that can then be easier to mediate, to share and
to approach.

Another way of approaching the unknown is to use concrete material and spa-
tial platforms; to use places that are shared and physically palpable for creating and

sharing experiential and embodied knowledge. At the same time these places of
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experiences and events become something else in the process. When considering
the possibilities and responsibilities art may have, is its capacity to approach the un-
known, the non-conceptualizable one of them: to confront what not yet has a name
or a form. This establishes the responsibility to approach it with respect — practice
that is constant balancing with control and contingency. Working on the border of
known and unknown makes art, as well as artistic research, endlessly impossible in a
way. By facing the unknown, the participants in these projects are positioned in an
in-between place. They are forced to search for that which does not yet have a name
or form, to talk about that which does not have language, in-between tradition and
newness, in-between practice and space. That in-between place is impossibility, but
also full of potential.

In Pori World Expo® this impossibility was the starting point of the exhibition: the
works presented could not be exhibited in a traditional exhibition format. While the
event studied how these impossible visual artworks translated into telephone conver-
sations between the artist and the audience, it took this becoming as its theme. That
is, the becoming of an artwork via words, conception, and imagination. Becoming
world: how worlds can be created, how they come into being, how material elements,
like the pavilion of the expo, combined with the immaterial ones, the stories artists
were telling, created worlds, and changed how the world around was perceived. The
possibilities and responsibilities became visible in the site where the exhibition took
place: a square in a central location that is easily unseen, unrecognized and uncanny.
A place in the middle of everything, but always oddly distant, decorated with valu-
able public art, left unused and hardly maintained. A place that seems to be hiding
in front of everyone’s eyes while the emptiness of the square remains full of tension.
This uncanniness was hidden, until the pavilion and the exhibition were installed in
place. After this, it turned out to be a form that made it possible for others to for-
mulate their experience of the place before the pavilion and after it. All this sounds
terribly serious, even if, as often with the projects by Porin kulttuurisaato collective,
the research question examined is also perceived from perspectives that provide
absurd and even comical viewpoints.

When art and artistic research are emplaced in public places, absurdity, com-
edy and tragedy collide making for messy encounters and interactions that cannot
be avoided. This dissertation presents theories and projects concerning public and

9 See chapter Gaia, Globe, the shared world
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semi-public spaces, and examines the hierarchies and structures that are maintained
and produced in these spaces while also focusing on the possibilities these locations,
or art and artistic interventions in this context, may afford. The conception of public
space can be traced to the Agora, a forum and a central public space in ancient
Greek city-states. The agora was a gathering place and important function of social,
political, and artistic life of the city. The agora was considered a democratic, shared
space. However, public space has historically been controlled and monitored, and
is more available to some than to others. This right to public space depends on who
is considered a “free man” which itself has a long and complex history. As these
societal norms have, probably from the beginning human societies and permanent
settlements been contested, public space has always been a place of conflict and
friction. While the Stoics used the agora to deliver speeches for smaller audiences,
the Cynics questioned this elitist exclusion and spoke in theaters, feasts and other
large events. When eating in the agora was accepted as the fulfillment of bodily
needs, Diogenes the Cynic questioned these standards and masturbated in the ago-
ra. (Foucault, 2001, pp. 120-122) Today, art tests the norms of public place and
helps to protect public space in a time of aggressive privatization: many of the core
institutions of public life, from libraries to hospitals, are privatized and owned by
large global companies.

In the book Intervention to Urban Space (Jensen, Rajanti and Ziegler, 2018),
public space is approached as a site for societal debate. Art and artistic interventions
are seen as tools for creating and studying conflicts. The book suggests that art is

a productive way of asking questions around what public space is and who it’s for:

Public space, in particular, is a place of continuous demarcation and
debate. What is the ‘public’ nature of a space, or what should it be? What
spaces are public and why? These are questions that need to be addressed
repeatedly in discussions. Art can participate in the debate, and interven-
tion art has taken on the role of an active participant by pointing to and

even arousing conflicts. (Jensen, Rajanti and Ziegler, 2018, 21)

To be able to participate in the debate about public place, art does not need to be
massive or self-evident. Small gestures that point out the absurdities of everyday
life and environment can be just as forceful. In opposition to art exhibited in more

traditional settings, such as in a gallery or a museum, art in public space can surprise
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and challenge its audience and can make its surroundings appear quite different.
When entering the gallery, the expectation is to encounter art. By contrast, in public
space it might be more challenging to immediately name or recognize what is being
encountered, which itself brings the experience to the threshold of the unknown.
We believe we known and are able to control our everyday environments and expe-

riences but suddenly something we don’t know or can’t name disturbs this fee|ing:

In the context of art, intervention means a site and time-specific act or
artwork that breaks from the traditional framework of displaying art. At
the same time, it addresses existing space or situation and possibly some
other existing work of art. An intervention thus simultaneously poses
questions concerning the making of art and its authorship and the space
or situation at which the intervention itself is aimed. While interacting
with architecture, activism and urbanism, intervention also has an active
and challenging relationship with the history of art and its different
genres such as performance and conceptual art. Artistic intervention also
challenges spectators by injecting something new and surprising into the

familiar and existing. Intervention is a challenge to confront the unknown.

(Jensen, Rajanti and Ziegler, 2018, 11)

Working in public places is often a messy process that forces one to face responsi-
bilities and crucially, the question of what art is, as well as is changing, how precisely
the setting around it is changing. This dissertation is an encyclopedia of the im-
possible: the pursuit of verbalizing the non-verbalizable, collecting concepts of the
non-conceptualizable, and attempt to organize chaos. Simultaneously, it is a prac-
tical handbook on current discussions in the field of contemporary art. It presents
various projects, practices, and theories, but also meanders through what cannot be
presented, that is “irregularity, complexity, ambiguity, and instability, “ like Irene J.
Klaver writes. Klaver explains how “meandering as a method, as a mental strategy,
privileges exploration; it is a messy process, learning from mistakes, and following
contingent relations.” (2018, 52) This dissertation operates within the messiness
of meandering while borrowing from the discipline of mapping. Rather than favoring
one method over the other, it trusts and encourages the reader to create their own
stories from the ingredients offered.
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ART

When someone asks me “what is art?” the first thing that happens is that an
adaptation of the old Haddaway song Baby Don’t Hurt Me “what is art? Baby
don’t hurt me, don’t hurt me, no more” starts playing in my head. Secondly, I
rely on the automatic reply we tend to give in this situation: “what is art is not
that interesting a question.”

But why is it not interesting or worthwhile? Should it not be about, given
that we have chosen this profession that is, in most cases, more about passion
than profit? Should we not be able to answer the most basic question about our
practice, profession and passion? The problem is that the umbrella concept “art”
covers so many aspects that are often contradictory: it is completely different
working with an object than working with a context. Presenting work in a mu-
seum, in a public place, with commercial gallerias or as artistic research are also
very different. To paint as a hobby, to take one’s child to dance classes, to devote
one’s life to lone studio work, to spend a lifetime trying to master a technique,
or imagining new, alternative dreaming and forms it can take. Art means differ-
ent things to different people, and how it is considered relates not only personal
preferences but to social structures, such as education, culture, class, and other
constructs that impact how we perceive world and are perceived.

This thesis offers almost a hundred concepts through which to examine
what art is, where it comes from and what it can do. Art is knowledge produc-
tion. Art is a decoration. Art is a profession Art is a hobby. Art is what makes us
human. Art is what gives meaning to our being. Art can make things visible. Art
can change the world. Art can change your life.

Because of all these complexities, art has not only potentiality but also
responsibilities and obligations. Therefore, there is a tendency that the question
“what is art” is answered with a notion that what art is? is not as interesting
question as what art can do. Contrary to the lart pour lart ideology, art is nev-
er just art. The idea of art that exists purely for art’s own sake became common
in the 19th century and still shadows the discussion concerning art. The value
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of it as “true art” depends on its separation from other worldly or societal func-
tions and realms, such as the political or commercial. This idea was criticized
by Friedrich Nietzsche, who stated that “Once you exclude the purposes of ser-
monizing and improving people from art, it does not follow even remotely that
art is totally purposeless, aimless, senseless, in short, I 'art pour l'art - a worm
swallowing its own tail.” (Nietzsche, 2005, p. 204) And, indeed, the art that
has no other purpose and is in no relation to anything around it becomes like a
worm swallowing its own tail — endlessly circulating the same point, influenced
by nothing and influencing nothing. Since Nietzsche’s statement, the idea of
art existing merely for its own sake has been questioned repeatedly, from crit-
ical theory to relational aesthetics. Art is not a distinct, independent sphere,
but neither can or should it be fully reduced to other societal functions, like
activism, commodity, or entertainment. Still, it can be all of this and more. It
is material and immaterial, conventional and revolutionary, object and an idea.
Art reflects and it produces.

