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“I speak to maps. And sometimes they say
something back to me. This is not as strange
as it sounds, nor is it an unheard of thing
Before maps the world was limitless. It was
maps that gave it shape and made it seem like
territory, like something that could be posses-
sed, not just laid waste and plundered. Maps
made places on the edges of the imagination

seem graspable and placable.”

Abdulrazak Gurnah, By the Sea



This summer’s group exhibition at Kalmar konstmuseum
takes its point of departure in demarcation lines and in the
maps, networks, contexts and identities that can arise in a
society in times of migration and refugee ship. Artists have
challenged ideas about identity and belonging in all times
and can give us new perspectives on questions of place and
mobility. “When the Berlin Wall came down in 1989 there
were 16 large border barriers between territories world-
wide. Today there are 65 of them, either already existing
or under construction.” This can be read in an article from
the TT News Agency, from the end of last year. Meanwhile,
there are almost 60 million refugees in the world.



Many historical maps are artworks in themselves. Some
maps have changed how we look upon the world. Other
maps have been used in warfare, or as tools in the hands
of colonial powers. Wars redraw maps and have entailed
large movements of people. Both the Kalmar Union and
the European Union represent a wish for peaceful relations
between countries, but also of the drive for a strong outward
defence against “the Other”. The Kalmar Union split because
of among other things, conflicts of interests in economic and

foreign policy, which are also current problems in the EU today.

In the novel By the Sea the character Saleh Omar arrives
to England as a refugee and answers the border control’s
questions with silence. He has heard that this would be the
right signal to be let through. Which criteria apply to the
passage, and is there something neutral and objective in
this? Borders and border controls are part of everyday life
in Europe today. Not so long ago there was a border across
the Baltic Sea. To control it was important during earlier
centuries and even today the Baltic Sea seems significant in
terms of military strategy. Nowadays, the Mediterranean is
the new sea where the EU strengthens its outer border control,

while the inner European borders begin to be monitored.

Some of the artists have worked with border zones
between the Baltic States. Acoustic violence and sound
bombs are tactically used in war to frighten, shock and dis-

concert the population and are common in conflicts today.



In Bita Razavi’s installation we can partake in the sound
battle that took place during the Continuation War
between Finland and the Soviet Union in the first half of the
1940s. It is said that by playing one of its most popular songs,
the Sikkijarven polka, Finland interfered with the detonation
of Russian mines. The song is originally a ballad and the
accordion version was created more or less at the same time

as WWII began.

Patriotic songs become more popular in wartime. The
border between propaganda and nostalgia dissolves. Bita
Razavi is also interested in different national songs and

the similarities in melody and content that they present.

Karel Koplimets’ work takes place on the ferry terminals
on each side of the Gulf of Finland; in Tallinn and Helsinki.
Passenger ferries bring the Estonians who commute for
work in the so-called free and mobile labour market
together with the Finish tourists who shop duty-free
products, mainly alcohol. They are predominantly men;
they meet silently on the ferry and then walk off in oppo-
site directions. Karel Koplimets recounts the magic of those
first trips over the Baltic Sea in the early 1990s, after the
fall of the Soviet Union. The ferry is now rather the place
for sleeping or getting drunk, a passage, but in Koplimets’
photography, suspended in the museum’s staircase hall it
is celebrated like the palace of dreams. He raises questions

about how free movement fares today.



As a child I liked to travel in my imagination through
atlases. The world became graspable. Seas and deserts were
near at hand and mind. In our history lessons at school,
we learned how frontiers had been in a constant state of
change and that new countries have been born and disap-
peared. If we were to travel a hundred years back in time,
we would end up in the First World War with its long-
drawn and bloody battles and offensives along the West
Front. In the Sykes-Picot Agreement of 1916, a French and a
British diplomat drew the borders of current Syria and Iraq,
without any consideration for the history or traditions of the
region. The League of Nations was founded in the aftermath
of the First World War and one of its objectives was to dis-
mantle border obstacles. In the chapter Border in the Pocket
of the anthology Borderities, the scholar Jouni Hikli writes
that passport and border controls were seen as necessary only

temporarily to stabilize the political situation after the war.

Migration is a global reality and human rights are breached
in many places. In Erik de la Reguera’s book Gréinsbrytarna
(The Border Breakers), one can read that “the countries
worst hit by poverty and armed conflicts are also those
whose passports have the least value as travel documents.
That an Afghan citizen can travel without a visa to only 24
countries, while Swedes, Danes and Finns are welcome in
173 countries is by many taken for granted in the world
of the 2010s.” The author also describes how the first
passports in history were invented in ancient and multi-

cultural Persia along the busy trade routes of the Silk Road.



