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Titel: ...som nér en kvinna férbereder

sig for sin alskare...

Installationsbild fran Galleri Mejan 1994
Material: IKEA garderob, bivax, glédlampa,
sladd, pall, dérr

Foto: Tord Lund

Title: ...as when a women prepares for her lover...

Installation image from Gallery Mejan 1994
Material: IKEA wardrobe, beeswax, light bulb,
cord, stool, door

Photo: Tord Lund

1 Ylva Hasselberg, «Kontraktet och gavan«
i Gldnta nr 1-2, 2005

En ny tid

1989 antogs Annelie Wallin till Kungliga Konsthégskolan, populart kallad
Mejan. Hon kom dit via studier forst pa Nyckelviksskolan och darpa Idun
Lovéns skulpturlinje och antogs pa forsta férsoket. Mejan ar allmént ansedd
som den mest prestigefulla av landets konsthdgskolor och soktrycket ar hogt;
endast en mycket liten del antas. Det skapar bade gladje och oro hos manga
av dem som val passerar nalsdgat. - Hur kom det sig att just jag antogs?
Kommer jag att lyckas?

Vid den hér tidpunkten var undervisningen pa Konsthogskolan strikt
bunden till olika professorsgrupper med stor individuell frihet for studenterna.
Fa, om nagra kurser var obligatoriska och férhallandet mellan larosate och
student praglades av vad Ylva Hasselberg har kallat »gavan«, dar studenten
finner sin egen vag (snarare an »kontraktet« dar larandemal styr bade larare
och student).!

Konsthogskolelivet, speciellt nar det rér sig om fem obrutna ar, beskrivs
darfér ibland som en bubbla. Bubblans hélje skyddar framst mot konstvarl-
dens krafter, fran gallerister och kuratorers sdkande efter nya tillskott till
kritiker och teoretikers utlaggningar om radande trender. Den individuella
processen, mognaden for det egna konstnarskapet ser olika ut for olika indi-
vider, ar tanken.

Hur det nu &r och var med den saken kan man ha manga asikter om.
Annelie Wallin, liksom manga andra som gick Mejan pa den tiden, tyckte att
utbildningen var fokuserad pa att géra konstnarerna redo for konstmarknaden




Title: Rygg
Material: Brons
Ar:1993

Title: Back
Material: Bronze
Year: 1993

Title: Svetteduk
Material: Svart granit, Diabas
Ar:1992

Title: Sudarium
Material: Black granite, Diabase
Year: 1992
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Francis Fukuyama, Historiens slut och den
sista ménniskan, Nordstedts, 1992

Jaques Derrida, Marx sp6ken: skuldstaten,
sorgearbetet och Den nya internationalen,
Daidalos, 2003 (1993)

Jonas Ekeberg, Postnordisk: En nordiske
kunstscenens veks tog fall 1976-2016, Torpedo
Press, 2019 se f.a. kap 6 «Det nordiske
paradoxet 1995-2000« s 253-96

och alltsa inte i forsta hand pa att skydda det individuella konstnarskapet. Men
det ar klart att nar Wallin tradde in under (Kungl.) Konsthégskolans skyddande
tak var det en bubbla som isolerade mot en omvérld som férsatts i snabb for-
andring. Inte minst vad det géllde konstmarknaden.

Men det var inte bara den lokala konstmarknaden som férandrades under
de ar som Annelie Wallin gick pa Mejan. 1989 foll Berlinmuren och Europas
politiska karta ritades om radikalt. Den amerikanske nationalekonomen
Francis Fukuyama utropade »historiens déd«. Tanken var att vi med murens
fall kommit till slutet pa ideologiernas strid och att vi darmed intradde i en ny
global enighet.? Alla var inte lika optimistiska, den franske filosofen Jaques
Derrida varnade i stallet fér Marx »spdken« vad som skulle kunna komma
att blottlaggas nar nu fértrycket var borta.® Det som géms i sné kommer
upp i té.. Och i allt detta en finanskris dar Sveriges riksbank under Bengt
Dennis fram till 1992 férsokte forsvara den fasta kronkursen, sa till den grad
Overtygad om vikten av detta att man satte rantan pa 500% innan man slut-
ligen kapitulerade och lat kronan flyta.

Inkubator eller ej, oavsett som vi ser till internationell eller nationell politik,
fran ett brett samhallsperspektiv eller fran den snavare konstscenen, sa var
den varld, som Konsthdgskolan forment skulle avskarma fran, en annan nar
Annelie Wallin examinerades 1994 an den var nar hon bérjade 1989.

En forandrad konst pa en ny scen

For konstscenens vidkommande hade
féréandringen skett pd manga plan.
En del av dessa kan forklaras av att
den finansiella krisen, som 1994 annu
inte var 6ver. Detta aterspeglades i
de konstnérliga uttrycken. Attiotalets
haftiga maleri hade ersatts av »laga«
material, vardagsforemal, bruksfore-
mal, skrap. Konceptuella tendenser
med objektslds konst blandades med
ett intresse for nya medier, i synnerhet
videokonst.

Gamla makthierarkier borjade

ocksa utmanas. Overlag rédde pa den
unga konstscenen ett ljumt intresse
for de etablerade institutionerna.
~  Istéllet sdgs den oberoende curatorn
som en allt viktigare figur och konstnarerna bérjade sjalvorganisera sig. Den
genomgripande férandring som skedde var inte isolerad till Sverige. Hela den
nordiska konstscenen hade, som den norske teoretikern och kuratorn Jonas
Ekeberg sa tydligt visar, genomgatt ett paradigmskifte vid tiden for Annelie
Wallins examen.*
Den nya teknologin s&gs d&ven som en mdjlighet pa den svenska konst-
scenen, dar tva av Annelie Wallins studiekamrater, Karin Hansson och Asa

Andersson (idag Andersson-Broms) skapade den forsta svenska konstutstall-
ningen on-line med the [a:t] exhibition 1996.