Art always is a product of social structures and power relations at particu-
lar historical junctures and geographical contexts. Art is always political. It does
not need to take a stance, but it needs to be aware of this relational aspect of its
essence. The idea of art being autonomous and self-sufficient has turned it into
an impotent object of capitalism, as artist and art theorist Suzi Gablik presents
in Mapping the Terrain: “Autonomy, we now see, has condemned art to social
impotence by turning it into just another class of objects for marketing and
consumption.” (Gablik, 1995, 74) Today, art is not so much seen as automatical-
ly autonomous practice, but relational practice that comes with responsibilities.
Artist, archeologist, performer Suvi Tuominen comprehends this change as a
process of separation from the modernist artist identity and progresses towards
a new idea of an artist who is not only responsible for themselves but also for
others: “being an artist is not only about me as an individual, but about me
making space and possibilities for other subjects, creating new openings, and
being responsible for the privileges I have.” (Jensen, 2021, 28)

Especially as a curator, a figure making decisions and choices, one needs to
be aware of this: our decisions make practices, norms, expectations and struc-
tures visible, as well as hide them. We hold much sway in what is seen and
what is not, who is heard and who remains silent. Still, art is never just about
politics. Its power lies within its nature of being something more, something
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more than mere rationalizable practice. However, the autonomy of art is not
a straightforward question. Rather it is a question in need of negotiation, of-
ten to the degree of being paradoxical. Sansi presents this paradox considering
Jacques Ranciére’s work, which claims that art is both political and a separated,
resistant form. At this point Ranciére’s argument becomes paradoxical. The per-
sistent tension between the ‘politics of becoming-life in art’ and the ‘politics of
the resistant form’, or heteronomy and autonomy, is constitutive of the politics
of aesthetics, or what he calls aesthetic regime. (Sansi, 2015, 81)

In this thesis, I observe this paradox. Art is understood as complex phe-
nomena that has a.) responsibilities and b.) possibilities. As a societal practice,
it occurs in-between people, places, ideologies, ideas, politics and historical
eras. Art is a place, a site for encounters, experiences, and for exploration, a
place for communities to both come together (physically and mentally) and a
place for new communities to be created. Art creates a space for encounters,
for new ideas, forms, ethics, ecologies and ideologies that are in the state of
becoming. Art is a place where something is about to happen, or is happening,
or has happened. And these happenings actuate communities. This paradox can
be extended to the paradox of art functioning simultaneously in the field of the
known and the unknown, material and immaterial, and analytical and emotion-
al. As an entity resisting dichotomies and simplified taxonomies, and, art is a
useful tool for exploring and questioning them.

We have, since rationalism and the Enlightenment, been educated to be-
lieve in reason, science and knowledge. But at an experiential level, our being
and existence, our communities and the world more generally, are not fully
comprehensible, structured and rationalizable. We exist within this world and
as unruly beings we sometimes escape the structuring and rationalizing impe-
tus of society. This uncanniness of our being, which is difficult to explore within
the methods of traditional science and research, can be approached through art,
that as an experiential phenomenon provides access even to the non-verbal.
Georges Bataille approached this question of formless knowledge with the con-
cept of non-knowledge, Lacan with the Real, and John Latham with the term
“antiknow”:

Antiknow involves the issue of form — form as subjectivity, infra-
structure, network, and post-Fordist regime. Rather than interpret-
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ing conviviality in the loose, faux-liberal way pursued by relational
aesthetics, Jakobsen decided to use the model of the open seminar
discussion and subsequent exhibition, repurposing them as theater.
He addressed the inevitably spectacular character of knowledge in
knowledge capitalism and set up an epistemological project that
enabled the participant of Antiknow to claim historically informed, if
temporary, autonomy with regard to the dominating forms and for-
malities of knowledge’s political economy. (Holert, 2020, 118-119)

In Lucy Cotter’s dialogue with professor of Visual Art and Knowledge Systems
Sarat Maharaj, non-knowledge is called, as Cotter states referring to Georges
Bataille, “an incomplete system”, surpassing a limit, an intellectual journey, “a
kind of swimming through the darkness to find something”. Importantly, the
notion of unwanted knowledge is mentioned: “What about the production of
knowledge that nobody wants to think about”? (Cotter, 2019, 193-205). When
we reach the limits of expected knowledge and accept the possibilities of failure
and non-knowledge, we also admit the possible messiness of our being. This
kind of art, or artistic research, is not immediately productive or useful, quite
the opposite, and this is exactly where it potential lies.

According to German philosopher Theodor Adorno, art becomes social
through its opposition to society. It occupies this position only as autonomous
art: what is social in art is its immanent movement against society, not its man-
ifest opinions. (Adorno, 1997, pp. 296-297) I do not completely agree with
Adorno’s skepticism when it comes to socially engaged art, even if the concept
as such did not exist when he was writing Aesthetic Theory (written between
1956 and 1969, published posthumously in 1970.) and understanding the
hopelessness of the times that elicit these thoughts. Neither, as an artist and
curator, is it easy to value the overly critical attitude which I see as a way of pro-
moting one’s superiority as a theorist, lifting oneself above those making art,
maintaining the idea that the world of ideas is more valuable than the material
world of praxis. Still, Adorno is an attentive thinker whose thoughts are still
relevant, especially when it comes to art politics and funding art: art should
not qualify itself as something “socially useful” (Adorno’s quotation marks) but
art keeps itself alive through its social force of resistance. (Adorno, 1997, 269)
Adorno’s thinking can help us to consider how we understand socially engaged
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art, meaning art that has articulated social connotations or political forma-
tions, what it can be, do and not do: socially engaged art does not necessarily
mean projects aimed at curing or highlighting some specific societal problem,
but is art that understands its position, possibilities, and responsibilities. Ador-
no’s critique evolved during the Second World War when the world had proven
to be a much crueler place than anyone had believed it could be in the so-called
modern, "rational" time. Today artists are trying to find meaning in practices
that happen within the framework of the climate crisis, on the threshold of
the end of the world, or at least civilization. We are simultaneously trying to
find ways to tackle the colonialist and exclusive past of art and to create hope
in a situation that often seems hopeless. It is not a surprise that some, often
the white male mostly in threat to lose their privileged position, create coping
mechanisms like cynicism and irony: if you admit that your project is doomed
it cannot fail.

Whatever one thinks of the relationship art has to societies and social
structures, this relationship does exist. Even when art is considered as existing
only for the sake of itself, it inevitably occurs in relation to its surroundings
and therefore, reflects its particular time and milieu. The idea of an individual
genius creating art alone has recently been questioned. It has also been noted
that this naturalized and normalized phenomenon is constructed by those who
benefit from it most: the canon does not evolve naturally but is a result of an
active process of production. Even the deepest feelings of ownership one’s prac-
tice might evoke should not stop one from seeing the influences of the world
around: the artwork comes into existence through the artist but this mercurial
relation between artist and artwork is also a materialization of a zeitgeist, in the
spirit of the particular time, ideas and ideologies. Throughout this dissertation,
I argue that art is, in fact, a communal practice: even when an artwork is pro-
duced by a singular artist, the work itself is also a product of the time and place
in which it is produced. An artwork and the thinking that produces and forms
it does not occur in a vacuum.

When EW.J. Schelling was contemplating the concept of mythology in his
Berlin lectures delivered between 1841-1854, he presented mythology as not
merely stories, but knowledge production that occurs between philosophy and
poetry with close ties to scientific thinking. Schelling questioned the notion of
an author when it comes to mythology: “but mythology is not a matter of just
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one people, but rather of many people” and “mythology is not invented by in-
dividuals; it has proceeded from the people itself. The mythology of a people is
bound up with its life and essence in such a way that it could only proceed from
out of the people.” (Schelling, 2007, 44-46) Not only does Schelling come close
to contemporary conception of art, that is manifesting social relations during
a particular time but he also observes how humans work more effectively as
groups, just like some animals that live and work in social colonies: Besides,
everything instinctual works more effectively in the masses than in individu-
als, and just like in certain families of the animal kingdom a communal drive
of ingenuity connects individuals independent of each other for the producing
of a collective project, so a spiritual connection produces itself between various
individuals belonging to the same people, and this of itself and through inner
necessity — a spiritual connection that must manifest itself through a commu-
nal product like mythology.” (Schelling, 2007, 44-46)

In the article 20 Years of Laps: a journey from compassion to conflict, co-exist-
ing, and listening I interviewed performance artists, professors and students. In
an interview with the current professor Tero Nauha, he defined art as needing
constant re-evaluation. This is also why we need to be able to say what an art-
work, or art in general, is: “Artwork is a process in active relationship with the
world around it; it is important to understand its place in historical continua-
tion and discontinuation,” as Nauha says, “meaning history as a non-linear and
genealogical entity:” An artwork is not a product of an autonomous singular
subject, an object this subject cares about, neither does the programme guide
students into becoming this artist merely aiming at producing masterpieces.
Everyone needs to define their own practices, discourses, and the forms they
take, and this cannot be done alone but it always happens in the context of soci-
ety, history, traditions, and fellow actors.” (Jensen, 2021, 28-29) This relational
nature of the work may mean that, in opposition to the traditional conception
of art as ageless and eternal, over time the work becomes irrelevant, as Nauha
states. This does not mean that we should not consider what art or artwork is:

we must consider what it is so that at some point this can be reconsidered.
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A. ARTIST

In 1969 artist Agnes Denes wrote a manifesto that presents her perceptions of
artist’s work:

working with a paradox

defining the elusive

visualizing the invisible

communicating the incommunicable

not accepting the limitations society has accepted
seeing in new ways

(..)

questioning, reasoning, analyzing, dissecting, and re-examining
understanding that everything has further meaning,
that order has been created out of chaos,

but order, when it reaches a certain totality

must be shattered by new disorder

(Denes, 2008, p. 1)

In this manifesto, Denes touches upon many dimensions of artists’ work and
shows the importance but also the impossibility of the profession. An artist is
expected to be a mysterious medium in society, seeing what has not yet been
seen and making this visible in a legible form. However, these high hopes and
great expectations do not manifest in the appreciation of the artist’s profession,
quite the opposite. While being the medium of each time and zeitgeist, the cre-
ator and collector of public memories, the artist also needs to justify their work
(and being) and act as a spokesperson for the whole occupation. Artistic work
is sometimes framed as “self-expression” but, in reality, the artist is expected
to express what we are all feeling. Being an artist is seen as a vocation, meaning
the artist is often working without payment and yet still the work of an artist
is everyone’s business, open for criticism and comments. Artist Mike Kelly de-

scribes this complex position;

