














Johan Wingestad

Relief

Vaknar p4 morgonen, blinkar med brus i 6gonen, ovanfér mig det vita taket.
Den borstade torra ytan péd gipsplattorna ar forst inte synlig. Skarvarna delar
upp taket i block efter block. Likt schackrutiga golv i gamla oljemalnin-

gar bildas ett perspektiv inat, bortat. Varje skugga, varje hdrn, ar en del av
ramen, varje yta ett penseldrag i en ny riktning. Jag stanger égonen och
somnar om.

Fran plats till en annan... Standigt i rorelse. Vi promenerar. Vi klickar oss fram
genom sOkresultaten pa datorskarmen, vi tumlar runt i drommen. Nya plat-
ser, nya ytbelaggningar, nya farger, nya monster, nya ljudmattor. Landskapet
ar andlost komplext men likval gar det att summera i nadgra enstaka ord som
vackert eller fult, stokigt eller fridfullt. Allting glider samman och bildar en
helhet, en kénsla av en plats, ett rum.

Min ambition i projektet har varit att lyfta fram aspekter av ornamentik som
ofta forbises i dekorer och inredningar. Inte sallan tas en plats ornamentik
for given, som en referens till ett historiskt eller ett samtida stilideal. Andra
ganger avfardas den som smaklds, tdomd pa sitt estetiska innehall.

Jag har frdgat mig sjalv vad konsthantverket — min egen praktik — har for
plats inom arkitekturen och den offentliga konsten? Kan konsthantverket
ses som ett verktyg att angripa en plats, att tolka den och spegla den pa nya
satt? Finns det en plats mellan dekor och autonomt konstverk? Jag har efter
hand allt mer kommit att se pa arbetet som en serie ornamentala interven-
tioner. Att verken likt en tredje part stéller sig i vagen for det omedelbara
och férmar betraktaren att reflektera dver det givna och vardagliga.

En trappuppgang i klassicistisk stil pa Ostermalm, en korridor i ett slitet
kommunhus fran slutet av 70-talet. Vid en forsta anblick ar det svart att

se nagot som forenar de olika platserna. Men det ar just denna olikhet, att
kunna spegla de skilda estetiska uttrycken i varandra, som ar central for
projektet. Det handlar inte om en jamforelse utifrdn sociala eller kulturella
betingelser mellan lat oss saga innerstad och forort. Nej, vad jag har forsokt
att lyfta fram ar att det finns likheter i olikheterna aven pa ytan. Att yta inte
ar det samma som ytlighet. Eller omvant: att ytlighet ar en kvalité full av
innehall.

Jag tycker det har varit mycket givande att arbeta utifran en serie plats-
specifika verk: att forst se till de enskilda estetiska uttrycken foér att sedan
samla alla kontexter under ett och samma tak i dokumentationen. Denna
process har dppnat upp for nya tolkningar och perspektiv pa ornamentikens
roll i arkitekturen och darigenom ocksa fér min egen roll som konsthant-
verkare. Jag har fatt nya, konkreta idéer och ingangar till fristdende verk. Nar
jag tittar pa bilderna ser jag att olika element redan hakar i varandra, glider
samman och bildar en helhet, en kansla av en plats, ett rum
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Mafune Gonjo

Something which
1S not anything

[ am afraid of pain.

[ am afraid of sharpness.

[ am afraid of clearness. [ am afraid of vagueness.

[ am afraid of getting. I am afraid of losing.

[ am afraid of end. I am afraid of beginning.

[ am afraid of existence. I am afraid of nothingness.

Still they strongly attract me.

(September, 2009)















Do I want to ask the question?
Do [ want to answer the question?

(August, 2009)
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Everything comes and goes, finding something, losing something.
Everything breaks down, hurting something, hurting itself.

Still we are living.
The world is simple.

(December, 2009)



Margot Barolo

Brave New
Production

Jag arbetar med begreppet produktion. Hur vi varderar objekt utifrdn
forvantningar om hur, var och av vem de ar gjorda. Om hur intentionerna
paverkar resultatet. Om hur politik, ekonomi och historia formar en estetik,
liksom skillnaderna mellan smaskalighet och massproduktion. Har har jag
arbetat i keramik med projekt som fungerar som illustrationer till mina
funderingar. Jag vill bryta ner forutfattade férestaliningar och generaliser-
ingar, leka med orden och konstruera nya fragor och sanningar. Vad ar bra
produktion, vad ar dalig? Spelar det nagon roll? MADE IN ér inte alltid som vi
tror... Vad ar det handen gér som 6gat sallan ser?