Internet som plattform och kommunikationsmedel var da fortfarande i sin
linda. Fér Annelie Wallin skulle det bli ett viktigt redskap lite langre fram i tiden.
1994, nér hon examinerades, arbetade hon i huvudsak med tredimensionella
objekt. Hon hade ju gatt Idun Lovéns skulpturlinje innan hon antogs till
Konsthogskolan. Utbildningen pa Idun Lovén var traditionellt orienterad med
teckning i kroki och arbete i lera, men de egna konstnarliga materialvalen var
fran borjan inte de konsthistoriskt klassiska (hon sokte till Konsthégskolan
med tva kokongliknade hangande objekt i stort format). P4 Mejan fick hon
mojlighet att &ven préva mer bestandiga material. | flera verk i sten arbetade
hon med former som antingen hade direkta kopplingar till ménniskokroppen,
eller till fenomen som draperingar och veckbildningar som vi kdnner sedan
antiken. Men hennes uttryck lag anda langt fran den klassiska skulpturens.
Draperingarna férstorades upp i monumentalskala utan att bara upp eller
framhava nagot annat. Manniskokroppen skildrades ur ovana perspektiv,
som den rygg hon visade pa Konsthégskolans gemensamma avgangsut-
stallning. Har ses kroppen bakifran, gjuten i plast med armarna hojda éver
bakhuvudet och skuldrorna latt utbuktade. | Svetteduk, Annelie Wallins forsta
stenskulptur, méter en drapering i diabas, veckningen och titeln for tankarna
till Veronicas svetteduk, ett motiv som inte minst den spanske barockmalaren
Francisco de Zurbaran gjort berémt. Men i Wallins tolkning ar duken utan det
avgorande avtrycket av Jesu ansikte. Svetteduken kan lika gérna var en hand-
duk upphangd i ett badrum nagonstans.

Har ser vi att Annelie Wallin tidigt var intresserad av objekt som desta-
biliserade det invanda genom att just arbeta med latt igenkanningsbara for-
mer. Med Spelbord konstruerade hon ett sorts bréadspel dar aven sidorna av
bordet gick att anvanda for att placera pjaserna, dolda i cylindrar, i ett tydligt
men dnda obegripligt interaktivt verk. | verket Badkar polerade hon upp ett
kaffebord sa att ytan blanker som en vattenyta, for att dar sedan placera en
avgjutning av sin dverkropp, liksom antydningar av knén och en hand, vilket
ger intryck av ndgon som badar i bordet.

Avgangsutstallning/ar

Annelie Wallin rénte tidigt uppmarksamhet. Redan 1993 namns hennes verk
Rygg i en recension av Ingamaj Beck i Aftonbladet® fran en elevutstallning® och
nar hon hade sin avgangsutstalining pa Galleri Mejan 1994 uppmarksam-
mades hon av saval Sara Arrhenius i Aftonbladet som av Bo Madestrand i
Expressen - liksom av skribenten av denna text i tidskriften Material.”
Mejans galleri lag vid den héar tiden i lokaler i gatuplan i Konstakademins
byggnad. | dessa arevoérdiga rum visade Annelie Wallin en utstallning

5 Ingamaj Beck, »Har segrar det nyenkla«, Aftonbladet 2/6 1993

6 Det kan vara vart att noter att just »elev«fortfarande anvéndes fér konsthdgeskolestudenter,
vilket forstarker tanken pa kunskapsoverforing (fran larare till elev) som just en »gava« (se ovan).

T SaraArrhenius, »Rastlos rérelse mellan motsatser«, Aftonbladet 1/ 2 1994, Bo Madestrand,
»Skriften pa vdggen« Expressen 1/2 1994, Hakan Nilsson, »Annelie Wallin«, Material no 3, 1994

Title: Badkar
Material: Gips,
soffbord
Ar:1992
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Title: Spelbord

Title: Bathtub
Material: Plaster,

coffee table
Year: 1992

-
-

Bestaende av ett bord och 16 st hylsor

delbara till 32 st spelpjaser
Material:Aluminium
Ar:1991

Title: Game Table

Consisting of a table and 16 sockets
divisible into 32 playing pieces

Material: Aluminum
Year: 1991



bestaende av flera olika element. Har fanns skulpturen Skap i svart diabas.
Skulpturen bestod av en tva meter hog stele, en skulpterad sten dér en-

dast en sida ar tydligt formgiven med en veckad drapering. Fran ena sidan
paminde verket om den svarta monoliten i Stanley Kubricks film 20071, fran
andra sidan anknoét den till ett formsprak med rétter i den tidiga antiken.
Volymmassigt paminde den ocksa om det skap som stod i en annan del av
rummet. Verket ...som nédr en kvinna férbereder sig fér sin édlskare... bestod
av en fristdende garderob dar dorren har haktats av och stéllts mot vaggen.
Framfor skapet stod en vit pall och det vaxinkladda innanmatet lystes upp av
en naken glédlampa. Dessa tva verk kompletterades med Daad, ett sénder-
brutet bord som badade i en pdl av fernissa, liksom olika inslag av ord och
texter. En vdgg hade formligen tackts med enskilda ord skrivna direkt med
kaffe och filmjolk. Stilen blev rinnig och expressiv vilket férstarkte ordens
patrangande narvaro. De forde tankarna till olika aspekter av det kropps-
liga, fran relativt neutrala ord som »Ata« och »Suckac till allt mer franstétande
och brutala »Snorac, »Sticka« och »Marka«. Mangtydligheten hos manga ord
skapade en pataglig kuslighet; »Séra«, »Treva« och »Slicka«. Dessa kontraste-
rades mot en rad A4-ark vilka alla hade en bild av ndgon veckbildning och en
kort text, hAmtade fran den franska filosofen Simone de Beauvoir.

Annelie Wallins examensutstallning utgick fran tva olika strategier. A
ena sidan jobbade hon med det osdkra och det undanglidande: vald och
fortryck tycktes hela tiden finnas under ytan men formulerades aldrig helt
klart ut, utan gavs snarare som spar. Vi kdnner igen detta frdn hennes tidi-
gare verk, som ju ocksa spelat pa en viss osakerhet infor vad det ar vi ser,
om &n inte med samma mérker. A andra sidan fanns de starka kontrasterna.
Den klassiska skulpturen och de blddande orden. Beharskad aterhallsamhet
och okontrollerad ilska. Tillsammans skapade dessa tva strategier den rytm
som behdvdes for att kunna kommunicera ett tydligt feministiskt budskap
utan att for den sakens skull hamna i plakatkonst eller ge pekpinnar. For
vem vet vad som hade hant? De undertryckta aggressionerna kunde i férsta
hand ses som en bild av ett vald i hemmiljo, men ocksa som en desperat
motstandshandling. Det gav bilden av en kvinna som tréttnat, skrev Bo
Madestrand i Expressen. Underkastelsen och utplanandet av det egna jaget
vagdes upp av antydningar av subversivt sjalvférakt, dar acklet gransade
mot vad psykoanalytikern Julia Kristeva kallat abjektet. Begreppet forsoker
fanga in det franstotta; det som bade vacker avsky och attraktion och som
pa sa vis synliggor det frammande inom oss. Abjektet var vida diskuterat
under det tidiga 90-talet.®