Passports and visas give certain people the freedom
and the right to cross borders that others are denied.
In Bani Abidi’s video work The Distance from Here
people follow in silence the unclear and bureaucratic
rules of a fictional border control. They wait patiently and
maybe worried for their turn, for the officials to read the
documents they carry, or for someone to use one of the
stamps arranged on a simple desk. The beeping sound of a
body scanner or the rattling of a typewriter is heard from
time to time. In the big open space divided by yellow lines
stands a lonely doorframe that they hope to be able to pass
through. It is unclear what everyone is waiting for. The
absurd and almost surrealist atmosphere creates a work that
appears as a choreography and representation of all border

obstacles, during all times.

Dzamil Kamanger’s bead-knitted passports are inspired by
the Central Asian handicraft, but also by the exchange of
goods and labour. They shine like valuable jewels and are a
sort of mnemonic device and documents of his own border
crossings. Together with Kalle Hamm, Kamanger has staged
a number of public space interventions in different cities.
Kamanger sits on a stool and produces visas and passports
for different people. The history and politics of each place
are woven together with the situation of his family and

friends, and each border document becomes a social action.



Nadia Kaabi-Linke works with research-based art that
moves between different countries and epochs. In her
two-channel sound work No we hear a dialogue between
authorities and visa-applicants. A group of Tunisians sing
in unison the answers for the different derogatory and
rhetoric questions that the British visa application poses.
It reminds one of a church, where the priest’s questions
during mass are answered in choir. The answer is always
the same, a "no”. The rules are simple, “no, I have not been
prosecuted in another country”, for example. There are no
expectations that one would answer otherwise. The work
reflects power and powerlessness. They do not speak the

same language.

In the work Faces, Nadia Kaabi-Linke returns dignity and
personal identity to the South Africans that the English-
man Frank Fillis, according to himself hunted and collected
to exhibit as living objects in the village Kaffir Kraal at the
large Greater Britain Exhibition in Earl’s Court 1899. In a
group photo in a newspaper from this time one can see the
set design and backdrop of an African landscape. Dressed
in their costumes, the people were meant to represent savages
on the borders of civilization; they had been given a collective
identity. In the portrait series by Nadia Kaabi-Linke, each
one of them is taken away from the stereotypes and colonial
history’s division into an “us” and a “them”. We meet indivi-

duals that look at us with different expressions and identities.



Every person gets its own picture, mounted in an oval
passe-partout as was common in the unique portrait pictures

that photography studios made in the early 1900s.

The sculpture by Nadia Kaabi-Linke is made of, among
other things, thistles, and is large as a double bed or carpet.
The piece No One Harms Me Unpunished takes as point of
departure a Scottish legend in which once upon a time
Vikings slipped into a town at night. One of them happened
to step barefoot on a thistle and screamed loud waking up
the inhabitants, which saved the city from plundering. The
title of the work is also the motto of the Scottish Order
of Thistles and denotes national resistance. It was used
by Scottish resistance fighters and later also by English
regiments and gentlemen’s clubs. The work can also be

seen as a symbol of individual defense or resistance.

In the UN Refugee Convention one can read about the
right to seek asylum in a safe country when one flees from
prosecution and war. Today people are forced to flee over
the Mediterranean, as there are no legal routes into the EU for
asylum seekers. The sociology professor Saskia Sassen describes
how the picture of the migrant has changed. Whereas before
the migrant was someone who left their home deliberately
searching for a better life, yet always had a home to go back
to, today’s migrants often have no place to which they could

return. Sassen calls this a massive loss of habitat.



Nowadays, through the study of DNA, researchers have
been able to see how people have moved over long distances
and crossed territories from time immemorial. If a thin thread
represented every person’s movements the globe would be
covered by a tightly woven pattern in many layers and full of
intersections.

The handwritten text by Meira Ahmemulic in the work
Walking, repeats the word walking over and over again as an
incantation or existential act. Together, the drawings become
an exercise for always being on the move, for not being
allowed or not allowing oneself to feel belonging to a place.
Meira Ahmemulic’s work becomes a description of wandering
as resistance, as an action, a social practice or a creation —
and in her own way she follows the wanderers found in art
history and philosophy. The traces of those who walked
before and those who come after give both proximity and
distance. Which traces do we leave behind?