*

[ work with things concerning the word production. The consequences and
impact of industrial production. The intentions, causes and effects. How we
value objects the way they are made and where they are produced. The
uniformity of mass production and the aesthetics it creates. Differences
between small-scale and large-scale. Past and present. Here [ work in clay.
Small projects that become a kind of illustrations to my thoughts. [ want

to place the extremes next to each other, break down generalisations and
preconceived ideas into small pieces, and put them together in new ways.
What is good production, what is bad? Does it matter who has made my
objects? MADE IN is not always what it seems to be. What the eye sees isn't
always what the hand does.

Uniformed Handicrafted Massproduction
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Massproduction = Uniformity? It's Cheaper Like This!



Nina Westman

Enterprise —
a Space Journey

In my masterproject I have been exploring the theatrical/performative
aspects of glass. One of the two projects is “Enterprise-a space journey”.
This project is part of Asa Johannisson’s research project Beyond & Within,
research that aims to investigate interaction between the performing arts,
film and art glass in cooperation with cultural institutions and businesses.

Enterprise is an interactive project for children and their overall approach to
art and to their own creation. The audience begins to see a show and then
participate in workshops with art teachers. The artistic goal of the show is
to bring together the art forms glass art, dance, theatre, circus and music.

In Enterprise, Asa and I have worked closely together with developing the
ideas, and I have then worked with the visual part, set design and glass.

[ have also, together with my friend and colleague Mikael Melander, blown
a drum set in glass on which the music to the show (composed by Magnus
Larsson) is performed.

The show is based on six different pieces of glass artwork. Five of them are
selected from Smalands museum's collection. The sixth is created specifi-
cally for the show by me. It consists of glass planets in uranium glass, which
becomes fluorescent in ultraviolet light. I call this planet system "Little boy
galaxy” and it is formed as a framework for the performance.

Working with Enterprise, we have drawn inspiration from Harry Martinsson’'s
Aniara. We have mainly used the theme of travelling in an infinite space and
the dramaturgical structure in the form of division into songs. In Aniara,
people are travelling towards a certain death since the earth is destroyed.
This theme, we will not make use of. The Enterprise represents travelling,
constantly discovering new worlds of imagination and endless possibilities.

However, "Little boy galaxy” has a serious motif. Aniara was written after the
nuclear bombs fell over Hiroshima and Nagasaki. This is why [ have chosen
the slightly radioactive uranium glass in “Little boy galaxy”, creating a galaxy
that could be the leftover planets from when our world goes boom due to
human foolishness. The planets in “Little boy galaxy” appears to be born in
a microwave on stage, but are they being born or are they dying in small
supernovas? The name alludes to the codename of the bomb that fell over
Hiroshima: "Little boy".

Read more about Asa Johannisson’s research:
http://www.beyondandwithin.se/
http://www.dramatiskainstitutet se/web/Beyond_and_Within.aspx
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Petra Thorgren

The Sunset Series

Kunde jag ge dej vad jag ville skulle du fa en klarbla vinterdag pa Malarisen
Ute pa den sndtackta isen finns bara himmel och vidd. Ibland korsar man
nagon annans fotspar, eller foljer en mer upptrampad led, men begran-
sningar finns inte. Ingen styrning och inga forslag. Inte heller ndgon orsak
annan an lust och vilja.

[ det 6ppna vita blir vi alla tydligt enskilda enheter. Som objekt i den vita
kuben - konstverk pa galleriet. Vi uppslukas inte av ndgon omgivande arki-
tektur och fargas inte heller av ljuset fran reklamskyltar, vagbelysning eller
skyltfonster. Vi har ingenting annat an varandra att relatera till, eller spegla
oss 1. Ingen skapad miljéo med andras intentioner som férhallningsregler.