Relationerna mellan spraklighet och kottslighet, mellan kontroll och mot-
stand, mellan vald och underkastelse och hur dessa krafter kunde kopplas till
en »specifikt kvinnlig erfarenhet« som Sara Arrhenius kallade den - dven hos
sa kdnda och starka kvinnor som Simone de Beauvoir - uttrycktes i Annelie
Wallins utstallning med en osedvanligt tydlig frustration. Till samlingsutstall-
ningen XY pa Abo konstmuseum presenterade hon Skap med ryggen vand
mot ingadngen mot en fond av ord pa viggen. Andéa var det inte dessa starka
kontraster hon senare skulle arbeta vidare med. Om det var ordens i dubbla
bemarkelse kladdighet i kontrast till de kontrollerade klassiska konstformerna
som hade slagit an tonen i avgangsutstallningen sa var det snarare anslaget

Titel: Skap
Material: Svart granit, Diabas
Ar:1994

Title: Cabinet
Material: Black granite, Diabase
Year: 1994

Installationsbild fran Galleri Mejan 1994, med Skép,
Orden pa vaggen och Daad i det inre rummet

Installation image from Gallery Mejan 1994,
with Cabinet, The Words on the Wall, and Deed
in the inner room

Titel: Orden pa vaggen
Material: filmjolk och kaffe
Ar:1994

Title: The Words on the Wall
Material: Fermented milk and coffee
Year: 1994

8 Julia Kristeva, Fasans makt: en essd
om abjektionen, Daidalos, 1992



Titel: Daad

Material: K6ksbord med
Perstorpslaminat, och fernissa
Ar:1994

Title: Deed

Material: Kitchen table with
Perstorp laminate and varnish
Year: 1994

Nérbild p& Container,

Foto: Lars Gustafsson

Close-up of Container,
Photo: Lars Gustafsson

9 Hakan Nilsson, »Annelie Wallin«,

Material no 3,1994

10 Ingamaj Beck, »Gréansen mellan inne och ute
ar ett faktume, Aftonbladet 18/6 1994

i Daad, det sonderslagna bordet, som skulle visa vagen fér de narmaste ut-
stéllningarna.
Ytterligare en utstallning skulle komma till under det sista aret pa Konst-

hdgskolan. Professor Ulf Rollof fick en mojlighet att Iana de utrymda loka-

lerna i den forna Lumafabriken i sédra Hammarbyhamnen (nu i Hammarby
sjostad). Dar visade Annelie Wallin Container ett rum i rummet, uppbyggt av
mobler (i huvudsak byraer) fran ungefar samma period som det sénderslagna
bordet i Daad. En naken glodlampa lyste upp och forstarkte pa sa vis 6dslig-
heten. Till skillnad fran de andra utstéliningarna var det héar ett stort samman-
héngande verk, snarare &n en helhet uppbyggd av flera bitar (eller 6ar, som
jag kallade dem 1994).° Verket sorterade pa sa vis ocksa in under en annan
kategori, och kunde kallas »installation«, snarare &n »skulptur« — ett annat
begrepp som var mycket i svang pa 90-talet.

Moblerna hade Wallin Ianat och kdpt pa Myrorna och det styrde saklart
urvalet. Det som bortskéanktes pa den tiden var i huvudsak bruna mobler
fran femtio- och sextiotalen. Denna murriga ton lag langt fran ljust-och-
frascht-idealet och manga uppfattade nog tilltalet som just begagnat,
bedagat - historiska drdommar, skrev Ingamaj Beck i Aftonbladet.™
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Nérbild p& Container, insidan Title: Container
Foto: Tord Lund Installationsbild i Lumafabriken 1994
Foto: Tord Lund

Closeup on Container, the inside

Photo: Tord Lund Title: Container
Installation image from Luma factory 1994
Photo: Tord Lund
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Inskrivning, installationsbild
Roslagstulls sjukhus 1995

Enrollment, installation image
Roslagstull Hospital 1995

11 Milou Allerholm, »Inskrivning« Material 1995

Historiska drommar

Vilka var da dessa historiska drommar? Utstallningen pa Luma visar pa ett
steg bade fran abjektet och fran den specifikt kvinnliga erfarenheten. Kvar
blev klaustrofobin dar mobeln blev bAde material och meningsbarare. Att
bygga upp ett rum med vaggar av mébler gor att de enskilda, specifika mob-
lerna reduceras till byggstenar dar deras form och férmaga att fylla volym
Overskuggar bade mébelns egentliga funktion och dess méjliga konnoterade
meningar. Det faktum att de képts in i méangd tonade aven det ner deras be-
tydelse som objekt — konstverket var det som kunde upplevas pa plats inte
sjélva materialet — ett foérhallande som skulle aterkomma i manga verk senare
i karriaren. Samtidigt var det tydligt att méblerna som kollektiv bar just pa en
mening av historia: avlagda och bortskankta som de var. »Historia« blir har
mer en kansla av unkenhet, vilket hjalpte till att férstérka det klaustrofobiska.

Visst tillat &ven Container en feministisk lasning dar méblerna kan tankas
representera hemmets sfar vilken i sin tur talar om den traditionellt specifika
kvinnliga erfarenheten. Men utan citat och texter blev detta en Iasning av
manga, dar sjalva stimningslaget betydde mer &n nagon sarskild situation
eller erfarenhet. Klaustrofobin pekade mot en sorts strukturell instdngdhet,
och handlade kanske mest om den tid som mdéblerna kom fran, folkhemmet.

Har finns, som man ser, tva parallella spar. Det ena som berdr kvinnan och
hur hon har definierats av sin livsmilj6, det andra berér en epok och en mer
allmangiltig sorts instdngdhet. Parallellt med detta arbetar Annelie Wallin
ocksa med mer traditionella skulpturer och objekt. Det nyligen nedlagda
Roslagstulls sjukhus férvandlades under sin existentiella mellanperiod;
inte langre sjukhus, inte annu rivet, till tillfélliga ateljélokaler for bland andra
Annelie Wallin. | dessa lokaler sjalvinitierade konstnéarskollektivet utstallningen
Inskrivning 1995. Har gjorde Wallin skulpturer som anknét till den forna sjuk-
husmiljon: objekt som gransade mellan skulptur och vardagsféremal, nagot
som Milou Allerholm fangade situationen sin recension i Material." Genom att
bemala ett handfat med kran i hégblank, vit farg forvandlade hon ett slitet
bruksféremal till en skinande skulptur utan minne. Pa golvet hade hon place-
rat ett tunt foremal som tillverkats av uthalld, stelnat tralim, och darpa vikts
sa att det pAminner om och en sorts badd. Bredvid denna lag en handstickad
sack i fullkroppsstorlek som i sammanhanget férde tankarna till en likpase.