Visible and invisible borders exist within social, cultural
and economic areas. Language plays an important role
in how others perceive one and how one understands
and moulds reality. The feeling of belonging or alienation
creates a divided society, a we and a them. In the video
work Ett sprik mdste vinna/One Language Must Win Meira
Ahmemulic asks questions about what linguistic belonging
can entail as well as what an accent can mean for the access

to work, social life and to different places. Sweden has been



characterized by migration and transnationalism for hundreds
of years, but not everyone is allowed to call themselves
Swedish. An accent, a dialect, an unusual name can lead to

questions like “But where are you from, actually?”

What are the interstices between chaos and order, between
that which appears as structural and that, which is experienced
as coincidence and disorder? Malene Mathiasson shows a
series of detailed and suggestive collages in which she is
inspired by, among other things, the old art of illustrating
maps. The images are constructed through that which we
read as cartographical signs, as for example points and
dotted lines: a cultural pattern over nature, something
that we think we recognize. The driving force to create a
new order between the known and that which we believe
to be possible or impossible produces powerful collisions
between cause and effect, reality and fiction, body and
map. Sometimes there can be a striking likeness between
an image seen through a microscope and a satellite image.
We cannot always tell the difference between something
near and something far — Mathiasson’s micro- and macro-

perspectives deceive us.

Linda Persson’s new photographs are treacherously velvety.
The series is a part of her many years of hiking and explorations
of landscapes in the periphery. Her work moves in the
borderlands between legends, myths and real and per-
ceived frontiers. The photographs are taken in the Arctic

North Cape, which attracts many international tourists.



The place is a dramatic outpost with its high cliff facing
the Atlantic and the Northern Ocean, where the next large
land mass is the North Pole. Large quantities of the garbage
left by tourists whirl around in the wind. Some of the litter
gets stuck in a steel-wire fence and is there sculpted by the
elements. The leftovers and traces become a sort of cont-
emporary archaeology in a fragile world where the dividing

line between nature and culture is constantly renegotiated.

Anna Tunek and Cecilia Barry are two students at the
Digital Visual Production Program at Blekinge Institute
of Technology. They have worked on giving visitors
something unexpected in their experience of the museum
and the exhibition. In the red room downstair, you can take
part in their interactive installation id:entity that proceeds

from collective and individual identities.

The exhibition Songlines for a New Atlas does not work
with territories or conventional maps as a representation of
the world, but instead with personal wanderings in pursuit
of a new atlas. In the world of art one can move around
without either passport or visas. Inspiration can be found
in the art history, for example in the world map of the
Surrealists made in 1929, where an unknown artist drew
the most humanist countries bigger than in normal atlases
and, moreover, took away other countries in their entirety.
Yves Klein painted the entire globe with the same blue and
thus erased all borders, not only between countries but also

between ocean and land.



The artists in the exhibition can be said to describe geography
somewhat like the Australian aborigines did it: they sung the
names of everything that crossed their path and in this way the
world was created. A songline can also be called a dreaming
track. By repeating the lyrics of the song, others could find
the way to the watering hole or the rock. A special rhythm
or melody allowed one to navigate over long stretches or

through different language groups.

The artists in the exhibition create their own songlines and
maps, somewhere between poetry and politics. They tell
their stories backwards and forwards in time and recompose
borders into something interpersonal. They are cartographers
breaking up the frontier between the visible and the invisible.
They disorient us, or change our perception of places and
people. In the world of art one can remodel the earth and
open and close borders at will, and dare to venture into the
unknown. Are not all of the world’s maps fictional, albeit

in different ways?

Torun Ekstrand



BANI ABIDI
Bani Abidi’s witty and often absurd works are gleaned from
daily life, culture and politics in the perpetually faltering
state of Pakistan. Selected exhibitions include An Unfore-
seen Situation, Dallas Contemporary (forthcoming), the
8th Berlin Biennial; Documenta 13; Garden of Ideas,
Aga Khan Museum, Toronto (2014); He said a storm
was coming, Kunstverein, Arnsberg (2014); 2nd CAFAM
Biennial, Beijing (2014); Then it was moulded anew,
Experimenter Gallery, Kolkata (2012) and Bani Abidi Baltic
Center for Contemporary Art, Newcastle, UK (2011). She
received her BFA from the National College of Arts, Lahore,
Pakistan, in 1994 and here MFA from the School of the Art
Institute of Chicago in 1999. In 2011-12 she was a recipient
of the prestigious DAAD Berliner Kunstler Program. Abidi

was born in 1971 and lives and works in Berlin and Karachi.