The artist’s social position may be one of irresponsibility, but that
doesn’t mean he actually is irresponsible. That’s one of the complex-
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ities of art production. The surface meaning is often not its deep
meaning. You can say art is useless, but then you have to ask, “What’s
the use of the useless person in society?” There is use for him. So
then what does “irresponsible” mean? As an artist, you actually live
in a very public environment. That’s your job. That’s why the myth of
the artist as somebody who lives alone in some garret is absolutely
ridiculous. Artists are some of the most public people there are.
(Stiles and Selz, 2012, p. 372)

With the publicity of the profession comes politics. As a trained artist, who later
became a theorist and artist-curator, or exhibition maker, activist, and politi-
cian, I have acquired a great deal of knowledge about being an arts professional.
Still the profession remains a blind spot - to the degree that I almost forgot to
include it to the encyclopaedia. This is perhaps a result of the profession being
almost like a trauma: even as a practicing artist it may be impossible to really
know what the work is about. Simultaneously there is the constant demand
to justify the practice, to make sure everyone sees that you are working, just
like the rest of the profitable sections of society, that you do not get off light
because your “hobby is your profession”. And that is exactly what it is — your
hobby is your profession, you need to keep playing, experimenting, creating
stories, practicing an idealism that others abandoned - and this makes you feel
guilty, even if you also know that being an artist is not a hobby at all but a most
serious pursuit. The joy of making art is inseparable of the seriousness and the
demands of the profession and the diverse knowledges one constantly needs to
operate with. This complexity makes it impossible to formulate coherent state-
ments about how you spend your days, about how the work comes to be. Being
a curator is not any easier, because the work is even more abstract. The outcome
is an event or an exhibition, but when visitors ask which of the artworks exhib-
ited is yours, you are forced to admit that none of them were produced by you.
Rather, you produced the “concept” and producing a “concept” doesn’t really
sound like a real work, does it?
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A proposal for hanging, 2019

In the picture, taken from my mother’s boyfriend's summer home, three
framed paintings hang on a wall behind a bunk bed, so that one can
only see partial views of them. I love it. | love how it shows the versatil-
ity of art. We want to be surrounded by art but sometimes it is enough
to know it is there. I think this shows how even the art objects are
eventually conceptual, or, that art is always both. That it is as such but
also as we imagine it to be. I love art and | believe in it because of this
potential it always incorporates. | believe in the subversive power it has,
and | believe it does us good in multiple ways. There is beauty in absur-
dity. Still, I do not believe that it is always something larger than life,
something we need to respect and handle with care. Art is life. It is part
of our lives. In a symbiotic relations, we live with it and it lives with us,
we form it and it forms us.
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ACTIVISM

Considering art as efficacious, something that can be used gives it agency. With
this agency, it can be active as opposed to passive, capable and responsible for
taking a stand, admitting to and using its power. Art and activism are thus
not completely different spheres; both are dealing with contemporary issues
and have the capacity to address imbalances in power and oppose hegemonic
understandings of society. They therefore can be seen as partners. "Artists, like
scientists, are pioneers when it comes to creating new forms of connectivity be-
tween worlds that seem to have nothing in common.”(Holert, 2020, p. 188) This
connection produces new knowledges and understandings. It is a useful ally in
activism; art can bring to light injustices but it can also suggest alternatives.
Art, like activism, can catalyze change — Lucy R. Lippard proposes an idea of
Trojan Horse as possibly the “first activist artwork.” (Lippard, 1984)

The word artivism is sometimes used to refer to activist-oriented art, but
I understand art and activism as somewhat different. Art and activism rely on
different methods, simplified art being about the form and activism about the
content. This is also why art depends on its forms and can’t be only about inter-
ventions, collective practices, roundtable discussions, events and happenings
— we might not need more material objects in this world, but we do need differ-
ent means of mediating things, for exploring, researching and making things
visible.

Activism and art come from different traditions and have different medi-
ums. If art is conflated with activism its value and meaning are reduced to pure
instrumentality, and the other way round — interpreting activist acts as art —
there is a risk of aestheticization of political demands and even life-threatening
situations. When professor, art historian and cultural critic T.J. Demos held a
lecture in Kiasma, he presented pictures of demonstrations where orange con-
struction site markers were used as signs and tools during the demonstration
in Hong Kong, stating that, although they were used by activists for sharing
information and resisting the police force, they could also be considered “in-
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stallations.” (Demos, 2019) I agree that they can be considered as such, but it is
unclear why they should be considered installation rather than activistic tools
which they were meant to be? These constellations were built for to survive
and there is possibility that these activist interventions are appropriated and
misinterpreted by well-meaning art professionals. Taking them out of their con-
text and conceptualizing them as aesthetic objects underestimates the nature
of political and social struggle. This misinterpreting also colonizes the acts and
means of activists, even if the aim probably was to create novel and positive
perspectives.

However, I do not resist the idea of an activist-artist position, but I agree
with Professor Estelle Conwill Mdjozo’s way of approaching these two roles, the
role of artists and of activists in Mapping the Terrain (1995): “The often-asked
question as to how one moves from being artist to activist I find interesting, be-
cause I do not make separation in my own mind. For me, the two roles exist as
a single entity: the artist is the activist.” (Conwill Majozo, 1995, p. 89) The idea
of putting away one’s activist identity while making art and vice versa seems ab-
surd, like a demand for having two different brains, histories, and mindsets, one
for art and one for activism. Art is inseparable from life, art making and theory
does not occur in its own alienated sphere. Rather, it is necessarily influenced
by the external ideas, thoughts and practices.

In her book Curatorial Activism (2018), Maura Reilly names her leading
question in the book in the following way; “how can we get people in the art
world to think about gender, race, and sexuality, to understand that these are
persistent concerns to require action?; how can we all contribute to ensuring
that the art world becomes more inclusive?” (Reilly, 2018, p. 21) In addition to
this, it seems important to recognize how difficult it is to not only reckon with
one’s own privileges, but to understand the structures one is accustomed to.
These systems seem natural because they have been naturalized. I would also
like to propose that we develop the idea of inclusivity even further, to challenge
us to recognize that which remains invisible, to try to surpass the fences lan-
guage creates, to seek new geological areas (urban and rural) and new groups
without prior expectations, to create open platforms even when faced with the
possibility of failing. Is it enough to state that the invitation is for all? What
could be done to extend this invitation? I posit that one of the central challeng-
es for a curator is to understand the limitations of thought patterns based on
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normalizing structures. In addition, I strongly identify with how Reilly sees her
role as a curator and scholar:

My aim as a scholar and curator is precisely to ferret out - to tally, to
count, and to throw inequities into high relief, laying bare the pow-
erful ideological mechanisms that ensure some artists are celebrated
while others are marginalized. I have dedicated the past twenty-five
years of my career to attempting to ensure that the under- or un-rep-
resented, the silenced, and the ‘doubly colonized’ — those subjected
by both empire and patriarchy, for example — are no longer ignored.
I take as my operative assumption the fact that the art ‘system’ - its
history, institutions, market, press, and so on — is hegemonic, that
it privileges white male creativity to the exclusion of all Others. My
driving force as a curator is therefore wholly activist; my aim is to be
consistently counter-hegemonic. (Reilly, 2018, p. 21)

Including activism in one’s practice does not necessarily imply that activism is
the primary goal. Activism can be an equal part of the process, a small sideline,
or it can work from the inside and concerns art itself. In other words, it can be
the practice itself, making art or doing exhibitions differently, paying attention
to good practices, to choosing topics that require attention. In the case of Porin
kulttuurisaito collective, our method has been to create projects that are acces-
sible, that do not highlight, explain or shout. Instead of proposing one singular
truth, our collective work aims to create layers that unfold over time. There
is the process, the event or exhibition, the texts, and the documentation and
then there is always the experience and the stories that are told. Perhaps, this
is where the role of artist and activist part; art questions and is necessarily an
unfinished process, whereas activism typically offers answers. As Rabih Mroué
says:

An artist can, of course, also be an activist, yet when this artist pro-
duces work, the role of activism becomes problematic. For me, art ris-
es questions, creates doubts and new ideas. They are still in progress,
still in process. Crucially, they require the other — whoever that other
might be - to share and to debate and to develop these ideas. In this
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sense, any activist role for the artwork breaks with the basic concept
of art itself and becomes rather a kind of tool to serve a particular
purpose. For me, art always means betraying one’s self, going against
one’s own beliefs. It is the place where one can ask ‘what if?’ (Cotter,
2019, p. 291)

Art can arise from activistic purposes, and it can be used as a tool in activism,
but art itself usually happens outside the sphere of activism as it is about ask-
ing, not answering. This is evident in the projects we have created. Though there
might be activistic aspirations behind the themes and ideas, when the working
group collectively researches the theme expectations and motivations need to
be able to give space for conversations and new kinds of understandings and
perceptions.

Nonetheless, the outcomes may produce knowledge that can then be used
for activist purposes, as a tool for change. For example, working in public places
directs attention to the democracy of space — who rules these places, who makes
decisions, and how transparent are the processes. “Art does not only raise is-
sues of public space, it also has the power to perform it.”, as curator Magdalena
Malm writes in Curating Context, stressing the variety of formats and settings,
but also the different experiences and roles for the audience. (Malm, 2017, p.
9) These processes teach us how public space is controlled and contemplated.
Through the art and its accompanying events we can perform and share these
outcomes. During events, encounters between art and audiences take place on
site. They are embedded in everyday landscapes and have the ability to form and
shape both the beholder and the artwork.

