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Sonaga ruum tihistatakse piiramatut kolmemodtmelist ala,
milles eksisteerivad koik olemasolevad objektid. Ingliskeelne
sona space piarineb ladinakeelsest sdnast spatium, mis tihen-
dab “voéidujooksurada”, “vahemaad”, “intervalli”.! Alates
Antiik-Kreekast, kus ruumi miiratleti 16putu tiihjusena,
milles liiguvad aatomid, on teaduses ja filosoofias kujun-
datud suur hulk selleteemalisi teooriaid. Sobivaim teooria
kaasaegse kunsti praktika kontekstis pirineb aga prantsuse
filosoofilt Henri Lefebvre’ilt, kelle vaitel on ruum sotsiaalne
produkt, keerukas sotsiaalne moodustis, mis pdhineb viir-
tustel ja sotsiaalselt kujundatud tihendustel, mis m&jutavad
ruumilisi praktikaid ja ruumitaju.

Minu hiljutine kogemus on niidanud, et paljud tina-
paeva kunstnikud nii Balti riikides kui ka Skandinaavias
tootavad ruumiliste elementide ja ruumilisuse ideega mitte
ainult ruumi enda pirast, vaid kasutades seda ka metodo-
loogilise vahendina oma kunstiliste vajaduste rahuldamiseks.

Kiesolevas essees tahaksin tutvustada viit kunstnikku, kel-
lega tutvusin Norras, viibides 2010. aasta stigisel residendina

Hordalandi Kunstikeskuses Bergenis. Need on Hilde Angel
Danielsen, Eva Kun, Arne Ingvaldsen, Cato Loeland (koik
Norrast) ja Gabi Schillig (Saksamaalt). Ehkki nad koik
keskenduvad kolmemootmelistele kunstiteostele, mida voib
ligitada installatsioonideks, objektideks vo1 koguni disainiks
ja arhitektuuriks, erinevad nende kunstipraktikad tikstei-
sest mitmel tasandil. Kdesolevas essees el soovi ma otsida
kunstnike t60des sarnasusi, vaid juhtida tahelepanu asjaolule,
et ruumi kohalolu ja tihtsus nende tegevuses tuleneb kiill
eri vajadustest ja kontekstidest, kuid koigil juhtudel voib
seda kisitleda pohiideena, mille kaudu kunstipraktikat ja
kunstiteost tajutakse ja tdlgendatakse.

Ruumi teema huvitab mind sellest ajast saadik, kui asusin
uurima arhitektuurivaldkonda, kus ruum on thistingimus,
mille kaudu maista ja selgitada arhitektuurilisi struktuure ja
suhteid. Seega tahaksin ma kasutada ja rohutada arhitektuuri
aspekti ning selgitada ruumi mdistet sellega seonduvate
toode kaudu. Sel pohjusel pilvis minu tihelepanu Hilde
Angel Danielseni ja Gabi Schilligi kunstitegevus. Nende
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teosed on heaks niiteks, kui esitame kiisimusi nagu: kuidas
me modistame arhitektuuri, mida sellelt ootame ja kuidas
on see seotud muude teadmisvaldkondadega. Norra kunst-
nik Hilde Angel Danielsen t66tab arhitektuuri, kdsit66 ja
disaini ldikumiskohas. Tema suuremodtmelised objektid/
skulptuurid on sageli kohaspetsiifilised ja loodud kindlatesse
paikadesse, et anda timbritsevale keskkonnale visuaalne
kommentaar vo1 astuda sellega dialoogi. Niiteks voib tuua
pikaajalise projekti Labipaistev telliskivisein (2010) vo1i uusima
teose Teine sein ehk Jalgpalliskoor (2010). Mdlemad on chita-
tud telliskividest, mis muutuvad Hilde kies labipaistvaks ja
kergeks. Arvestades kisit66 pikaajalist traditsiooni Norras
ja kidsitoo voitlust selle eest, et seda nimetataks kunstiks vo1
vihemasti tunnistataks taiedigusliku meediumina tinapieva
kunstipraktikas, omandab Hilde keskendumine kisitdole
Norra kunsti kontekstis olulise tihenduse. Ja sellel aspektil
on tugevam tihendusvarjund kui disaini valdkonda ulatu-
vate arhitektooniliste ruumistruktuuride (niiteks Léibipaistev
telliskivisein) ehitamisel.