The Distance from here
Video 12 min.

The video Distance from here captures a fictionalized day at
the immigration office—we see a clerk setting up his table,
guards scattered throughout the space, and people waiting
in line with their documents, divided by thick, yellow lines.
This work calls into question ideas of nationality, relationships
of power and control, truth versus fiction, and the theme of

waiting.



Bani Abidi
The Distance from here
video still



The video Distance from here is about people who are
going elsewhere. An anatomy of preparation, anxiety and
anticipation is built up through multiple frames, narratives

and gestures.

MEIRA AHMEMULIC
Displacements, migration, class and language are central
themes in the work of Meira Ahmemulic. In several of her
pieces she has interested herself in first generation migrant
workers, their children and grandchildren, so called second
and third-generation immigrants; designations that says
something about how difficult it is to “become Swedish”.
Her texts as well as her works also touch on how society’s
intolerance of linguistic errors influences the way people
with immigrant backgrounds are viewed. She often works

with installations that include essay films, texts and objects.

Meira Ahmemulic is also active as a writer and has published
several essays in journals such as Ord&Bild and Glinta as well
as the book City of Names (Glanta). She has had exhibitions
in Berlin, Copenhagen, Helsinki and Gothenburg.



One language needs to win
video

12.30 min, 2016

Once [ was invited to read at a festival. The theme, in a broad
sense, was experiences of migration. My text was about my
mother and father’s lives in Sweden, about how they wore
themselves out in different low-paying black-market jobs
and are destitute and sick. As soon as I entered the venue I
regretted having come. I found an empty seat and sat there
as still as I could. Trying to think of reasons why I should
stay. After a while I heard the moderator mispronounce my
name, and [ knew I should have left. He pointed at me be-
fore I could leave — I was the only dark-haired person in the
room. I slowly made my way between the chairs until I was
standing in front of everybody. A woman gave me a friendly
smile and nodded that I should start.

For the first time my doubts turned away from myself and
the text I was supposed to read and shifted to the white
room surrounding me. Instead of trembling, my voice wa-
vering, as usual, I spat the words right in their faces. Looked
up now and then to see if they were still there. They should
have stood up and walked out, I was hoping they would.
Instead they were listening intently. Later I realized that I
had spoken to them in their language and that this had made
me truer to them than to my own self.



Meira Ahmemulic

One language needs to win

video

12.30 min, 2016



At the middle school I attended, three out of three hundred
students are of Swedish descent. During breaks the students
speak English with each other. One of the teachers explains
that they’ve turned to English because they feel that they're
not being judged for not speaking correctly. Which is what
happens when they speak Swedish. From the very begin-
ning it was made clear to them that they have to submit to
a language that will constantly be used against them. At the
same time as it circumscribes and determines their lives.
They have no power over the words they pronounce and
can never feel they have a command of the language. The
language commands them. If you have an accent in Swedish
you will immediately be seen as a criminal who also breaks
other laws. How do you get a handle on — feel comfortable
with — a language that judges you? A language that feels

superior to those speaking it?

In Swedish, language, the way you speak, is used to determine
what you are worth as a person. With, and in, language,
boundaries are drawn between those who are defined as
Swedes and “the rest.” “Good Swedish” shows that you're a
good person with a sharp intellect and lofty morals. This is

why perfection in language is required. It’s not enough to

know Swedish.

It’s said that people speak the truth, while language lies.
Language seldom fully conveys just what you want to say

what you actually mean is often out of reach. In Serbo-



Croatian words are “road signs” that point toward meanings.
Speaking Swedish is an effort, it means getting busy mini-
mizing, calculating, and reading the distance between what
you have to say and the words available to you. Finding signs
just the right distance from what you mean. It's this
compromising with meaning that makes Swedish gaps

more truthful than Swedish words.

I grew up in the Gardsten neighborhood in Angered. I learned
early on that I was expected to get out of there, that I needed
to do so in order to have a “future.” At the same time, it
was perfectly clear that the boundary between Angered
and Gothenburg was closed. And that the boundary was

language.