Aven har visade Wallin alltsa bruksféremal, &nda befann sig dessa verk
langt fran de funna objekt hon stéllde ut pa Lumafabriken. De tva utstéllning-
arna ar snarare att betrakta som varandras kontraster. Dar Lumautstallningen
byggde pa att anvdnda begagnade bruksforemal som bord och skap i helt
andra syften och darigenom skapa ett rum i rummet, aterskapade Wallin pa
Roslagstulls sjukhus féremal som kunde ha hort till platsen, men témde dem
samtidigt pa deras praktiska funktioner.

Aren efter examen soker Annelie Wallin sig fram mellan olika satt att for-
sta sjélva idén med fenomenet »konst«. Hon arbetar med forskjutningar dar
konstverket destabiliserar invanda férestallningar. Ibland gér hon det med
funna objekt, ibland med féremal hon skapat sjalv. Ibland spelar de enskilda
delarna mindre roll: det hade kunnat vara ett annat bord eller skap som
placerades i mangden. Tanken var inte just detta féremals minne utan en

Titel: Sack
Material: handstickad sack i bomullsgarn
Ar:1995

Title: Sack
Material: hand-knitted sack in cotton yarn
Year: 1995

Titel: Badd
Material: Stelnat och vikt trélim
Ar:1995

Title: Bedplate
Material: Congealed and folded wood glue
Year: 1995
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Frances Colpitt, Minimal Art: The Critical
Perspective, Univ. of Washington Press, 1993
Lucy Lippard, Six Years: The Dematerialization
of the Art Object from 1966 to 1972, Univ. of
California Press, 1972

Piotr Pietrowski, In the Shadow of Yalta,
Reaktion books, 2011

Nicolas Bourriaud, Esthetique relationnelle,
Presses du reel, 2001

historisk, nyligen nedmonterad tid som genom dessa vardagsféremal kunde
visualiseras och problematiseras. Utstallningen, installationen, var det viktiga.
Nar den var avslutad kunde féremalen ga tillbaka in i cirkulation. Men ibland
sker i stéllet sjalva omvandandet via handen och materialet, genom att skapa
skulpturer av nagot synbarligen ordinart uppvarderas i stéllet objektet och
gors unikt.

Nar det kommer till detta senare, konstobjektet, ar det tva saker som
ar viktiga och som till stora delar skiljer dem fran de funna objekten: dels
handens utférande dels materialets taktila och fysiska egenskaper. Under
1990-talet var det inte latt att se detta. Vi var manga som fortfarande var fast
i ett semiotiskt seende dar fragor som rorde objektens teckenvarde hamnade
i centrum, alltsa vad verken signalerar pa denotativ och konnotativ niva.
Fokus lag pa stora strukturer, diskurser, och mindre pa vad féremalen faktiskt
var. Det var ndgot av en tidsanda. Det pratades mycket om den objektslosa
konsten med dess rotter i den amerikanska postminimalismen dar konstnarer
som Robert Morris hade lanat in stalskivor till en utstallning vilka han sedan
returnerade efter utstéllningens slut' och konceptkonstens »dematerialisering«
mot slutet av 1960-talet.” Har fanns ocksa kopplingar till saval tjeckisk som
jugoslavisk konceptkonst fran samma tid, dar handlingar och ord blev sjalva
konstmaterialet.'

Denna objektslésa konsthistoriska traditionen fick ny aktualitet i 90-talets
ekonomiska kris. Runt hdrnet stod en ny trend mot att bara se konstobjeket
som en formedlare i mellanménskliga kontakter. Eller relationer, sdsom den
franske kuratorn Nicolas Bourriaud beskrev det i sin enormt inflytelserika
och omdiskuterade Esthétique relationnelle (1998) som féljde pa den lika
omtalade utstallningen Traffic pA CAPC Bordeaux (1996) dér manga av de
(vasterlandska) konstnérer som skulle bli tongivande inom denna riktning
visades upp.’ Jag vill har bara paminna om att det sallan bara har varit en
frdga om »relationella« férbindelser for Annelie Wallin. Objektet och mate-
rialiteten har ocksa alltid funnits dar vilket blir &n mer tydligt for mig sa har
i retrospektiv. Nar jag blickar tillbaka pa 1990-talet med kunskap om de
finstdmda teckningar Wallin arbetar med idag, kan jag konstatera att tron pa
det konstnérliga objektet, det konstnarliga tilltalet via en materialitet alltid har
funnits dér. Vi sag det i Skap men ocksa i de funna objekt hon anvéant i olika
installationer, dar just materialets individuella egenskaper hela tiden spelat
roll. Men det &r val sa att vi inte kan vara sdkra pa vare sig vilken position en
konstnarlig handling har eller vilket varde den har éver tid. Konstverken lases
mot tidens anda och det ar forst nar en annan tid gor sig gallande som vi tyd-
ligt kan se att det dven fanns andra sidor av det.

1994 deltog Annelie Wallin som en av tre utstéllare fran Konsthégskolan
pa Sollentunaméssan, vilket var det stora konstmassan, dar i stort sett alla
sorters konstgallerier deltog. (1995 skulle som sagt en grupp yngre gallerier
bryta sig loss i den egna massan Smart Show.) Pa Sollentunaméssan blev
hon tillfrdgad om hon ville stélla ut pa galleri Andréhn-Schiptjenko, som da
flyttat fran de anonyma lokalerna pa Kammakargatan till Stureparken pa
Ostermalm. Galleriet hade med aren ocksa seglat upp som ett av de ledande
gallerierna fér den unga generationen och deras prestige pa konstscenen
var hog. Det var med andra ord ett erkdnnande av de framgangar Wallin

redan uppnatt med sin debut pa Galleri Mejan och de 6évriga utstallningar
som hon deltog i. 1994 erhéll hon dessutom Ostra Géinges stenstipendium,
vilket bland resulterade i verket Spolad, ett rektangulart block av samma
format som en piedestal, dar en gatubrunn hade huggits fram i stenens
oversida.