Istallet har jag byggt en solnedgang. Hoppas att du tycker om den

En solnedgang ar inte en plats, utan rérelse och handelse. Platsen ar dar
varifrdn man ser solnedgangen. Fran avstand. Vi kan inte komma néara, dven
om vi kanske kan ségas vara inuti. Antingen &r andra pé baksidan, eller s& ar
baksidan det som ar framsidan.

Overgangen mellan ljus och mérker ar ett langsamt fyrverkeri av farger, en
fondvagg vi aldrig nar fram till, ett varmt motljus i vilket varlden blir mjukare
i konturerna.

En solnedgang kommer alltid i tid, men ar anda utom kontroll. Lite som
foralskelse?

Min mormor och morfar vaxte upp som statarbarn, och jag tror att de hade
manga skal att valkomna industrialiseringen som tillsammans med arbetar-
rorelsen forde med sig en materiell standard och frihet i bade tid, rum

och valméjligheter som generationen innan dem antagligen inte kunnat
fantisera om: att kunna valja trygghet och stabilitet.

De dog bagge ganska tidigt, och jag undrar hur de skulle kant infér utveck-
lingen idag, med rattslésa illegala invandrare som underbetald arbetskraft
och utforsaljning av vara gemensamma byggnader och féretag till privat-
personer. Vill vi inte langre dela och utveckla gemensamt? Var “det dar”, det
narmsta ett jamlikt samhalle som vi ndgonsin skulle komma?

Eller semester.

Nar man pratar om plats och det offentliga rummet, handlar det ofta om
synlighet, om vad som har ratt att synas. Man jamfor graffiti och reklam och
ifragasatter om det endast ar de som kan betala som ska fa synas. Att synas
och att finnas tycks vara samma sak.

I staden ser man fasader och riktmarken. De omges av mellanrummen och
ickeplatserna, det man kanske utan att lagga marke till passerar nar man

&r pa vag nagon annanstans. Ar det i mellanrummen utrymme finns fér
férandringar och egna initiativ, eller ska man se dem som monument 6ver
en rotlds och splittrad samtid?

Nar man pratar om att synas och ta plats, handlar det ofta ocksa om media.
Kan det vara sa att de platser vi ser pa skarm ar oss mer gemensamma an
de vi fysiskt upplever? Kanske har bilden av verkligheten vaxt sig starkare an
var egen direktupplevelse, och kanske ar inte heller de drébmmar vi har for
framtiden alltid enbart vara egna.

Vad drommer du om?
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Foto: Stefan Johansson. Tack till sponsorer, samt andra som bidragit med material,
ekonomi och diverse hjélp: Stefan, Inger, Mats, Ake och Astrid, Gunilla, Teaterteknik
AB, Fabrikor J.L Eklunds Stiftelse, Ulla Froberg-Cramers stipendiestiftelse Martin och
Inger och alla andra.
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Questions to us from Zandra Ahl,
professor at Konstfack

Why are you making a publication and what is it about?

In the start of the fall Charlie booked a meeting with the rest of us in M2.
He suggested that we should make a publication that could record some

of the thoughts and processes behind our work; Information and knowl-
edge that often is kept in the dark not only to the public but also between
collegues. We all agreed that it would be interesting to show our work in a
more open-ended and less promotional way, rather than producing a fancy
exhibition catalogue. After lengthy discussion we all agreed to create a
website, allowing us to add our thoughts and ideas into a shared forum and
go from there.

What makes the publication special is how we have chosen to approach
the reader; Inviting her or him to sample the process. The intention is to
create a casual format without too much polishing of the edges. Alongside
these texts each person has a couple of spreads which are meant to open a
window in to each project.

What have you learnt so far my making a collaborative project at the
same time as you are making you master degree work?

Putting all our projects under one roof, has made it easier to get familiar
with everybody's projects. The written dialogue has established common
reference points for the ongoing discussions within the group, enabling us
to take our thoughts further than without doing this collaboration.

We have learnt a lot about our different projects and processes over the
months. In a way we have been able to step into one another’s practices.
Gaining knowledge that has feed back into our individual master degree
works. A fun and rewarding experience also on a personal level, working
together as a group, sharing a common goal.

Questions from us to Zandra Ahl,

What makes craft craft and not fine art or design?