In elementary school at Rémosse School I was placed in
“Swedish II” for children with a poor knowledge of Swedish.
Even though I was born in Sweden. School taught me
that Serbo-Croatian was not as important and valuable as
Swedish and that my so-called “mother tongue” or “home
language” had low priority. Home-language instruction was
about teaching me that I was different and had a different
culture. “This is your language, who are you if you don’t
know your mother tongue and where you come from?” my
father and the teacher asked rhetorically when my sister
and I tried to get out of attending class. For several years,
she and I were the only ones there. It wasn’t until lower

secondary school that I appreciated my afternoons with



home-language instruction. But I stopped going when
students from the war in former Yugoslavia joined the
group, because I was ashamed at how little I knew.

My parents are immigrant workers from former Yugoslavia.
During the wars, when people fleeing the countries made
their way to Sweden, we went from being regarded as
cheap labor to being seen as freeloaders and criminals, and
our language went from worthless to barbaric. Suddenly
there were “too many of us.” Being from the Balkans was
tantamount to being uneducated, uncultivated, and prone to

violence. This was confirmed by the coarse foreign language.

My second language, Swedish, which became my first, is
what I know best. Nevertheless, [ am regarded as an intruder
in it. Swedish rejects everyone who is not “one of its own.”
And defines my body as “counterfeit.” In and by the language
that shaped me I am abandoned, accused, reminded every
day that I don’t belong, neither in Swedish nor in Sweden.
The Swedish language’s rejection paralyzes my speech and
thwarts my thinking. Even though I don’t know it as well,
[ prefer to think (and feel) in English. Just like the students
at Gardsten School, I experience it as more unprejudiced
and permissive. This foreign language does not oppose my
pain and skepticism. It is indifferent, but unlike Swedish,
it doesn’t eavesdrop on or monitor me, it leaves me be to

approach the words as my own.



At the Community Center in Hammarkullen I listened to
an urban sociologist who lectured about free school choice
and how it has been detrimental to the outcomes of Swedish
schoolchildren — one of several signs that Gothenburg is a
city that is being pulled apart and that Angered is drifting
away from society. He said that our policies create winners
and losers, pointed to statistics that show that the children
and adolescents in the suburban neighborhoods created by
past mass housing projects are attending schools that, like the
neighborhoods surrounding them, are socially impoverished.
He meant well when he singled out the children and their
parents as “losers” — right in the face of the losers who made

up his audience.

At the festival, before unknown white people with no
experience of the reality the text described, I laid out
every detail of my mother and father’s lives, elucidating
the disappointments and sorrows they had experienced
in Sweden for others to observe, be entertained by, and to
laugh at. I had intended for those in the audience to lay
out every detail of their own lives, to use their voices, arms,
and legs, so that what I was saying would never need to be
repeated, spoken. Instead, I saw that they were “enthralled”
and were savoring their feelings. Guilt? Sympathy? For
me, my mother, my father, other immigrants, migrants
and their children? As though that in itself might be a feat
that meant something. As though their so-called insight or

transformation might make a difference.



At the same time, [ got a kick out of testifying before them;
by listening they made me believe that my words, or any

words, can accomplish change.

I speak my home language half-assed. For me to be called a
Yugoslav, Montenegrin, Serb, Croat, Bosnian, etc., language
is crucial. Loyalty to your “origins” is measured primarily
on the basis of how well you know your home language.
Therefore it must remain intact, be flawless, come first. To
betray it is to reject your culture and history. To see it,
like the rest of society, as less worthy than the Swedish
language and being Swedish. Languages are often placed
against each other. If one of them falters, this is interpreted
as you having chosen sides. So one language has to win and
the other has to lose.

My home language, which no longer exists, views everything
with suspicion. Above all toward itself. Perhaps because the
wars that first played out in the language are now shaping
it. When the former Yugoslavs divided up themselves and
their country into multiple countries, they used language
to create differences and to legitimize their new borders.
To me, that former language, just like Swedish, has the
taste of blood. There’s war in it. Putting it in your mouth
makes you an accessory. If you refrain, it still poisons
everything you say and do. At the same time, it is in — and

with — language that war can sometimes be staved off.



To some extent, I have burst the boundary surrounding
the suburbs, and in that sense I have “been successful.” Yet
everything I do is about securing the distance to the place
where I grew up. For my son’s sake and my own, I don’t
let myself long for either Angered or former Yugoslavia, to

avoid winding up there again and being defined as a loser.

Walking
drawing series, 2004- ongoing

A big part of our family lived in Yugoslavia when the war
broke out. The war divided us; many had to start again in
new places and in new languages. After visits to, and walks
in, different European and American cities where my
relatives live or have lived, I have, for more than ten years,
written the word “walking”. I began in Istanbul where my
aunt and some of my cousins fled to just before the siege

of Sarajevo.