In the curatorial context, the process of selecting artists and artworks is
activistic and catalyzes questions such as; who do you want to give space to?
Who are you making visible? Who is being heard? How does this process of
selection facilitate a more nuanced understanding of one’s own position and
privileges? In addition, how we work and how we talk about work goes hand-
in-hand with activism. Work is political, talking about refusing work is radi-
cal. Suggesting that there should be places and spaces for being that are not
work-related is a radical act. By increasing transparency what comes to funding
and processes, we have aimed to better the working conditions in the field. The
transparency expands from work to other structures, like cities and their poli-
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cies. The practices of Porin kulttuurisidité collective and Space Invaders project
have produced knowledge about how cities function and the possibilities for
art in different cities, and we have aimed through public discussion make this
knowledge available for larger groups. In Space Invaders 2018 we invited The
Union of Work Refusers® to give a talk about their practice®, even if not work-
ing is a complex issue in the precarious field of art. In their talk they empha-
sized the communal dimension of refusing to work, that it is something we do
in favor of each other. The Union of Work Refusers ask what work means and
how labor is seen, presenting work not only as a verb but also as ideology and
social construction. In addition, they expressed a need for spaces that are free
from the constant demand for productivity, where “people can change the logic
of acting together.” (The Union of Work Refursers 2018)

Making art available to larger audiences and in its many forms is an activ-
ist act. It involves increasing the democracy of cultural capital. Under the age
of consumer capitalism, to offer art for free is a radical act, as well as question-
ing the mode of working where “right kind of culture” is brought to areas that
are considered to “lack culture”, like suburbs. Or, when exhibitions are done in
fragile environments, like Sandstorm in Yyteri dunes (2018) or Evergreen Inner
Jungle in Kaisaniemi Botanic Garden (2021) how visitors use the space, move

in it, or perceive it, can be guided by the exhibition.

10 “The Union of Work Refusers is a social movement founded in early 2018, which aims to eradicate
all the work done in the command of others. The union is a free-form collective, whose work consists

of critical writing about wage labour in various media, including its own publishing on Kumu.info, various
political actions combining different modes of performance and demonstration,to deconstruct the
loneliness and weakness of a precarious worker in relation to the demands of capitalist production. The
idea behind The Union of Work Refusers is to call into question today’s prevailing approach, where wage
labour is a measure of human dignity, and livelihood is tied to how well one survives in the unreasonable
and increasingly intensified circumstances of working life.” The Union of Work Refusers, 6.6.2018,
Space Invaders, Kylasaari https://tk-liitto.tumblr.com

1 The full presentation https://www.facebook.com/tkliitto/videos/199850684070668
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The leader of the Finnish Feminist Party Katju Aro

giving a speech in front of the Parliament House

4.4.2019

In the image above, the head of the Feminist Party in Finland, Katju Aro,
delivers a speech in front of Parliament House. This image demonstrates
how art, activism and politics are different sides of the same coin. They
all concern handling different issues; taking them, concrete, material or
abstract, into our hands, considering them, thinking about their possible
and impossible forms. All three involve proposing alternative worlds.
The more I think about these as concepts or activities the more | un-
derstand them through friendships — world(s) cannot be changed alone.
One needs friends to be able to be brave. Radical friendships, hospitality
and sharing, thinking together and reaming together can lead to solving
things together.

The above image documents a demonstration, a gesture of protest in
public space. Chairs were used as symbols of power. The aim was to claim
a place in the institution, in the chambers of authority where decisions
are made and decisive power is exercised. It referred to the lack of certain
kinds of bodies and subjectivities in public decision making processes. The
megaphone was used for practical reasons but it also had a symbolic role
- those who are silenced could now speak out, loud and clear.
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ABJECT

NEITHER SUBJECT NOR OBJECT

There looms, within abjection, one of those violent, dark revolts

of being, directed against a threat that seems to emanate from an
exorbitant outside or inside, ejected beyond the scope of the possible,
the tolerable, the thinkable. It lies there, quite close, but it cannot be
assimilated. It beseeches, worries, and fascinates desire, which, nev-
ertheless, does not let itself be seduced. Apprehensive, desire turns
aside; sickened, it rejects. A certainty protects it from the shame-
ful—a certainty of which it is proud holds on to it. But simultaneous-
ly, just the same, that impetus, that spasm, that leap is drawn toward
an elsewhere as tempting as it is condemned. Unflaggingly, like an
inescapable boomerang, a vortex of summons and repulsion places
the one haunted by it literally beside himself. (Kristeva, 1982, p. 1)

Philosopher, literary critic, semiotician, psychoanalyst and feminist Julia
Kristeva describes the abject as radically excluded, separate, loathsome, and yet
desirable. In Powers of Horror she writes that abject is not recognizable as a
thing, yet a safeguard: “a primer in my culture”. (Kristeva, 1982, p. 3) Abject
is experienced as revolting and disturbing, but important as cultural norms
are established. The abject is similar to taboos, guiding us through uncanny
cultural expectations. Through the feeling evoked by abjection, we know when
food turns into filth and that we should not desire our relatives. As the myth
of Oedipus shows, art is a way of exploring norms, expectations, borders and
abjection. Both art and activism operate in a heterogeneous realm and can be
understood in the context of surplus: something in excess of the expected and
the organized.
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As both a concept and a feeling, the abject is close to the uncanny or

unheimlich:

A massive and sudden emergence of uncanniness, which, familiar as
it might have been in an opaque and forgotten life, now harries me
as radically separate, loathsome. Not me. Not that. But not nothing,
either. A “something” that I do not recognize as a thing. A weight

of meaninglessness, about which there is nothing insignificant, and
which crushes me. On the edge of non-existence and hallucination,
of reality that, if I acknowledge it, annihilates me. There, abject and
abjection are my safeguards. The primers of my culture.

(Kristeva, 1982, p. 2)

Kristeva presents the importance of the abject as a liminal concept and expe-
rience, it draws borders between self and other, between understandable and
unknown, between structured and unstructured. In addition, it draws attention
to “the border of one’s condition as a living being”. (Kristeva, 1982, p. 3). The
abject forces us to confront what we try to avoid, but it also presents a possi-
bility for exploring this liminal space. The abject is about ambiguity. It is often
presented in the context of repulsion. The artworks that draw on abject under-
stand the at once curious and fascinating prospect of that which we do not quite
recognize, the not quite object nor subject.

Therefore abject is widely used both as a theme and as a method in art
making. The Cook, the Thief, His Wife & Her Lover (1989), a film directed by Pe-
ter Greenaway, is aptly demonstrates the use of the abject: a continuum from
structured and homogenous towards the unstructured, excessive and abject is
presented through the spatial setting, from the organized dining hall through
the intensity of the kitchen space to the chaos of the backyard. The restaurant
hall, where well-dressed people are enjoying their beautifully served servings,
is orderly and decent while in the kitchen everything is more chaotic. The disor-
der culminates outside the kitchen where all that threatens homogenous order
is cast aside: waste, dirt, filth, chaos. Abject is like this backyard, embracing
all that is rejected and excluded from the ordered and functional space of the
restaurant. Later, however, this establishment is shattered when an abject and
uncanny body is brought into the dining hall.
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One of the noteworthy aspects of abject is its relation to the sublime and
the holy, but also to filth and decomposition, and the transition between these.
One example Kristeva provides is the painting The Body of the Dead Christ in the
Tomb (1520-22) by the German artist and printmaker Hans Holbein the Young-
er. Instead of following the tradition of portraying the dead Christ as the holy
and sublime symbol of freedom and purification acquired in death, the painting
presents Christ in flesh and blood, rotting and ruined in suffering. Holbein’s
Christ is not the familiar resplendent messiah stepping toward the heavens,
but the actual dead body of a mortal human. There is no promise of an eter-
nal afterlife, but a presentation of loneliness and pain. Holbein’s dead Christ is
the opposite of God’s territory. It is the soulless corpse-body Kristeva describes
in Semiotics of Biblical Abomination (1982); “A decaying body, lifeless, complete-
ly turned into dejection, blurred between the inanimate and the inorganic, a
transitional swarming, inseparable lining of a human nature whose life undis-
tinguishable from the symbolic - the corpse represents fundamental pollution.
A body without a soul, a non-body, disquieting matter, it is to be excluded from
God’s territory as it is from his speech.” (Kristeva, 1982, p. 109) According to
Kristeva, the mortal, recognizable body results in identification with Holbein’s
Christ and differentiates it from the politely and beautifully suffering Jesus,
with whom we sympathize, but do not identify with.
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A large jellyfish on a Danish beach, 2020

The above image depicts my feet beside a large jellyfish. I have been
thinking about abject elements in my art and research for years and

yet, it was surprisingly hard to choose a visual element to represent it.
However, a jellyfish is a good example. | am drawn to them. They attract
my curiosity. I think they are beautiful. | am also a little afraid of them, |
have been stung by them. | find them at once strange, uncanny and fasci-
nating. Medusozoa have a complex life cycle and their existence is some-
what formless. Jellyfish seem to resist the normative orders and cycles of
life. The fact that the particular species Turritopsis dohrnii are considered
immortal, as they can revert to larvae state in response to physical
damage, could undermine the fundamental thesis in my research. That is,
that life and death as the only stable and trustworthy concepts. In Greek
mythology, Medusa was a female monster with venomous snakes for hair
and the capacity to turn people into stone with a single look. Medusa,
raped by the sea god Neptune and beheaded by Perseus, has become a
symbol of female rage. The winged horse, Pegasus, is born of Medusa.
Typically, the story of Medusa is not told by Medusa nor does it take
her experiences into account. Instead, even if it seems impossible, this
story of rape and murder is also a story bolstering the myth of a male
hero, Perseus.
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ALIENATION
AND ANXIETY

The loneliness represented in Holbein’s dead Christ is, according to Kristeva,
the cause of anxiety: the promise of eternal life and glory is lost and what is
left is the decaying flesh and emptiness. (Kristeva, 1999, p. 133). Human life
is temporal and humanity is often considered to be based on the knowledge
of the temporal nature of our being. Being-towards-death is constructing our
subjectivity and moments that remind us about the liminal nature of our being
occur when subjectivity emerges in loneliness.