Saksa arhitekti Gabi Schilligi huviobjektiks on ruumi
vahendamine. Mdisted nagu keha, keskkond, performance,
tekstiil jne — samamoodi nagu savi voi vill — voiksid tema
jaoks toimida “tdoriistadena”, mida kasutada ruumi vahen-
damise stisteemi tilesehitamisel. Schilligi kataloogi esile-
hekiiljelt voetud lause kirjeldab tema loomingut tabavalt:
“Minu t66 on loomupiraselt motiveeritud inimkeha
ruumist ja tegeleb mitmete projektidega, mis holmavad
arhitektuuri, moe, disaini, performance’i- ja kontseptuaalse
kunsti harusid, kasutades toovahendina tekstiili materiaalsust
avatud ruumisiisteemides.”? Gabi teosed piitiavad niidata,
et nii arhitektuur kui ka ruum ise ei ole mitte suletud ega
staatilised stisteemid, vaid neile tuleks laheneda muutuse
idee ja mitmemodotmelise moistmise kaudu, tunnistades
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tinapieva inimese diinaamikat ja rindurlust. Alustuseks
valmistab ta réivaid, mis toimivad vahendajana konkreetse
ruumi (mis voib olla ka arhitektuuriobjekt) vo1 timb-
ruskonna ja inimkeha vahel. Riideesemest saab vahend
ruumi aktitvseks kogemiseks ja tajumiseks. Niisiis seatakse
kiisimirgi alla viis, kuidas me arhitektuurist motleme: kas
arhitektuur peaks olema objekt, mille on konstrueerinud ja
kavandanud konkreetne isik/arhitekt, voi peaks see pigem
olema ruum, mille ehitab ja mida asustab Ghiskond ise?
Kunstnikele Arne Ingvaldsen ja Cato Leland voib lihe-
neda teistsuguse nurga alt. Tavaliselt vaatlevad nad ruumi kui
juba fikseeritud materjali ning uurivad ja hoivavad seda oma
kunstis vo1 kasutavad seda kunstiteoste osana. Arne Ingvald-
seni tobvaldkond on viga lai ja ta ei loo tiksnes kohaspetsii-
filist kunsti, niiteks maakunstiteoseid, vaid ka tohutu suuri
geomeetrilisi struktuure “suletud” ruumides, nagu niiteks
valges kuubis. Moned teosed on valminud koost66s tema
naise, Ungari installatsioonikunstniku Eva Kuniga, kelle toid
voib samuti iseloomustada ruumi maoiste kaudu. Nii Arne
kui Eva kunstiteosed muutuvad aja- ja kohaspetsiifilisteks
projektideks, sest neid ei saa teise paika vo1 olukorda timber
tosta nii, et need siilitaksid sama struktuuri ja tihenduse ning
nende t66de kohalolu siilib ainult dokumentatsioonis. Kui
Eva Kuni installatsioone voib kirjeldada modernistlikena, siis
Arne Ingvaldseni t66d on postmodernsed. Tema iile-elusuu-
ruses geomeetrilised figuurid (niiteks  Tiirkiis, 2007; X, 2007)
dekonstrueerivad konkreetset paika ja ruumi, I6huvad selle
ning allutavad kindlale struktuurile. Nimetatud pohimotted
toimivad sarnaselt arhitektuuriga, mis mairab ruumi tajumise
viisid. Ehkki Arne t61d voib analiitisida skulptuuri kontekstis,
muutuvad need samas ka arhitektuuriks, ja sellisena voib neid
nimetada modernistliku skulptuuri antiteesiks. Nagu Norra
kunstikriitik Ingvill Henmo on 6elnud: “Voib niida, et Arne
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Ingvaldseni ruumiskulptuur okupee-
(mittearhitektuur ja mittemaastik) ja
“aksiomaatiliste struktuuride” kate-
gooriate (arhitektuuri ja mittearhitek-
tuuri) vahele. (..) Nurgad seonduvad
olemasoleva arhitektuurilise ruumiga
ja uurivad arhitektuuri pdhiolemust,
asudes antud juhul kusagil skulptuuri
ja arhitektuuri vahepealsel alal.”?