They remained as Sweden closed its borders to refugees from
former Yugoslavia and it took a while before my mother
could borrow enough money to help them get to Norway.
Istanbul, Amsterdam, Berlin, Gothenburg, Oslo, Copenhagen,
New York, etc. — regardless of the city it has taken time for
many to regain control over their own lives. Most are doing
better. Others are doing worse. For many, whether they are

winners or losers is still uncertain.



NADIA KAABI-LINKE
Nadia Kaabi-Linke is a Russian-Tunisian artist born in 1978
in Tunis. She studied at the University of Fine Arts in Tunis
(1999) before receiving a PhD from the Sorbonne Univer-
sity in Paris (2008). Her installations, objects and pictorial
works are embedded in urban contexts, intertwined with
memory and geographically and politically constructed

identities.

No one harms me unpunished
Steel, thistles and brass, 2012

A Scottish legend tells that once upon a time, in dark
and foggy night, a bunch of Viking looters were sneaking
into a Scottish town. The night watch dozed off and was
no obstacle for the invaders. Suddenly, a Viking stepped
barefooted on a thistle and couldn’t forbear a yell. The
thistle got broken, but the outcry woke up and red-flagged
the townsfolk who, then, drove the assaulters back. In this
sense the thistle became a symbol of Scottish regiments,

rugby teams and conservative Men'’s club in Great Britain.

For No one harms me..., my first solo exhibition in India,
I was interested in hacking the heroic narratives behind
this national myth through a woman’s perspective. While

adopting the thistle as a metaphor for passive resistance,



Nadia Kaabi-Linke
No one harms me unpunished
steel, thistles and brass,

2012 (detail)



I wanted to document a state of oppression and abuse, which

still is quite common but disregarded in modern societies.

Faces
32 portraits, 2014

Faces plays with the infinitesimal borders of visibility. When
is the personality of an individual made visible and when
and how can she be deliberately made invisible? Media,
politics and ideology may play a huge role in making things
visible or invisible. The starting point for Faces was this
archival photograph showing a group of South Africans,
exotically dressed up and gathered in such a way that one
cannot discern the individuality of each person. All emphasis
was put on the group, for it was the group that was intended
as the main attraction of the Savage South Affrica spectacle
at the Greater Britain Exhibition at Earls Court.

We were thinking of turning around this situation of
representation. In the early days of commercial photography,
around 1900, it was still very expensive to develop a negative
plate. Instead of taking expensive individual portraits it was
custom to take photographs of the whole family on a single
plate, that could later be exposed multiple times, to grant
every member of the family a personal portrait. After we
learned what the Savage South Africa spectacle was about

we felt the urge to proceed in the same way. We treated



the archival photograph like a family picture and rendered
individual portraits from each person of the group. It was a
way to give back to each their individual character, lost as
part of the whole. The closer we got to each person in the
group, the more we discovered their individual personalities
and suddenly realised how strange their martially feathered

war dresses seemed — mere costume hiding reality.

DiamiL KAMANGER & KALLE Hamm

Dzamil Kamanger was born in 1948 in Mariwan, Iran.
He is an Iranian Kurd and set in Helsinki, Finland, since
1994. He studied ceramic in the Kermanshah University
and made his MA in 1973. He is concerning in his art his
own experiences as a refugee by using traditional Iranian
handicraft techniques. He has collaborated with Kalle
Hamm since the year 1999.

Kalle Hamm was born in 1969 in Rauma, Finland. He
graduated in Lahti Fine Art Institute 1994 and made his
MA in the University of the Art and Industrial Design in
Helsinki 2002. His works of art examine cultural encounters
and their impacts both in historical and contemporary

contexts. He has collaborated with Dzamil Kamanger since
the year 1999.



Dzamil Kamanger

My Passports-series

Dzamil Kamanger's works combine traditional Central
Asian craft skills with modern themes. He uses a traditional
Kurdish bead knitting technique for making the covers of
the passports. My Passports series includes six passports:
all the passports Kamanger has had during his life: an Iran
and an Alien passport, a EU Travel document and a Finland
passport, and Latvian and Ukrainian passport, which were

made during his intervention in Riga and Kyiv.

Dzamil Kamanger and Kalle Hamm
Working in Public Space-series

Dzamil Kamanger several interventions by bead knitting
his works of art in the public space. The sites are carefully
selected and there is always a connection what he is making
and where. The interventions are planned in collaboration
with Kalle Hamm and then documented on photographs
and videos, and later documentations will be installed in
gallery spaces. The latest ones were held in in Skofja Loka

(Slovenia) and Berlin (German).