In 1980 Group Material collective organized an exhibition titled Alienation
(November 22-December 21.1980). “This was the third exhibition to take place
at their space at 244 East 13th Street. Following a Marxist line of thought,
it was introduced by the group as “An exhibition that describes and explains
the modern break-up of reality — our separations from society, production and
nature.” The exhibition included an evening of “10 short (non-boring) per-
formance pieces on the experience of alienation,” which included a recital of
‘The Star- Spangled Banner’ and the Lord’s Prayer by group member Mundy
McLaughlin. The flyer for the exhibition mimicked advertising for the 1979
film Alien, and on the opening night only black coffee was served while guests
were asked to wear convention badges: 'Hi, my name is...” (Larsen, 2010) The
modern, post-industrial era has been described as an epoch of disenchantment,
of alienation and anxiety. Historically this is related to the development of cap-
italist economy:

Marx, too, sees the alienation from the body as a distinguishing trait
of capitalist work-relation. By transforming labor into a commodity,
capitalism causes workers to submit their activity to an external or-
der over which they have no control and which they cannot identify.
This, the labor process becomes a ground of self-estrangement.
(Federici, 2004, p. 142)
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Symptoms of this era include precarious working conditions, the constant de-
mand for self-care and productivity and an overall lack of empathy. Numer-
ous critical voices have spoken out. Judith Butler has explored precariousness
through the concept of grievable lives (2016) in her recent writings; Mark Fisher
has written about capitalism and alienation for example in Capitalist Realism
(2009). The disenchantment of modern life has been thoroughly explicated by
Jane Bennet in the Enchantment of Modern Life (2001), where she concludes
that enchantment has not come to an end, but can be found even in modern
times, for example, in art.

From brain research to psychological papers and interdisciplinary ap-
proaches studies have proven that art can improve wellbeing and a sense of
inclusion, which has led to a situation in which art is sometimes utilized and
instrumentalized in municipal strategies. It has become a comparatively cheap
tool aimed to decrease alienation and anxiety in society. It is believed that par-
ticipating in an art project can increase the sense of participation in society. Par-
ticipatory practices and community art are seen as easy solutions to alienation
that create measured and documented results. While “solving problems” these
art projects purportedly elevate the character of the environment, making it
more desirable to outsiders. At times, artists are invited to help with problems
that the police and social service cannot solve. This occurred in one of the sub-
urbs in Pori when the atmosphere in an apartment block became increasingly
agitated. Sometimes the municipalities try to reduce costs by cutting funding to
social workers and providing funding for short-lived art projects, like painting
bus stops with locals. It is crucial to recognize that social workers are not re-
placeable by artists.'? Artists can do social good, but it is different in type and in
kind to the services provided by trained social workers. They do not usually have
the requisite training to solve complex social problems. Often the imperative to
do good occurs at the expense of artists’ well-being. In addition, the activities

12 This partly hidden expectation is visible in multiple encounters with municipal representatives and

is also articulated in Pascal Gielen’s text Mapping Community Art (2013): “Community art becomes a
cheaper form of social work, especially as it is usually offered on a project basis, whereas social services,
including local schools and hospitals, call for more serious, structural investment. It is very doubtful
whether one can effectively tackle serious issues, such as social deprivation and disintergration, with
temporary projects and similarly temporary responsibilities. Who will take responsibility when the artist
- who lives in the neighbourhood for anything from a couple of months to a year to set up a nice piece

of art — leaves the neighbourhood?” (Gielen, 2013, p. 30)
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and services offered by the artist does not reach the audiences they were intend-
ed for, or they are misinterpreted by audiences. The artist collective Group Ma-
terial, who explored themes of alienation in the exhibition ALIENATION (1980)
but also practically by way of their working methods and strategies;

The theme of alienation can also be addressed in and through Group
Material’s work in relation to the processes of self-representation and
bureaucratic mimicry that self-organised artistic work entails; in this
case, the group’s discussions of what strategies to employ in order

to be taken seriously by the cultural establishment and government
funding bodies, for example by carefully developing a ‘corporate’
profile. In the same way the group abandoned its space in 1981 and
continued its projects in institutions or public spaces, concluding
that even a non-profit space is too compromised by the commercial
gallery format to represent a real alternative. (Larsen, 2010)

In Locating the Producers — Durational Approaches to Public Art, (2011) place-
based, “locally relevant but also internationally significant” responsible art
projects are considered from multiple perspectives and with reference to a
number of case-studies. It is often their local relevance that results in their
initiation before they are later presented in an international context, instead of
the residents and local environment. The durational aspect of public artworks is
stressed, as well as the commitment to locality site-specific practices. However,
commissions and funding are also considered. It has been noted by Paul O’Neill
and Claire Doherty that “Projects are translated and extended into the future,
whether that is through artists’ work or through residual resident initiatives
that endure beyond the project lifetime or as something which is discussed in
subsequent art discourses.” (O’Neill and Doherty, 2011, p. 10). Emphasizing
too much open-endedness tends to limit the narratives around the projects at
the level of description — oftentimes the residents remain bystanders to the
projects that, ultimately, come from and are for the art world. This can also be
observed in the tradition of writing and talking about public art projects and
how they are most often presented to a professional audience, or may even be
the result of outcomes that do not meet expectations. Whatever the reason, the
presentation and mediation of projects often lack reflectivity and self-critical-
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ity, both crucial properties when working with delicate issues often present in
participatory projects such as belonging, identity, otherness, fragility, visibility
and community.

The problem of naval-gazing is recurrent. It is often the case that socially
engaged participatory art practices reach those who are already participating
and active in the art world. Projects intent on effecting social change may find
it hard to reach those who do not usually participating in art events. The more
obscure projects can, on the contrary, create a sense of curiosity and may be
easier to approach. According to my experience, the easiest way to reach a man-
ifold group of people is to be present. A visible change in the scenery helps to
open up conversations, but in general, many human individuals need a listener.
Intervention in a public place is often a sign of opportunity. This has been the
case with many of projects with Porin kulttuurisaatsé and Space Invaders. These
projects have typically featured site-specific and research-based contemporary
art but as they have been realized in public places, they have created a channel
for all kinds of encounter and discussion. In addition, the projects have, more or
less accidentally, become a way of encouraging a diversity of voices. In an ironic
twist, the projects not aimed at a specific user group seem to have been able to
reach audience who are historically have often been excluded.

Projects that are meant to reduce alienation and anxiety do not always
reach those most suffering from these conditions. Sometimes participatory
and community art projects produce familiar statements. They provide answers
and results that were requested. When these are realized together with local
neighborhood clubs or institutions, projects naturally move in certain direc-
tions and toward certain participants. A figure who interrupts the organiza-
tion of an everyday environment is often perceived as someone who is available
for conversation. An artist working with public space, whether they want to
be characterized in this way or not, is public property, available for public and
exposed to the public . When one uses public property, one becomes a public
actor, regardless of whether it is about an art project, a demonstration or a
public speech. All of these actions in public - activism, art and politics - pro-
vide opportunities to reach demographics that have been historically excluded
or invisible. The possibility of fostering local perspectives and knowledge that
otherwise would remain hidden, becomes a reality. Still, I do not consider Porin
kulttuurisaatd’s or Space Invaders’ projects as participatory or community art.
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One of the main reasons for this revolves around the question of control. In
participatory or community art projects, the aim is to “activate locals”, to en-
courage them to participate and commit to a project, to control their experi-
ence. We do not expect this, but we do create possibilities for experiences and
encounters. Neither do we want to control how these possibilities are used and
actioned. As The Xenofeminist Manifesto proposes, alienation can be observed as
a form and foundation:

XF seizes alienation as an impetus to generate new worlds. We are

all alienated — but have we ever been otherwise? It is through, and
not despite, our alienated condition that we can free ourselves from
the muck of immediacy. Freedom is not a given—and it’s certainly not
given by anything ‘natural’. The construction of freedom involves
not less but more alienation; alienation is the labour of freedom’s
construction. Nothing should be accepted as fixed, permanent, or
‘given’-neither material conditions nor social forms. XF mutates,
navigates and probes every horizon. (Laboria Cuboniks, 2019)

Activist, political and artistic acts all have the capacity to be provocative. Work-
ing in public space has meant we’ve heard a billion stories about the particular
location, the city, its history, people, personal histories, complaints about pol-
itics, notions of art and contemporary art more specifically, aggressive rants
and acknowledgments. It has made us professionals in fields in which we have
no formal training. The most crucial skill we’ve honed has been the ability to
listen. I would argue that, through listening to those we’ve encountered during
public art projects, we have developed a heighted sense of the diversity, variety
and richness of modern life. Attracting the public’s attention has required that
we make art that evokes curiosity in people, art that is weird enough to warrant
comment and question, but also contains enough content to unfold into further
discussion. In our experience, these discussions can increase understanding and
lead to further projects and research. However, crucially, the discussions should
not, and neither should art for that matter, be understood as a cure for a crip-
pled system. I do hope, however, that the moments shared, along with new
ideas and instances of meaningfulness, can emerge from the places and spaces
art can create.
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It is not only the possible audience that suffers from anxiety and alien-
ation. Artists working in precarious conditions are a high risk group. Today,
there is an increased amount of talk about care, support and friendship in the
fields of art and culture. The proliferation of these discussions are already an
improvement, as the system is remains based on an austere and scarcity-based
working culture. Working as an artist is often a lonely practice. Sharing a studio
might help, but still, most of the time is spent alone with your work. Colleagues
might understand you and the struggles you are facing best, but simultaneous-
ly the system of grants, exhibitions and residencies puts you in competition.
When Space Invaders and Porin kulttuurisiaté initiatives first started and there
was little financial support, we realized that creating platforms for sharing, dis-
cussing and gathering were important. We want to create possibilities not only
for exhibiting artworks but also for encounters with colleagues. Already when
inviting artists to a project, we try to explain the collective nature of our work,
as it is not what everyone needs or feels comfortable with. But during the years
of practice, we have learned that for many, these moments of gathering are
unique and highly important. These are moments when one’s work and practice
can be considered, in addition to the field in general and the project more specif-
ically. This is all explored collectively and often results in affirming and mutually
supportive friendships.