[s it music or is it disco? Or, does the DJ care if the goal is to make people
dance? I find this question about what is what boring and outdated. What
is what is irrelevant and leads to a dead end street. Much more interesting
is to think about what different things mean in different contexts, where
the work has an impact and what knowledge or thinking the work itself
promotes or why it is made. I think it is much more interesting to, instead
of dealing with identity, to try to create things and focus on activity, asking
why the DJ like people to dance, what makes people dance or what dance
means in society. In my position at Konstfack my task is to look from a craft
perspective, the students works are examined from that position. That does
not mean it couldn't have an impact in other fields. But it gives us a plat-
form to meet and share references and develop content.

If everything is everything or nothing, how could we meet in a governmen-
tally funded education? The education at master level provides students
tools, where they like to use them after leaving Konstfack is up to them.
One could claim “this is design” but will it be accepted as design and have
an importance for the field of design? That's another story. One thing you
could say is that the institutional setting and the history of craft, art and
design differs. To push the boundaries for a discipline one needs to have
knowledge, one needs to have a strong wish to communicate and create



conversations. Many times [ think old hierarchies and ignorance plays a part
in wanting to belong to one field or the other, or find the answer of what is
what. There is for example in all categories a wide range of work, not all of
them are good or interesting. And it is important to keep in mind that craft
today is not the same as it was 15 or 50 years ago, all disciplines change

an develop over time, but that doesn't necessarily turn them into other
disciplines.

Why is the topic art and craft discussed so often?

Is it? [ hear small sloppy remarks, but have not seen more elaborate works
discussing this in an interesting way for a long time. The only exception
lately is the excellent show at Gustavsbergs Konstall “Off the wall”. This
may be a topic students are dealing with, since they are more focused on
constructing their own identity at the same time as they are doing projects
and work in school, rather than people who have left school and are more
focused on professional work.

How important is making for Craft? Could even a so called readymade — a
non-modified object — take the form of Craft. We all know that it can take
the form of Fine Art?

That is already happening. I'm not sure I understand your question. Craft
can be material culture and at the same time question material culture.
Craft could be all about the making, it is to some people, to others it's not.
The craftsmanship in making differs from different sub-disciplines within
craft, like in all fields of cultural practice it carries different meanings. The
modernist view excluded a lot of practice that could be regarded as linked
to craft practice, and I see students today still struggling with that. Looking
on what students in general are focusing on right now I would say that for
many of them the process of making seems to be very important.

Who has the privilege to define our practice?

You have that privilege. And that responsibility. In many cases people in
general are waiting for some divine authority from above to guide and
interpret to define and justify. My experience is that that will never happen,
much more fun to define it yourself. And then see what happens.

Are there any taboos in today’s craft scene?

Yes, craft is not different than other parts of culture. And depending on who
you ask, you would surely get different suggestions on what that could be.
What I find many students do today is to include traditions in their work
that for my generation would have been impossible. I find this development
very interesting, but [ guess for some it seems like a threat.

You talk about swedishness from a critical point of view both through
your practice as a maker and writer. Do you consider your physical pieces
as a critical statement towards the society or do you rather see them
astools illuminating the situation?

[ think I have contributed to society with my work, so how could [ be
against it? I have spent many years in trying to create a more diverse
conversation about different issues related to “swedishness’, power, gender,
class and so on. If I would only be critical towards society I think I would
never have done this, [ would have done something else, something more
rewarding and easy. For me it doesn't matter if I make a lecture, an exhibi-
tion or a text, my work is sometimes regarded as post-disciplinary from

a craft point of view. [ have used a very hands-on basic type of method

for investigating and highlighting issues. All my projects are for real, they
are physical, many times the reactions they have started have illuminated



exactly what I wanted to discuss.

You have chosen craft, what is the essence of its power to communicate

to others?
There is no such thing as one essence in anything. For me the field of craft

have been an interesting and free starting point. Looking at the master
students’ work I think that there are many different essences and the field is
diverse.

If you where to give one piece of advise as we leave “Ceramics and Glass”
what would it be?
Work smarter and harder (and try to collaborate more). But that is a boring

advice to give although I believe it's true. So maybe my only advice would
be: Surprise yourself and others! If I could give you something I would
make a wish: That you from a distance could see how amazing your work
is, how much you could do in the future and feel that in your heart. Re-
member that knowledge is power. Always.
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