Kamanger started making of his interventions in public

space in 2009. He comments on the immigrants’ working



Dzamil Kamanger & Kalle Hamm
Working in Public Space (series)
video still



conditions and refer to various problems linked to a specific
site, the city and the state. The embroidered motif is also
carefully chosen. On the banks of Tiber in Rome — the zone
of the undocumented — he is making a visa for the members
of my family in Iran. In the Patarei prison in Tallinn, he is
re-encountering his own memories from his past, when he
was making handicrafts as a prisoner of the war in Iraq. By
making an Iranian visa in the Square of the Three Cultures
in Mexico City, he shows solidarity for all who are fighting

for more liberated society.

Their webpage can be found at www.beelsebub.org

KAREL KOPLIMETS
Karel Koplimets (b. 1986) lives and works in Tallinn and
has MA degree in Photography (Estonian Academy of Arts,
2013). He is a member of the artist collective Visible Solu-
tions LLC (together with Sigrid Viir and Taaniel Raudsepp)
and he has participated in various exhibitions in Estonia and
abroad. To mention some of the latest: Bucharest Biennale 7 in
Romania (2016), Adrift in OCAT Shenzhen, China (2016),
reGeneration? in Lausanne, Switzerland (2015), Society
Acts - The Moderna Exhibition in Malmg, Sweden (2014)
and Koler Prize 2014 exhibition of nominees in Tallinn,

Estonia.



Case No 11. TALSINKI

Project Case No 11. TALSINKI is a work that embodies
two tightly connected parts. The first part unfolds the topic
of Estonian pendulum workers who are working in Finland
but who continue on living in Estonia or have some other
relation to the homeland, which requires constant traveling
between Tallinn and Helsinki. The second part deals with
the Finns who are carrying a great amount of cheap liquor
and other commodities overseas. Different sources claim
that there are about 15 000 short-term migrants working
in Finland, some unofficial sources have stated even bigger
numbers. Also, there are statistics about that Finns make 2,5
million trips to Estonia annually and 80% of the travellers

are bringing back liquor.

There has been a big shift after the 2000s (especially after
the economic crisis) and each year more and more Estonians
search for a job in Finland. At the same time lower prices
and particularly cheap liquor attract a great amount of
Finnish tourists to visit Estonia. This phenomenon could
also be described as a kind of economical exchange — on
the one hand, the Finnish construction market relies on
Estonian builders and on the other, the Finns are stimulating

the Estonian economy by paying the excise tax.
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Karel Koplimets
Case No 11. TALSINKI



As without ferry traffic all previously described couldn’t
be possible, the central piece is an image of the ship. The
second part of the work is the video installation consisting
two video projections. The first video depicts Estonian
workers getting off the ship through hallways in Terminal
D in Tallinn harbor and the second depicts Finnish tourists

carrying commodities and liquor in Lansisatama in Helsinki

harbor.

MALENE MATHIASSON
Malene Mathiasson was born in 1983 and currently lives
on the countryside on south Zealand. She has an MFA
(2015) in Art and in Art Theory and Communication from
The Royal Danish Art Academy in Copenhagen. Malene is
interested in structures, systems, disorder and coincidences
and how these are perceived and conceptualized through
association, definitions, connections and causality. She is
especially occupied by the contradictory aspect and tendencies
of way of thinking and the undefined boundaries between
the concepts of order, disorder and chaos in their boundless

relation.



Malene Mathiasson
Part of the series

Self_organization
collage, 2014/15



MALENE ABOUT HER WORK
The more adaptable to coincidences, the higher becomes
the possibilities of evolution, if one has "disorders in the
structure” which is capable of maintaining itself in its unstable

transparency and stabilizing the chance of coincidence.

The visual cultures in maps (city-dots, roads and borders)
are like patterns based on nature as something random in
relation to the cultivated survival pattern. A system crash
is a build-up of interactions and dependencies, adaptation
and energy, which is redistributed between systems. These
pattern-systems of nature and culture can be imagined as
contractions that create balance and tension by withholding
elongation, and also as a spread of scattered disorder in the

pursuit of chance.

Clash of system-patterns is a dilution of a concentration.
Amputated, covered or blurred meanings and removed
contexts of visual information is a technique to show
something else, with leftovers of structures or connections. It
is a way to stimulate the relation of randomness and necessity,
as a concept of the potency of generality and singularity. The
"logic” is to show something by hiding something and hide

something by showing something.