Curator Aleksandra Kiskonen wrote her thesis Ystidmé (2020) about cu-
rating and friendship. She invited artist-curator or curator duos, who are also
friends, to participate with written dialogues in forms of letters, or chat conver-
sations, like the dialogue between Eliisa Suvanto and I was. The other writers
Kiskonen included were Elina Suoyrj6 & Essi Kausalainen, Venla Helenius &
Teo Ala-Ruona, and Jenni (Ki) Nurmenniemi & Tuomas A. Laitinen. The the-
sis itself opens up new and relevant perspectives on curating. In addition, the
sharing and writing of these dialogues was meaningful for the participants who
were given an opportunity to revisit their relationship and practice together.
There is often too little time to process one’s own practice, and collaboration
is usually a starting point, not something one has time to reflect and analyze.
Friendship even less so, as it is culturally in a queer position being simultane-
ously a certainty (everybody is expected to have friends) and in margins, as it
is usually not recognized as important as, for example, the family or a romantic
relationship, and therefore not requiring the same kind of attention. The thesis
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studies friendship as a curatorial method or approach and observes friendship
as a mode of action, not so much as a relationship. (Kiskonen, 2020, p. 11) It
presents the entangled nature of “work” and “life” in our profession; how some
of the projects begin because of a friendship, and how some projects create
friendships. There is a richness in this — not everyone gets to work with their
friends. However, during the pandemic it became increasingly evident that
working with friends can increase vulnerability. If everything you do and every-
one you love is related to your practice, what happens when there is no practice?
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Screenshot from the Wikipedia page about Orgyia Antiqua

This is the Orgyia antigua moth’s page in Wikipedia. The moth is native to
Europe, living in trees and shrubs. What is interesting, is the dimorphism
between males and females: the male moth flies around, both during day
and night even, and has brown-red wings and antennae. The female moth
is flightless and spends their entire life in a cocoon. It attracts males by
releasing pheromone, the male moth mates it, it lays large numbers of
eggs and dies. “The flightless female clings to her cocoon during her
brief adult life”, as the Wikipedia page tells. Also the larvae live alone. In
Finnish the moth is called Tdapldtupsukas,“spotted tasseled”, which sounds
much more sympathetic than the life of the animal.

ALIENATION AND ANXIETY 71



AFFECT

Affect refers to having an impact or an effect on someone or something, or to
touching, to feelings or emotions. In art theory, it often expresses bodily expe-
riences and is widely used as a tool to touch and provoke emotional response. In
films, these bodily effects can be used to create a sense of empathy and identifi-
cation, even if the theme and topic is unfamiliar, bodily sensations are. For ex-
ample, in the film Requiem for a Dream (Aronofsky, 2000), addiction might not
be a familiar feeling for all viewers, but physical pain is. The film Climax (Noé,
2018) draws spectators into the madness of events with agitated dance scenes,
and again, with depictions of pain and suffering. Pain and suffering are univer-
sal experiences, which all animals have in common. It is this ability to suffer
that connects human-animals to animal-animals. However, there are also more
empathetic alternatives to create a sense of shared understanding and compas-
sion. Creating affect is also possible by depicting sensation, such as in The Pillow
Book (Greenaway, 1996) where texts written on the skin play a central role in
producing affect. Watching the film, one can feel the sensation of a brush mov-
ing on the back and the moisture of ink leaving marks on the skin.

Political theorist and new materialist Jane Bennet uses affect as a start-
ing point in her reconsideration of materiality. She challenges the life-matter
binary, the idea that matter is passive “stuff” to be acted upon. In The Enchant-
ment of Modern Life (2001), she explores the ethical relevance of human af-
fect, and in Vibrant Matter (2010) she encourages intelligent and sustainable
engagements with vibrant matter and lively things. Her guiding argument is
that (non-human) bodies are vital. Considering affective bodies, she refers to
Spinoza, in addition to Deleuze and Guattari, “Spinoza’s conative bodies are
also associative or (one could even say) social bodies, in the sense that each is,
by its very nature as a body, continuesly affecting and being affected by other
bodies. Deleuze explicates this point: the power of a body to affect other bodies
includes a ‘corresponding and inseparable’ capacity to be affected”. (Bennett,
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2010, p. 21). Our body is never entirely our own, but is embedded in a network
of relations with other human and non-human bodies, spaces, places, expecta-
tions, surprises, desires and fears.

How we affect and are affected is about orientation and is a result of previ-
ous embodied experiences, social structures, norms and crucially, our individual
history. Orientation is also involved in the process of experiencing art. When
entering an art space — an event, a museum, concert, gallery or performance
space — a site typically associated with art, one is already prepared and expects
to be affected. The effect is completely different when art surprises due to its
placement in an unexpected setting, for example when it is accidentally con-
fronted in everyday life. In these everyday contexts, the presence of art can be
interpreted as a pleasant surprise or a disturbance. In an institutional context,
the spectator is expects to see something out of the ordinary, expects to be sur-
prised or moved in some way. As Jacques Ranciére explores in his critique of the
theater and spectatorship, spectatorship in this context is frequently interpret-
ed as more passive and ignorant, even if viewing is understood as the opposite
of knowing. In The Emancipated Spectator (2011) he writes:

We therefore need a different theater, a theater without spectators:
not a theater played out in front of empty seats, but a theater where
the passive optical relationship implied by the very term is subjected
to a different relationship — that implied by another word, one which
refers to what is produced on the stage: drama. Drama means action.
Theater is the place where an action is taken to its conclusion by
bodies in motion in front of living bodies that are to be mobilized.
(Ranciére, 2011, p. 3)

Even if this mobilizing of bodies means many different things, contemporane-
ously it has manifested in concrete form, evidenced by the increased number
of immersive plays and performances, where bodies move around in the im-
mersive space of performance. Play and audience become one, entwined and
enfolded, as opposed to discrete entities. This strategy of immersion is thought
to increase active participation on the part of the public, but, as Ranciére points
out, viewing and experiencing cannot be equated to passiveness. Emancipation
begins when we challenge the opposition between viewing and acting. Listen-
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ing and viewing are participating, bestowing meanings, interpretations, taking
narratives further, combining stories. (Ranciére, 2011, p. 13)

Often these immersive plays take place in staged and constructed envi-
ronments which are, more or less, distinctly separate from the ordinariness of
the everyday. However, the everyday is quite fascinating as a setting too, or
nature, that Porin kulttuurisiité has been exploring as an immersive stage for
exhibition. In these exhibitions the collective has studied how affect changes
when artworks are encountered while moving in different environments, and
share what we have experienced in these places: smells of plants and air, how
the ground feels under one’s feet, unique soundscapes. What are the sounds
related to art, what are the sounds originating from the environment? Are they
separate when the art does not happen in a white cube? How does this influence
the experience? Does it make us perceive our surroundings differently? Do they
become more understandable, or even more uncanny, as we realize how small
gestures influence the way things are seen and contextualized? How can the
structure of things be shaken with minimum impact?

A. DISTANCE

For French philosopher Jacques Ranciére, distance is a key concept in the
reformulation of the theater. Distance is used in various ways. For example,
when the performance invites the spectator to empathize and identify with
characters, the distance between the performance and the spectator is utilized.
Distance between spectator and the play is also decreased by way of involving
spectators in the play as scientific investigators for to combat the passiveness
of the position. There is a turn in spectatorship from passive viewer to active
participant and the calmly observing spectator is drawn into the “magic circle”
of theatrical action: into the place of a passive spectator becomes an active body
of a community. According to Ranciére, “modern attempts to reform theater
have constantly oscillated between these two poles of distanced investigation
and vital participation, when not combining their principles and their effects.”
(Ranciére, 2011, p. 4)

Distance, as a theatrical concept, has been meaningful to our practice with
Porin kulttuurisdaté and Space Invaders. The distance from Helsinki to Pori is
about 230 kilometers. Since I started studying in Pori, [ have traveled this par-
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ticular distance countless times. This distance, for me, signals longing: longing
to arrive at my destination and longing for that which I left behind. A constant
tension between absence and presence marks the projects — both being towards
and being away from where I want to be. Thinking and traveling have become
parallel actions. The distance between Pori and Helsinki is not only geographical
but also mental. This distance has become part of our method as we have taken
our practice elsewhere, to other cities and countries. Getting away from large
metropolises, the concrete act of de-centering, signals freedom from certain
conditions present in cultural centers.

Distance relates to how we experience places and how events and exhibi-
tions in these places are encountered. How affect works depends on the dis-
tance. The distance can be emotional or physical, measuring how close we are
to something, and how we are always already moving away from it: “Distance
is here the expression of a certain loss, of the loss of grip over an object that
is already within reach, which is ‘losable’ only insofar as it is within my hori-
zon. Distance is lived as the ‘slipping away’ of the reachable, in other words, as
the moment in which what is within reach threatens to become out of reach.”
(Ahmed, 2006, p. 166) Ahmed’s notion links distance to nostalgia, and nostal-
gia connects to temporary art events. When the exhibition opens, the process
is already nearing its end. The documentation records an event that has already
disappeared.