Folkhemmet

Det skulle dock dréja till 1996 innan Annelie Wallin debuterade pa Andréhn-
Schiptjenko, da med Svenska Hjértan som till titeln alluderade pa en popular
TV-serie. Har renodlade hon vad hon redan presenterat pa Luma tva ar
senare. Men i stallet for att bygga ett rum i rummet, anvande hon denna
gang moblerna for att bygga upp en vagg, tydligt uppstottad bakifran som
en klassisk kuliss. Denna gang anvande hon olika kdksbord sa att framsidan
bildade en massiv, homogen vagg, medan baksidan redovisade bordens
konstruktion, ackompanjerade av l16sryckta ben pa golvet och en transistor-
radio som glatt spelade ljudet fran talgoxe, en vink till radions aterkommande
veckans pausfagel. Som en avslutande markering hade en yxa korts in i ett av
benen. Galleriutstaliningen &gde rum i december och verket hade redan under
sommaren visats pa utstallningen When Shit Hits the Fan pa Overgaden i
Képenhamn, en utstéllning med danska och svenska konstnarer.

Aven i Svenska hjértan var kontraster och motsatsférhéllanden ett av
Annelie Wallins retoriska grepp. Den brutala massiva vaggen stod i bjart kon-
trast till den séllsamma fagelsangen. Precis som man kan tanka att den mas-
siva ideologi som format folkhemmets mentalitet ndstan komiskt brots av
deniradion vanliga férekomsten av just pausfaglar. Folkhemmet, dar Wallin
foddes, framstalls dven har som stangd och mérk. »Den tysta tiden« som
artisten Joakim Thastrom senare skulle kalla perioden.®

Samtidigt &r det mycket som skiljer Svenska hjartan fran Container. Dar
den senare bestod av second-handmaobler som képts in i hast, valde Annelie
Wallin samtliga bord till det nya verket med noggrannhet. Hon blev darmed
mindre beroende av vad som fanns inne for tillfallet och kunde istéllet valja
med omsorg. Har blev de enskilda borden viktiga pa ett annat vis an vad
som hade gallt for verket pa Luma. Walin sokte efter en viss sorts bordsytor,
Perstorpslaminat som inte var for ljusa och marmorerade, utan gick i en mor-
kare ton. Slitaget blir en viktig aspekt av verket, néttenheten visar att borden
har anvénts, att de har en historia och tillhért nagon/nagra. De tillférde nagot
av det »verkliga« som den amerikanske konstkritikern Hal Foster teoretiserade
i sin inflytelserika bok The Return of the Real.”” Borden kan pa sa vis ocksa bli
till individer, som konstnaren sjalv uttryckte det i en intervju.'

Med det individualiserade och de enskilda historierna kommer ett mer
nostalgiskt betraktande éver den mérka och tysta tiden. Folkhemmet med
dess fikapauser vid det murriga koksbordet var ocksa en tid for stor eko-
nomisk utjamning vilket i sin tur gav forutsattningar till aktiviteter och moj-
ligheter for en allt bredare grupp manniskor. Hit raknas Annelie Wallin sjélv,
som vaxte upp i ett land dér det satsades pa att mojliggora for folket att bade
skapa sjalva och ta del av kultur. Verket ar ocksa en betraktelse dver sjalva

17

Titel: Spolad
Material: Salmon pink, granit
Ar:1995

Title: Flushed
Material: Salmon pink, granite
Year: 1995

16 Joakim Thastrom »The Haters,
Skebokvarnsvagen 209, 2003

17 Hal Foster, The Return of the Real,
October books, 1996

18 Dan Backman, »Svenska hjartan: Bordsben,
en yxa och Veckans pausfagel«, SvD 6/12 1996



19 Jessica Kempe, »Svenska hjartan i kras«,
DN, 20/12 1996

materialet, tréd och svenskarnas relation till skogen. Svenska Hjértan blev en
elegi som rymde bégge sidor, bade den tranga jantelagsstyrningen och pa
dess mojligheter. Det sa bade »farvél« och »dra héarifran.« Eller som Jessica
Kempe skriver i en recension i DN: »En folkhemsdrom: offrad, férlorad och
heliggjord.«"°

Titel: Svenska Hjartan
Installationsbilder fran Overgaden
Képenhamn 1996

Material: Kéksbord med
Perstorpslaminat,

transistorradio, sladd och yxa
Ar1996

Foto: Bent Ryberg

Title: Swedesh Hearts

Installation images from Overgaden
Copenhagen 1996

Material: Kitchen tables with
Perstorp laminate, transistor radio,
cord, and axe

Year: 1996

Photo: Bent Ryberg
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Titel: Kalender
Jag syr, installationsbild ID:l Galleri 2006

Title: Calendar
Sewing, installation image ID:I Galleri 2006

Titel: Kalender, narbild
Material: Resarband, nal, trad,
tidtagarur, loggbok

Ar:2006

Title: Calendar, close-up
Material: Elastic band, needle,
thread, stopwatch, logbook
Year: 2006

20 Julian Stallabrass, High Art Lite: British Art
in the 1990s, Version, 1999

21 Sverker Sorlin, »Klusterkonst for fem sinnen«
i ID:I's tioars-jubileumsbok 2016

22 Milou Allerholm, »Sypass som konst. Annelie
Wallins minutiésa stygn gor tiden gripbars,
DN 21/10 2006

Konstens vara

Redan under examensaret 1994 hade Annelie Wallin ront stor uppmark-
samhet och deltagit i en mangd olika utstallningar och framgéangarna fort-
satte som vi sett i oférminskad takt med galleriutstéliningen pa Andréhn-
Schiptjenko som en sorts krona pa verket. Men vilket verk pratar viom?
Konstverket? Framgangar foder forvantningar och manga ar de konstnéarer
som funnit sig fangade i en situation, ett varamodus som de inte har full
kontroll 6ver. Det ar som om att konstscenen, eller kanske konstmarknaden,
identifierar vissa framgangar och ar beredda att investera i dessa eftersom
férvantningen ar att konstnéren skall fortsatta att producera konst i samma
stil. Vilket ar paradoxalt, forvantningarna pa konstnaren blir att denna ar for-
utsagbar utan att samtidigt upprepa sig.

| efterdyningarna av den ekonomiska krisen hade en ny helt ny konstscen
i Storbritannien, den sa kallade yBa-generationen (young British artists) ront
enorma framgangar. Men kritikerna var ocksa manga. Var detta en »High
Art Lite« som kritikern och konstvetaren Julian Stallbrass kallade den??° Det
vill sdga, var det har en konst som var utmanande nog for att tillfredsstélla
marknaden (och da inte minst storsamlaren Charles Saatchi) utan att for den
sakens skull vara tillrédckligt utmanande for att skapa en oberoende konst?