Cato Lelandi t66d on sisuliselt
vaimukad kommentaarid ruumiele-
mentidele, mida tavaliselt ei kasu-
tata vo1 mida ollakse unustamas.
Need ei tihista niivord “negatiiv-
set ruumi”, kuivord vahepealset ala.
Niiteks peetakse galeriides selliseid
elemente nagu sambad, nurgad voi
isegi sambabaasid arhitektoonilise
keskkonna pohifunktsiooni seisu-
kohalt perifeerseteks. Cato seevastu
tootab just niisuguste “kohalike”
asjadega, teda huvitab juba olemas-
olevate ruumiobjektide/-elementide
taaskasutamine. Sellest kujuneb viga
tahtis jouline ja ambitsioonitu Zest
peegeldamaks timbritseva ruumilisust.

Vottes arvesse, et enamik eelmai-
nitud kunstnikke tegeleb kohaspetsii-
filise ja kohaliselt miiratletud kuns-
tiga, soovin ma juhtida tihelepanu
asjaolule, et nende kunstiteosed on
kiill loodud “kohalikesse ruumidesse™
(selle viga tldises tahenduses), kuid
“konelevad” samas rahvusvahelist
keelt, mis pakub meile tihist kunsti-
moistete sdonavara. Metodoloogiline
viis selle saavutamiseks on piiride
higustamine, eri viljade ja stratee-
giate omavaheline seos on muutunud
tihiseks vaartuseks vo1 koguni toostii-
liks. Ja see voikski toimida spetsiifilise
ruumilise platvormina, kus eri vald-
konnad voiksid kohtuda ja teadmisi
vahetada.

Lisateave:
http://www.hildeadanielsen.no/
http://www.gabischillig.de/
http://arneingvaldsen.no/
http://www.evakun.no/
http://catololand.blogspot.com/
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SOME NOTES ABOUT
FOUR NORWEGIAN ARTISTS AND
A GERMAN ARCHITECT

The word space is described as unlimited three-dimensional
expanse in which all objects exist. The etymology of the
word comes from the Latin word spatium, which means
“race-track”, or “distance”, “interval”, “terrain”." Since
Ancient Greece, where space was defined as the infinite
void in which atoms move, quite a number of theories
on this topic have been evolved in fields of science and
philosophy. But the most appealing in the context of con-
temporary art practice comes from the French philosopher
Henri Lefebvre, who states that space is a social product, a
complex social construction based on values, and the social
production of meanings, which affects spatial practices and
perceptions.

My recent experience has showed that many contem-
porary artists both in the Baltic countries and Scandinavia
work with spatial elements and the idea of spatiality, not
only for the sake of space itself, but also using it as a met-
hodological tool in order to meet their own artistic needs.
In this essay, I want to introduce five artists, whom I met in
Norway, while being in residency at Hordaland Art centre,
Bergen, autumn 2010. They are: Hilde Angel Danielsen,
Eva Kun,Arne Ingvaldsen, Cato Leland (all from Norway)
and Gabi Schillig (Germany). Although they all focus on
three-dimensional artworks, which can be categorized as
installations, objects, or even design and architecture, their
artistic practices differ on many levels. In this essay, I do not
want to seek for similarities in artists’ works, but to draw
attention to the fact that the presence and importance
of space in their practices stems from different needs and
contexts, but in all the cases, it can be used as a key notion
through which the artistic practice and artwork is being
perceived and interpreted.

I have been interested in space since I started to explore
the field of architecture, where space is a common term to
understand and to explain architectural structures and its
relationships. Thus, I want to use and emphasize the aspect
of architecture and explain space through works related to
it. In that respect, artistic practice of Hilde Angel Danielsen
and Gabi Schillig caught my attention. Their artworks
might serve as a good example when asking questions
such as: how do we understand architecture; what do we
expect from it; how does it relate to other fields of know-
ledge? Norwegian artist Hilde Angel Danielsen works at
the intersection of architecture, craftsmanship and design.
Her outsized objects/sculptures are often site-specific,
made for certain places as a visual comment or dialogue
with surroundings. For example, a long-term project
Transparent Brick Wall (2010) or the newest one Another
Wall or a Football Score (2010). Both are made of bricks,
which, by the touch of Hilde’s hands, become transparent
and light. Considering that handicraft in Norway has long
traditions and has been fighting for its right to be called
art, or at least to be recognized as a full-right medium
within the field of contemporary art practice, the focus on
craft in Hilde’s works attains important meaning within
the particular Norwegian art context. And this aspect has
a greater connotation than building architectonic spatial
structures (for example, The Tiansparent Brick Wall), which

go into the realm of design.