This method can be described as a catalyst for something
that is “in-between.” The pictures are fragmented, but still
coherent, the images are not complexly destroyed, but not
intact. The holes create showcasing by removal. It may
seem impenetrable to know what it is that eludes the over-

exposed, in the unhidden.

LiNnDA PERSSON
Based in London and Stockholm, Linda Persson is an ar-
tist focusing on questions around that which is historically
repressed, about to disappear, or maybe already extinct,
such as certain languages or technologies. She explores
the complexities of our surroundings through a number of
different materials and methods, as for example sculpture,

textile, 16mm film, HD technology, photography and sound.

Between 2008 and 2014, Linda worked extensively with
Sami culture and landscape in collaboration with Rick-
lundgarden, Vilhelmina, Sdmi Déiiddaguovddas, Karasjok,
and with the support of Konstnirsnimnden, Lingmanska
Kulturfonden and KKnord. During 2011-12 Linda was
awarded an artistic research fellowship, the Mejan Residency
at the Royal Institute of Art in Stockholm. She holds an
MFA in sculpture and sound from Southampton University,
UK. In 2015 she received development support from AIDF



UK/IMA gallery for her research/film work in Australia.
Coming exhibitions in 2016 are O/O/O Kunsthal44,
Denmark, Rogaland Kunstsenter, Norway, and amongst

us at Laure Provoust, Lucerne, Switzerland.

Gréinsland/Borderlands,
digital photographs, Giclée print on Somerset archival paper

The series Borderlands highlights the relation between
mobility, landscape, borders and freedom. The portraits in
the series are a fictitious description of temporary visits to
the sites where human lack of empathy with nature and
spurious claim to the place is made visible. I wanted to
use portraits because they to some extent represent the
rulers in a flattering way. Here, portraits become a manner
to question how history is written through the gesture of
our collective carelessness. Garbage gets stuck on the fence
along the cliff of North Cape, the port of call before the
North Pole, as a sort of mirror of what has been and what

will happen.

As part of the Sami project Nuortabealli, I visited places and
landscapes in the periphery both as an exploratory and a
situated process, but also to propel my own body into motion
in order to, as white and middle class, challenge ideas of
privilege.

Luled - Haparanda - Tornio - Kemi - Rovaniemi -

Karigasniemi - Karasjok - Honningsveg - North Cape.



Linda Persson
North Cape Overview



Bita Razavi
Born in Tehran in 1983, Bita Razavi lives and works in
Helsinki and Metsakivi, Estonia. She graduated with a
Bachelor’s degree in Music from Tehran Art University
and holds a Masters in Fine Art from the Finnish Academy
of Fine Arts.

While socio-political observation is the essential element
in Razavi's recent practice, the dialectic between bringing
what is personal to the public sphere and the impossibility
of total exposure because of law or social pressure has
created a secretive and criminal aspect in most of her
works. Razavi has exhibited her works in Tehran Museum of
Contemporary Art, 1st Trondheim Biennial, XV Biennale de
la Méditerranée, Thessaloniki, Helsinki Photography Biennale,
Helsinki Design Museum, videobrasil, SESC Pompeia, Cité
international des Arts, Gothenburg biennial and National
Art Museum of Ukraine.



Bita Razavi
Same Song, New Songline (2016)

Sound Installation



Same Song, New Songline
wallpaper, same song (artist’s collection of Sikkijirven
Polkka), new songline (map of Viipuri printed on duraclear

film), 2 speakers, 2 directional speakers, 2016

The sound installation consists of two sound pieces. The first
one is combination triads of random pitches and the second
one is artist’s collection of different versions of an old Finnish
song called Sikkijiarven Polkka. The song is one of the most
covered and recorded songs in Finland and it’s popular to

the extent that it can be called their national anthem.

According to Finnish legend during the Continuation War,
the Finnish Army discovered that the retreating Soviets had
scattered radio-controlled mines throughout the re-captured
city of Viipuri. These mines were set to explode when a
three-note chord was played on the frequency the radio
was tuned to. Once the Army discovered how the mines
worked, a mobile radio transmitter was brought to Viipuri,
and Sikkijirven Polkka was played to interfere with the Soviet
Union transmission. They played the song continuously from
August 1941 until 2 February 1942, about 1,500 times.

The project is based on a research of radio propaganda and
sonic warfare in Nordic/Baltic area carried out by Scociete
Anonyme Ahlqvist in 2011-12.
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