Cultivating a practice based on distance has catalyzed questions of trav-
el, meditation, and documentation. Travel forms an essential component of
the contemporary global art world. This is not an ecologically sustainable way
of practicing and so we spend endless hours trying to solve this problem, but
simultaneously, we understand that even locally-oriented practices are never
entirely local. As art historian Rosalyn Deutsche writes, “Individual cities can-
not be defined apart from the spatial totality — the relations of spaces to one
another within and between various geographic levels: global, regionals, urban.”
(Deutsche, 2009, p. 133). Traveling, new perspectives, new contexts are much
needed. Local practice is important, especially during the pandemic happening
at the moment of writing this. At the same time, this time has proven me a hyp-
ocrite. My locally-oriented practice, which often considers ecological and ethical
questions, is much more dependent on the global and international network
than I ever would have previously understood or admitted.
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Perhaps, one positive outcome of this time is that we pay more attention
to the necessity of new perspectives and experiences, that we start appreciat-
ing affect as an elemental part of practice. In Porin kulttuurisiité’s practice,
perceiving affect in the context of distance has been a method, even so that
distance can be considered a research methodology. We have approaches it as
condition that exists but can also be created and cultivated. As Bennet writes,
“the more aware of wonder one is — and the more one learns to cultivate it - the
more one might be able to respond gracefully and generously to the painful
challenges posed by our condition as finite beings in a turbulent and unjust
world.” (Bennett, 2001, p. 160)

B. EVERGREEN INNER JUNGLE

Evergreen Inner Jungle is a one-week exhibition by Porin kult-
tuurisdito in the Botanic Garden in Kaisaniemi. It explores the
phenomena of exhibiting foreign plants in a museum-like setting
that has become a convention of its own. Instead of presenting the
current situation of the distant environments the botanical gardens
globally all resemble each other. They have become representations
of Botanical Gardens, exotic and dreamlike atmospheric places with
scientific purpose, while also carrying colonial weight, positioned at
the intersection of research, environmentalism, and leisure. (Porin

kulttuurisiits, 2021)

In 2019 Eliisa Suvanto and I started planning the project that would later be-
come Evergreen Inner Jungle. However, due to the pandemic and problems nego-
tiating with the city of Helsinki, it was only realized in 2021. The idea was orig-
inally a result of distances, traveling, and having time to experience and discuss
things together. We travelled from Helsinki to Turku and from Turku to Pori
for exhibition openings. While travelling we had time to ponder what we had
experienced. Serendipitously, much of this resonated with our recent readings.
These experiences and discussions evolved into a project that would be easy,
fun, and soft, all the while considering the tradition of exhibiting exotic plants
and the production of knowledge in the natural sciences. The original intention
was to hold the exhibition in Gardenia®®, a botanical garden owned by the city
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and University of Helsinki in Viikki. The commercial garden site opened in 2001
and was closed in 2015 due to economic reasons. The plants, uprooted from
distant lands and carefully cared for, were left to perish as they were deemed
unprofitable. In 2020, the plants were still there, and the impressive building
had turned into a plant mausoleum.

While the colonial past of museums have been widely discussed, especially
in recent years, botanical gardens are often excluded from this conversation.
Perhaps, because of their affective and atmospheric nature, they somehow
evade critical appraisal. When Gardenia turned out to be impossible, we were
able to take the project to Kaisaniemi Botanic Garden’, which turned out to
be the perfect location for the exhibition. It was the ideal place to start work-
ing again, especially after the dry season of the pandemic. Collaboration with
Helsinki University and LUOMUS was productive: we learned a great deal about
their practice, about history and plants, and they were able to mediate their
work differently and for new publics.

Most of all, the garden, the colors and smells and its experiential nature,
made the project what we had hoped for. We were able to handle heavy and
charged themes so that the experience remained — as the audience called it -
lovely, amazing, and fascinating. Many of the works were small and gestural.
Art and environment were woven together. We explored the fragmented nature
of knowledge production and the violence produced by imposing power struc-
tures and colonial history, in addition to the tradition of the botanical garden
as a space of display. Still, the most direct experience was based on affect, sen-
sation, and emotion. The exhibition, with its tiny sculptures installed within
moss or inside dead tree trunks, included melting sugar peaches, installations
in ponds. The show created the impression of a treasure hunt stimulating all the
senses. It was critical but instead of being overly conceptual or analytical, the
experience was affective and multisensory.

13 Gardenia was a garden attraction in Helsinki opened in 2001 and closed in 2015. (‘Gardenia-Hel-
sinki’, 2021)

14 “The University of Helsinki Botanical Garden at Kaisaniemi is one of Helsinki's most popular visitor
attractions. The Garden is situated very close to the city centre, and its glasshouses and surrounding
grounds offer nature lovers a unique experience all year round.” (Luomus, 2022)
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Helsinki bus station, 2019

The image above pictures my bike and three bags as I prepare to leave
my hometown of Helsinki to Pori to make art. If places are essential to
and what grounds and constitutes my practice, then distance, or rather
distances, are the outcome and a method. That is, the distance to where
things are happening, distances between people involved in the process-
es and projects, distances we travel to see, encounter, and experience.
Distances can be inconvenient, but they make things possible: travelling
creates new perspectives, new ideas, new understanding and new art
projects. Studying in Pori made me understand this - all the travelling,
all the distances exceeded and impacted our thinking and working and
being - but it has become obvious that during the 2020 when the
pandemic made our world shrink. Distance is an opposition to claustro-
phobia. Distance is freedom. Possibilities. Distance is not a measure but a
feeling and an affect.

78 AFFECT/DISTANCE



ANTHROPOCENE

“Geologists have begun to call our time the Anthropocene, the epoch
in which human disturbance outranks all geological forces. As I write,
the term is still new — and still full of promising contradictions. Thus,
although some interpreters see the name implying the triumph of
humans, the opposite seems more accurate: without planning or
intention, humans have made a mess of our planet. Furthermore, de-
spite the prefix ‘anthropo-’, that is, human, the mess is not a result of
our species biology. The most convincing Anthropocene timeline be-
gins not with our species but rather with the advent of modern cap-
italism, which has directed long-distance destruction of landscapes
and ecologies. This timeline, however, makes the ‘anthropo-’ even
more of a problem. Imagining the human since the rise of capitalism
entangles us with ideas of progress and with the spread of techniques
of alienation that turn both humans and other beings into resourc-
es. Such techniques have segregated humans and policed identities,
obscuring collaborative survival. The concept of Anthropocene both
evokes this bundle of aspirations, which one might call the modern
human conceit, and raises the hope that we might muddle beyond

it. Can we live inside this regime of the human and still exceed it?”
(Lowenhaupt Tsing, 2015, p. 19)

The term Anthropocene has been so widely debated and differentiated as to
become nebulous. There have been propositions that the concept itself should
be reformulated and substituted with something else, as Anthropocene has be-
come increasingly vacuous and emptied out due to over usage. In 2019, I par-
ticipated in an open studios event where one of the artists told me that during
a single year, she was invited to 13 different shows with “Anthropocene” in the
title. Why are we so maniacally exploring this concept that we have almost al-
ready destroyed? To leave a mark? Are the plastic sediments in soil not enough?
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In his book Facing Gaia (2017), Bruno Latour links the Anthropocene to the
destruction of the globe. “To live in the epoch of the Anthropocene is to force
oneself to redefine the political task par excellence: what people are you form-
ing, with what cosmology, and on what territory? One thing is certain: these
actors who are making their stage debuts have bever played roles in a plot as
dense and as enigmatic as this one!” (Latour, 2017, pp. 143-144). Latour’s no-
tions of the Anthropocene are dramatic, but they are not hopeless, especially if
one thinks of the world and not only humankind. He states that we have “en-
tered irreversibly into an epoch that is at once post-natural, post-human, and
post-epistemological”, and, referring to the film Melancholia (von Trier, 2011)
that it is not the earth but the globe that is destroyed. Still, it is possible that
the lesson of this metaphor is quite different. It might not be the earth that is
destroyed in a final, sublime, apocalyptic flash by a wandering planet; it might
be our globe, the global itself, our ideal notion of the globe, that has been de-
stroyed, so that the work of art, an aesthetic, can emerge. Latour’s conclusion is
congruent with the ending of the film The Girl with All the Gifts (McCarthy and
Carey, 2016). While the film concludes that the end of the world not belonging
to humankind does not mean the end of the world in its entirety. Latour states
that “Once the Globe has been destroyed, it has space and time enough so that
history may start again.” (Latour, 2017, pp. 144-145)

It seems impossible to write about the art in the 21st century and not
mention the Anthropocene, but as a topic its history is a lot longer than the
recent interest of art professionals suggests. The notion of human life as a geo-
logical force shaping the earth is not a new one, and it hasn't always been as
pessimistic. A soviet mineralogist Vladimir Vernadsky introduced a concept
called noosphere in the early 1900-century. According to Vernadsky, Noosphere
is the third stage of earth's development, following the geosphere (inanimate
matter) and biosphere (biological life). As opposed to the idea of Anthropo-
cene, where the earth is irrevocably damaged by humans, in Noosphere humans
would nurture the earth and the stage would be determined with intelligence,
cognition, and technology. (Nikkanen, 2019)(‘Noosphere’, 2022) Perhaps, in-
stead of getting stuck in dystopian notions of Anthropocene, we could work
towards the noosphere?