Det fanns i Sverige inte ndgon liknande megasamlare som kdpte all konst
fran Annelie Wallins generation. Det hade det gjort under 80-talet, som vi
sag. Med blandad framgang. Men yBa séatter ljuset pa en prekar fraga vad
géller konstens formaga till oberoende. Helt oberoende kan saklart ingenting
vara, inget existerar i ett vakuum, men fragan blir snarare har: fér vem gor jag
denna konst? Ar det har den konst jag egentligen vill géra? Ar det har skalet
till att jag blev konstnar?

For Annelie Wallin var svaret nekande. Vagen skulle istéllet ga via den
konstnarsinitierade och konstnarsdrivna utstéllningslokalen ID:l, dit hon lock-
ades av sin gamla kurskamrat Lena Gustavsson. Som Sverker Sorlin papekar
i en text i ID:I's tioars-jubileumsbok ar organisationen bade informell och
rigor6s. Konstnarerna som driver galleriet tillsammans betalar alla fér driften
sjélva och far i utbyte en utstélining vartannat ar. Men alla kan inte bli med-
lemmar, utan de utses avdem som ar medlemmar dar och da. Tanken ar att
inte bara att erbjuda en icke-kommersiell lokal for utstallningar, utan att géra
detta med en hog kvalitet.?!

Pa sin forsta soloutstéllning pa ID:l utforde Annelie Wallin en performance
dar hon satt vid ett bord och talmodigt sydde samman resarband fér hand
som bit for bit vaxte till en bred, oregelbunden bard. Arbetet med sémmarna
hade pabdorjats redan den 1/1 2006 och skulle avslutas pa nyarsafton samma
ar. Verket Kalender var med andra ord bade ett arbete och resultatet av arbe-
tet och kommenterade pa sa vis fragor om varde och tid - eller hur vi varderar
tid, som Milou Allerholm skrev i en recension.??

Kalender var inte konceptuellt bundet vid ett visst kontrakt som slaviskt
styrde Annelie Wallins beteendet. Men dnda reglerade verket en tydlig rytm
som ledde till att hon i genomsnitt sydde 5-10 sommar tre dagar i veckan. |
slutdndan fanns ett objekt som var nara fyra meter brett och bestod av mer an
700 sémmar. Till detta fanns ocksa ett protokoll dar det noggrant bokfordes
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Title: Brottning
Performance stillbild
Ar:2007

Title: Wrestling
Performance still image
Year: 2007

nar och hur lange det hade arbetats. Fér Wallin blev arbetet ett satt att nastan
forsatta sig i trans, att kliva ur tiden genom ett metodiskt och monotont arbete.
Samtidigt blir den prosaiska bokféringen och det poetiska verket tva helt
atskilda men sammanhdérande betraktelser éver den tid som flytt.

Under samma tid arbetar Annelie Wallin ocksa med kortfilmer. Har
kommer snarare ett latt absurdistiskt anslag fram, som i Himta vatten
dar protagonisten gar ut i sjon med en hink tills hen helt kommer under
vattenytan for att dar vdnda och synbarligen oberérd ga tillbaks med hinken
full av vatten. Men i huvudsak skulle hon arbeta med stop-motion teknik,
vilket ocksa var vad hon visade pa ID:I-utstallningen 2009. Har visade hon
filmer som behandlar relationen mellan konstnar och konstverk, dar konst-
verket befinns ha helt egen agens och vilja. | Brottning hamnar konstnéren i
en tumultartad holmgang och i det loopade verket Kick-off blir tiden cirkular
och det ar omdjligt att sdga vad som kommer forst, verkets skapande eller

dess forstérande.

Brottning, 2007 Wrestling, 2007
Hamta vatten, 2006 Go for Water, 2006
KickOff, 2009 KickOff, 2009
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Natur och kultur

Efter dessa filmexperiment tog Annelie Wallins konstnarskap en annan vand-
ning, ut mot naturen med olika former av odlingsprojekt i direkt samverkan
med sin »publik«. Det borjade 2011 med Gerillaodling dar vinbarsbuskar
planterats pa synbarligen oplanerad mark men som nar de iscensatts
stéllde fragor om platser och vem som har maojlighet/ratt att inverka pa dem.
Projektet pekade pa platsers potential, bade i termer av vad som faktiskt kan
gobras med dem, men ocksa i termer av vem som kan gbra nagot pa dem.
Nar Wallin bérjar sina odlingar gér hon ansprak pa platsens potential, vilket,
ovetandes, ocksa hindrar eller begransar andras tankar/méjligheter. Det
paminner om hur filosofen Gilles Deleuze tankte begreppet »virtuell« att en
plats ocksa alltid ar alla de mojligheter som den bar pa och att dessa i sin tur
paverkar hur den faktiska platsen ter sig fér oss.?

Efter detta driver Wallin ett antal olika projekt som handlar om att om-
vandla forment glomda omraden till platser som behandlas med stor omsorg,
att omvandla dess potential till faktiskhet. Men fran och med nu ar hon mer
noga med att ocksa forsta platsen utifran andra positioner, och involverar
andrai sina projekt. Man kan kanske séga att sjalva foremalet for férvand-
lingen, (konst)objektet har fyller just den roll av formedlare i mellanmanskliga
kontakter Nicolas Bourriaud skrev om. Men det ror sig ocksa om objekt som
sjalva var beroende av kontakterna, inte mellanmanskliga utan mellan mann-
iska och natur.

Med Solrosor i Huvudsta (2012) pabdrjas en solrosodling som snart enga-
gerar de tillfalligt boende forskarna i omradets stugby av »cirka 100 smahus
i notta pastellfarger« som Wallin sjalv beskriver det.?* Samarbetet resulterar
i ett falt dar bade konstnéren och de boende sorjer for faltets omvardnad.
Solrosorna kommer senare att hamna pa utstallningen UnTied Notions,
ID:I's tioarsutstallning som under hésten dger rum pa Design Hall, mitt emot
Konstfack pa Telefonplan. Ett fyrtiotal konstnarer medverkar och Annelie
Wallin presenterar bland annat Solrosor hdngande fran taket dar de sakta
fick torka, liksom den blogg och den dokumentation som skapats I6pande.
Har ser hur Annelie Wallin omvandlar blommorna och dess beréttelser fran
nagot pagaende till att inta en »objeksstatus« som sadant kan rikta betrakta-
rens uppmarksamhet mot andra aspekter av processen: den tid som gatt och
darmed ocksa om vilken tid som kan anses vara véal spenderad — utanfér den
marknadsekonomiska logiken.