Space mediation is a subject of interest
for the German architect Gabi Schillig. Such
notions as body, environment, performance,
textile, etc., could serve for her as “tools”,
similar to clay or wool, to be used to build
the system of space mediation. A sentence,
taken from the first page of her catalogue,
precisely describes her work: “My work
is intrinsically motivated by the space of
the human body, and cultivates a spectrum
of projects that include the disciplines of
architecture, fashion, design, performance
and conceptual art by instrumentalising
textile materiality within open spatial sys-
tems.”? Gabi’s works try to acknowledge
that both architecture and space itself are
not closed and static systems; they should be
approached through the concept of change
and multi-dimensional understanding, by
acceptance of the dynamics and nomadism
of contemporary human being. She pro-
duces garments as a starting point that serve
an interface function between particular
place (that might also be an architectural
object) or surroundings and human body.
The garment becomes an instrument, and the space can be
experienced and perceived in an active way. Thus the way
we think about architecture is being actively questioned:
should architecture be an object constructed and designed
by particular individual/architect, or should it more likely
be a space built and inhabited by the society itself?

The works by artists Arne Ingvaldsen and Cato Leland
can be approached from a different perspective. They usually
use space as already fixed material and reflect on it and
inhabit it with their art, or use it as part of their artworks.
Arne Ingvaldsen’s working field is very broad as he makes
not only site-specific artworks, like land-art, but also huge
geometrical structures in “closed” spaces, like the white
cube. Some of his works are made in collaboration with
his wife, a Hungarian installation artist Eva Kun, whose
works can also be characterised in terms of space. Both
Arne’s and Eva’s artworks become time and site-defined
projects, because they can’t be placed in another place and
situation retaining the same structure and meaning, and the
presence of the works remain only in documentation. If
Eva Kun’s installations are being described as modernistic,
then Arne Ingvaldsen’s are postmodern. His oversized,
geometrical figures (for example, Titrquoise, 2007; The
X,2007) deconstruct a particular place and space, break it
and subordinate it to the fixed structure. These principles
work similar to architecture, which anticipates the modes
of space perception. Although Arne’s works can be analysed
in the context of sculpture, they simultaneously become
architecture, and in that way they can be called an antithesis
to the modernistic sculpture. As the Norwegian art critic
Ingvill Henmo puts it: “Arne Ingvaldsen’s spatial sculp-
ture can appear to occupy a place between the categories
“sculpture” (non-architecture and non-landscape) and
“axiomatic structures” (between architecture and non-arc-
hitecture). (..) The angles relate to an existing architectural
space, and investigate the architecture’s basic character, in
this case by being on a sliding scale between sculpture and
architecture.”

Cato Loland’s works are basically witty comments on
those spatial elements that usually are not used, or are
being forgotten, which is not exactly a “negative space”,
but more like a space between. For example, in the gal-
leries, the elements like pillars, the corners, or even the
bottom of the pillar are considered to be peripheral to the
main function of the architectonic environment. Cato, in
contrary, works especially with these “local” things; he is
interested in recycling already existing objects/elements
of the space. It becomes a very vital and non-ambitious
gesture of reflecting about the spatiality around us.

Taking into account that most of the artists mentioned
above deal with site-specific or site-defined art, I want to
indicate that their artworks are being produced for “local

spaces” (in a very broad sense), but at the same time they
“speak” in internationally used language, which provides
a common vocabulary of artistic notions. The methodo-
logical way of doing that is by blurring boundaries — an
interconnection between difterent fields and strategies has
become a common value, or even a working style. And that
could also serve as a specific spatial platform for difterent
fields to meet and exchange their knowledge.

More here:
http://www.hildeadanielsen.no/
http://www.gabischillig.de/
http://arneingvaldsen.no/
http://www.evakun.no/
http://catololand.blogspot.com/
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