For Evergreen Inner Jungle (2021) which I previously discussed, one of our
starting points was the Biosphere 2 experiment. The experiment brought sci-
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entists and artists together to live in a closed, artificial ecosystem in Arizona.
The Biosphere 2 experiment was influenced by Vernadsky’s theory. In Biosphere
2 the experimental ecological facility was meant to produce information that
could be used in space colonization. The knowledge produced extended from
traditional scientific data to artistic research and studied how the closed com-
munity functioned. However, most of the research data was lost in the messy
process including bad publicity, financial mismanagement and unclear circum-
stances that ended the project. In Evergreen Inner Jungle we wanted to study the
knowledge production processes and the fragmented nature of the knowledge
produced but also possibility to entangle the art, the artificial nature, and the
research practice in Botanical Gardens together. “These initiatives and the tra-
dition of botanical gardens itself, present the endless curiosity we share but also
the obsession of trying to control, order and classify. These enterprises demon-
strate the absurdity of normalized phenomena. In the process of taxonomy, we
merely produce fragments. But these fragments, artworks, texts, plants and
objects, when exhibited and shared or displayed bring us together, they create
new fragments and fragments create stories. And the stories we tell matter.”
(Porin kulttuurisiaits, 2021)
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Abandoned Gardenia greenhouse, 2020

| have started to find the concept of the Anthropocene a bit exhausting.
There have already been a significant number of art projects about it,
and | am not always sure about their achievements. It is increasingly
difficult to find new angles from which to approach it, create embodied
knowledge and understanding based on experience, precisely because it
such a huge concept and topic. However, using elements connected to
our everyday environments and making our nearby surroundings visible
can increase sensual knowledge. The above image depicts Gardenia in
Viikki, Helsinki, a former botanic garden/garden attraction in northern
Helsinki that was run in collaboration with the city and the University
of Helsinki. The tropical garden was open to the public for less than 15
years and when it proved unprofitable, it was closed and all the plants
were left to die. For almost ten years it remained a dusty plant grave-
yard. Gardenia, the zombie plants inside, and the history of the site
inspired our imagination. Instead of the Anthropocene we produced the
Biosphere 2 project, an interdisciplinary closed-system experiment that
began in the 1990s and took the concept of the noosphere as a start-
ing point. We planned a project which was to be realized in this former
greenhouse in Helsinki. However, when we were awarded the funding,
the original site was sold, meaning our project was later realized in the
Kaisaniemi Botanic Garden. After all this turned out to be the perfect
environment for it, even if | did regret the missed opportunity to work
in this sci-fi/ dystopian building.
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ANTHROPOLOGY

Anthropology is a scientific field studying human life and culture in their var-
ious forms at different times. Even if the mediums and methods are different,
artistic research is not too distinct a practice from this. These similarities have
been explored by anthropologist Tim Ingold who states that “research is funda-
mentally a practice of art.” (Ingold, 2018, p. 1). His idea of “the relational view
of the organism” presents an idea of an organism always existing in relation to
other organisms: “a discrete entity as a node in a field of relationships.” (Ingold,
2002, p. 4). This resonates how I understand art and artistic practice, and being
in general, and why I also agree with Ingold’s conclusion that this conception
forces us to think in a new way about the interdependence and environments
of organisms.

Art faces the same risks as anthropology. It is possible to be so fascinated
with the chosen subject that one loses oneself in it, becoming critical towards
the lost enchanted life, and building practice on nostalgia. The same risk of
romanticization is present in both art and anthropology. In his book Walter
Benjamin’s Grave (2006), anthropologist Michael Taussig visits the grave of the
philosopher. The visit evokes an array of thoughts and emotions, such as the
fetishization of places that occurs when “the aura of scientific expertise” is com-
bined with “the romance of fieldwork”, creating master narratives that might
never have existed without the practice of anthropology. (Taussig, 2006, p. 34)
This fetishization and creation of myths, structures, and kinships, can also be
discovered within the arts.

Anthropology and art produce knowledge about places in the world. Art
and anthropology approach their research questions with a greater emphasis on
negotiation than tests. Both value suggestion and observation, both admit how
questionable the nature of the concept of “truth” and “objectivity” is. Artistic
research and research-based art might lack the aura of scientific experimenta-
tion. At times, the existence of artistic research has been justified by adopting
the form and language of science. This problem is also mentioned in the Mani-
festo of Artistic Research (2020);
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Currently, the defenders of artistic research are working with a rela-
tively coarse-grained understanding of theory, discourse, and reflec-
tion which hinders more than advances the development of a specific
praxis of artistic research. This is also due to inadequate analogies:
invoking, for example, terms from scientific research like “laboratory
studies” and “experimental systems,” language which misleads from
the beginning, as if, on the one hand, the artistic element of re-
search exhausted itself in a series of experiments and, on the other,
as if research were an art whose privileged site is the laboratory.
(Henke et al., 2020, p. 11)

This manifesto highlights that, in the process of presenting artistic processes
in the same form as the sciences, the result is that the specific form of intel-
lectuality may be lost. The manifesto argues that instead of following a strict
method, art takes detours and creates new routes and paths “which continually
generate new and un-expected counter-expressions, and do not set a goal for
their nonlinear ‘experiments, but instead trigger irritations and thus daring
revelations.” (Henke et al., 2020, pp. 11-13) The manifesto suggests, that if
artistic research and its unique methodologies are trusted, developed further,
and succesivly incorporated into academic discourse, the effects could be con-
siderable for the entire academic field. Artistic research creates the space to ex-
plore thresholds, to produce knowledge and new methods, often at the border
of language and outside of conventional, scientific knowledge systems. Instead
of the neutral and sterile laboratory environment, artistic research and anthro-
pology utilize the lived habitat as laboratory, a place of knowledge production
and experimentation.

Due to the fact that research- or activist-oriented artists are often con-
cerned with social relations and societal structures, public spaces are the ideal
sites for their research. Artistic research projects often start with a research
question, “Artistic research is not the research of art. ‘Researching’ is a form of
‘inding.’ There is always an element of chance in finding.” (Henke et al., 2020,
p. 18) In this dissertation, this mode of working is examined through examples
of productions done in public places. In the context of the so-called Pori School,
every event and every exhibition can be considered a research project, where
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life and its particular stage and structures are examined in certain times and
places. Events like Space Invaders use space as a laboratory, where the history
and the predicted futures of the neighborhood are observed with different me-
diums. “Laboratory” is also a term taken from scientific research and criticized
in the Manifesto, because it is misleading considering methods used in artistic
research, However, when a public space is used as a laboratory it becomes both
the place of study and the subject of research. Previous research about the loca-
tion is observed, while the area is researched with the working group. The ob-
servations are discussed both within the group and with the locals, their stories
and narratives are listened to, and new ones are created.

A. SPACE INVADERS V- TOLERANCE

Drawing together different methods, agencies and motivations does not always
occur without conflict. When the fifth Space Invaders (Space Invaders V — Tol-
erance, 2017) took place in Tampere, the location Hiedanranta was a target of
massive construction plans. Art was one of the means the city used to create an
attractive atmosphere in the old industrial site and improve its brand. Their ac-
tions were, however, questionable, as artists and cultural workers who were in-
creasing the value of the area were not properly taken into consideration when
planning the future of it. They were merely generating surplus value for the
future luxurious neighborhood, without gaining anything concrete. The large
construction companies and the urban planners were quite carelessly exploiting
those in precarious positions, probably without understanding that they were
doing so. With old mansions by the lake and old factory buildings with rustic
charisma, the area was unique and pretty but it suffered a lot because of the fac-
tories. The lake was contaminated and many of the buildings were dangerous.
The theme was tolerance and along with Aalto University and Tampere Univer-
sity, we created an interdisciplinary project exploring the resilience of both the
environment and its inhabitants, human and non-human.

In addition to exploring tolerance in the context of nature — how it is, or
is not, capable of adapting to changing and even damaging conditions — we

15 1'am not suggesting that everything should be contemplated as a research project or that this would
be a meaningful approach in every case, but also | do not believe that the research-based approach is in
conflict with aesthetic aims.
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also explored tolerance as a social issue. In 1969 Herbert Marcuse, an academic
who was member of the Marxist-influenced Frankfurt School, wrote a critical
review on the theme, coining the concept of “Repressive Tolerance”. (A Critique
of Pure Tolerance, 1969) According to Marcuse, tolerance had become a form of
passivity in a radically unequal society, serving the cause of oppression. (Mar-
cuse, 1969, pp. 95-137) Lately, similar ideas have been presented by, for exam-
ple Slavoj Zizek, who in the essay “Tolerance as ideological category” (Zizek,
2008) states that problems of inequality, exploitation, and injustice are reduced
to problems of intolerance. The concept of tolerance lies in the complex inter-
section of individualism, collectivity, universalism and particularity. In recent
social discourse, the limited nature of merely tolerating has been questioned:
tolerance does not mean the same thing as acceptance, and tolerating does not
secure possibilities for participating. The documentary film Boiling Point ( 2016)
was screened during the Space Invaders event. The film shows how “Financial
inequality, lack of vision, fear and anger especially towards asylum seekers, has
been growing rapidly in Europe, also in Finland. People are increasingly afraid
that their home environment is becoming unrecognizable and undesirable. Pop-
ulist demagogues have risen to harness these fears and to raise people against
each other.” (Boiling Point, 2017) In the film we can see what happens when
there is no tolerance but also why more than merely tolerating is needed.

The event was organized in the form of a school camp. The co-curator and
teacher of the course, Eliisa Suvanto and I arrived at Hiedanranta with a group
of students and artists, with whom we lived, worked, cooked, ate, studied, and
produced an exhibition. Eventually, tolerance was not only a theoretical theme
but also something that was very much needed throughout the process. Toler-
ance and resilience helped us cope under pressure. They helped us adjust and
adapt. Tolerance made it possible to survive situations that might otherwise
have been unpleasant and uncomfortable.

During the event, we researched the environment, social issues at work in
addition to the urban planning process. Not all the research outcomes pleased
the local participants. Together with Maija Jokela, we organized a critical work-
shop about so-called "nice activism", a form of bourgeoise activism that takes
over the city space by producing fun events like restaurant day, where everyone
can build their own restaurant or a kiosk for one day in order to question its
target groups and potential impacts. Eventually, it turned out that this kind of
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nice activism and art was exactly what the city of Tampere and the development
group were aiming for: rather than radical acts questioning the state of the envi-
ronment or the lake, or the ethical issues related to the process, "nice activism”
aims to strengthen the community but ultimately is about elevating the brand
image of the city. The intervention should, therefore, look appealing, be easy to
use for marketing purposes and, in the end, not change too much. This kind of
activism does not cause inconvenience. This is activism that can be tolerated.
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