Titel: Solrosfalt i Huvudsta, Title: Sunflowerfield in Huvudsta,
installationsbild Design Hall Stockholm installation image Design Hall Stockholm
Ar:2012 Year: 2012

Foto: Cecilia Darle Photo: Cecilia Darle
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23 Gilles Deleuze »The Actual and the Virtual«,
Dialogues I, Continuum 2002

24 Annelie Wallin, »Fungus Amantes,
Svampalskaren«, Hjdrnstorm no 146-147 2022
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Titel: Solrosfalt i Huvudsta
Gerillaodling pa en 6vergiven plats i Solna
Ar:2012

Title: Sunflowerfield in Huvudsta
Guerrilla gardening on wasteland in Solna
Year: 2012

Titel: Solrosfélt i Huvudsta
Gerillaodling pa en 6vergiven plats i Solna
Ar: 2012

Title: Sunflowerfield in Huvudsta
Guerrilla gardening on wasteland in Solna
Year: 2012

Foto/Photo: Karin Hansson
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Under 2010-talet fortsatter Annelie Wallin att arbeta med denna pendling
mellan presentationer av olika tidskravande processer i utstallningsrum.
Projektet Dela Tradgérd (tillsammans med Malin Lobell) i Gislaved ligger i
bakgrunden for utstallningen Ett annat slags natur pa ID:1 2015. Fast har har
erfarenheterna fran de utomhusprojekten bearbetas och omstrukturerats pa
ett vis som aterfor konstobjektet i hennes utstéliningspraktik. (Det har ald-
rig varit langt borta — tvartom utgoér det exempelvis basen for hennes férsta
offentliga uppdrag Métesplats Solna Centrum dar nagra forstorade knutar
gjutnaibrons blir centrum i en stdrre installation.) Pa utstallningen redovisa-
des inte naturobjekt tillsammans med scheman och diagram som pa UnTied
Notions. Har hade naturen istéllet genomgatt en annan sorts process, intryck
bearbetats och foremal omvandlats och blivit till tolkningar, till konstverk
bestdende av grenar, hamparep och vax. | det inre rummet fanns ocksa en
3D-utskrift av den hangande skulpturen i det stora rummet, presenterat
framfor ett fotografi av en bit natur — som fér att pAminna om de olika nivaer-
na av representation och vad denna gor med var uppfattning av verkligheten.

Utemiljon blir éverhuvudtaget en plats fér samarbete i Annelie Wallins
konst. Kanske ar det nagot som kommer med platsen, utomhus blir det sa
mycket tydligare att vi behdver varandra for att klara oss. Med projektet
Skogsliv (Mellby Bygdegard, 2016) aterkopplar hon till syendets praktik, men
hér via att forma nat fér hand i ateljén. Natet spandes sedan upp mellan tra-
den for att uppmuntra betraktarna att fa kontakt med tradens underjordiska
natverk mykorrhiza. Skogsliv blev bade en férelasningsperformance dar
Wallin behandlade tradens kommunikation, och en uppmaning till att i det
upphédngda natet meditativt ta del av skogens undre liv.

| senare verk &terkommer nétet som just nat, men da som nagot konst-
naren gor tillsammans med publiken éver en langre tid. | utstallningen Havet
som, omger oss (2022) deltar Annelie Wallin med verket Gistnande dar hon
tillsammans med andra just gistar nat, utifran en lina uppspand mellan tva
punkter. Verket &r med andra ord i konstant tillblivelse, men utan mal om att
bli »fardigt«. En liknande performance genomfors vid Pikisaari Biennale 2024 i
Uledborg dit Wallin blev inbjuden som Artist-in-Residence och nétet gistnan-
des under nio dagar i strack.

Som férelasningen om mykorrhiza i Skogsliv visar spelar naturen inte
bara rollen som en plats fér gemensamma aktiviteter i Annelie Wallins konst-
narskap, den ar ocksa en inspiratoér och gata. Det géller inte minst Physarum
Polycephalum, eller Slimemold/Slemsvamp, som sprider sig likt en rhizom,
dar encelliga protister brer ut sig éver ytor och férefaller ha férmaga att kom-
municera via de banor vars moénster paminner om neurobanor eller avancerade
vagverk. Annelie Wallin har anvant svampen (om det ar vad den ar) i flera
projekt genom aren, anvant den for att »teckna« genom att med naring locka
den att skapa ord som i Hello World 2018, eller kartor som Slimemold maps
2020. Pa senare tid har hon placerat den pa transparenta ytor och fotograferat
genom den som i bildsviten Foraging Net 2021.

Denna organiska form har ocksa lett Annelie Wallin tillbaka till fragan, vad
bestar ett konstobjekt av? Fascinerad av slemsvampens gatfulla monster
kom hon till ett vagval, antingen férlora sig djupare i biologi och teknik eller
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aterga till ett mer analogt skapande. Som det ser ut i skrivande stund, vann
det analoga. Wallins projekt i naturen, genom gerillaodlingar och samver-
kansprojekt, kan som vi sett forstas som ett arbete med den objektsldsa
konsten tradition. Samtidigt ledde detta till ett djupare intresse fér natu-
rens processer dar Wallin till sist hittade svampen. | en artikel i Hjarnstorm
redogor hon for sin fascination och kommer till funderingar dver vem som
egentligen nyttjar vem. Ar svampen hennes redskap eller hon svampens?
»Svamphyfernas férmaga att leta sig fram éverallt syns dven i teckningarna
fran den senaste tiden« skriver hon.?> Sa om svampens utveckling och sprid-
ning ledde till teckningen ledde samarbetet med naturen tillbaka till konst-
objektet och dess materialitet.

Epilog

Kanske kan man, med en metafor hdmtad fran naturen, sdga att den objekts-
I6sa konsten och materialiteten i Annelie Wallins konst bildar en sann symbi-
os, dar de bagge kraver varandra for att kunna existera. Vi finner det i hennes
arbeten som involverar betraktaren, dar natstrukturen blir till ett gemensamt
projekt dar naten knyts tillsammans, vilket bygger vidare pa fragan om tid,
arbete och objekt och diskussionen om vad som egentligen har varde. Vi
finner det ocksa i de mer introspektiva teckningarna, dar Annelie Wallin later
sitt skapande styras av ett antal pa forhand formulerade regler som hon sedan
forsoker bade folja och bryta.

Handens gérande, objektets materialitet, det gemensamma och konstens
varde. Allt var dar redan fran borjan. Men det kravdes flera vandor for Annelie
Wallin att hitta tillbaka till grundidén, till orsaken till varfér konstskapandet
ar viktigt. Idag vilar denna 6vertygelse pa en grund som endast ett nogsamt
prévande kan leda till.

25 Annelie Wallin, »Fungus Amantes, Svampalskaren«, Hjarnstorm no 146-147 sid 9



EN SANG FOR
DET FRAMMANDE

Nar jag forst motte Annelie Wallins konst var det i form av rumsliga installa-
tioner som ateranvande hemmets valbekanta féremal, som kdksbord eller
byraer markta av manskliga kroppar. Med dessa bildade Annelie Wallin mer
obekanta formationer, som om en frammande organism férsékt skapa ord-
ning med for hen meningsldsa objekt. Detta var pa 90-talet, och pa Kungl.
Konsthdgskolan radde en regim som var langt fran koksbord och manskliga
kroppar, i stallet dominerade en skulptural tradition av hard minimalism och
storskaligt land art. Uttrycken var hart kontrollerade och noga planerade.
Annelie Wallins kroppsliga installationer brét pa flera satt mot detta. De
paminde mer om en europeisk performancetradition dar den egna personliga
fysiska erfarenheten ar utgangspunkten och hennes arbeten passade val in i
tidens feministiska uppgérelse med det modernistiska subjektet. Féljaktligen
uppmarksammades hennes debututstéllning och genombrottet var ett fak-
tum. Men Annelie Wallins trivdes aldrig riktigt i konstens finrum. Nér jag ater-
ser hennes arbeten 6ver ett decennium senare ar hon tillbaka i periferin och
utanfér de kommersiella gallerirummen. | stéllet fér greppbara installationer
har hon tagit sig an mer svarfangade material som tid och skrap som fér-
flyttar sig 6ver ett urbant landskap. Andra material som tillkommer ar vaxter
i stadens mellanrum, ljus och spéaren av underjordiska svampar.

Kalender
Titel: Gistnande
Vad som forst kdnnetecknar Annelie Wallins arbete ar kanske den tid hon Process- och deltagarbaserad
anvander for att ta sig an ett nytt &mne, en ny teknik, eller ett nytt material. Z""nggzta"a“m IS ST ET
r:

Traditionella material fér en skulptér, som sten, ligger i Annelie Wallins hédnder
inte langt fran samtida tekniker som digitala animationer. Det som binder Title: Gistnande
Process-based and participatory

art installation in Oulu Finland
att fa det hela pa det satt hon vill. Det tar tid. Darfor blir konsten ocksa ett Year: 2024

ihop dessa olika material &r den tid och noggrannhet hon kan lagga ned pa

satt att mata tid.




Jag syr (2006) kalender, processbilder
Sewing (2006) Calendar, process images

| separatutstélliningen Kalender gér hon just det. Mater tid. Gor tid.
Tidsgdrande blir har ett konstnérligt arbete. Likt mdnga performancekonst-
narer fére henne, som i Tehching Hsiehs stampelur och On Kawaras datum-
malningar, markerar handlingen tiden och tydliggoér var kulturs fixering vid
att reglera och skapa mening med hjélp av tidsangivelser och andra former
av kvantifiering av liv. En utveckling som bara accelererat i var datafierade tid
dar allt storre del av var tillvaro loggas och omvandlas till data.

| Annelie Wallins performance raknas inte tiden genom nagon digital
dvervakning, utan genom konstnarens noggranna stygn. Likt otaliga namn-
I6sa sdmmerskor langt fore henne lagger hon har stygn till stygn i ett bro-
deri som foljer tydligt avgransade ramar. Varje arbetspass producerar en
mangd. Korta bitar resarband sammanfogas till en slingrande bard. Likt ett
EKG visar konstverket den tid konstnaren arbetat och det liv som mdjliggoér
nalens rorelse genom tyget. Matningen av arbetet och arbetaren pekar pa
andra matinstrument, som stampelkort, inloggningar och utloggningar. Det
pekar pa omfanget av arbetet och hur det skapar mening och riktning. Det
gestaltar det absurda i manget arbete i var industriella ekonomi, dar arbetet,
den som arbetar och den som anvander det som produceras, sarskilts fran
varandra och skapar en koncentrerad leda.! | stéllet for vara egna eller en an-
nan méanniskas direkta behov producerar arbetaren for att fa tiden att ga. Har
har denna produktion av leda, inramad och kontrollerad genom bestdmda
tidsintervaller, blivit en performance avskild fran ett mer industriellt produk-
tionssammanhang. | stéllet fér direkta ekonomiska varden skapar konstverket
varde genom dess inneboende berattelser om tid, arbete, mening, och alla
de moéten som uppstar i utstallningsrummet. Det gripbara resultatet av tiden
och samtalen slingrar sig fram i form av de sammanfogade resarbanden. Det
buktar sig som den avskalade barken pa en fjallbjork, knéligt och samtidigt
béljande.

Kick off

Samma béljande och kndliga rérelse gor skrapet hon animerar genom stop-
motion. | videoverket Kick off skildras den konstnarliga processen som en
ryckig evighetsrorelse, fran — eller till - att konstnéren forstor det egna verket
genom att sparka sonder det, till att konstnaren aterigen plockar upp bitarna,
till att verket far ett eget liv bortom konstnarens kontroll. | videon later det
som om en radio star pd i bakgrunden och skapar en vardaglig och samtidigt
latt hysterisk ljudbild. Pinnar och annat skrap knadas till en form som far liv
och sétter fart ner pa golvet, ut ur rummet, 6ver vagen och in i naturen utan-
for. Bilar svischar forbi, och verket suger at sig mer skrap i sin vag. Konstnéaren
spelar rollen som skapare och férgorare.

Fast Annelie Wallins tidiga verk andas noggrannhet och precision, sa
ligger forstorelse och brist pa kontroll inte Iangt borta. | férstérelsen och av-
saknaden av kontroll ligger panyttfédelsen. Det handlar om att hitta glappet
i systemet dar ingenjérerna inte har kontrollen. Skillnaden mellan ritningens
monster och naturens oberédkneliga terrédng. De eller det som lever i mellan-
rummet.

Solrosfalti Huvudsta

Mellanrum &r ett annat tema som aterkommer i Annelie Wallins konstnéarskap.
| verket Solrosfélt i Huvudsta har Annelie Wallin stigit utanfér vagracket som
skiljer den asfalterade vagen fran terrangen utanfér, och gétt in i mellanrum-
men mellan olika bebyggda och planerade ytor. P4 denna plats som ar bade
avlagsen och central stér en rad baracker uppstéllda pa en tidigare vag som
nu borjat véxa igen. De &r omgivna av en brant klippa, ett jarnvagsspar och en
tungt trafikerad motorled. Barackerna ser tillfalliga ut, men har funnits dar i
decennier. De &gs av ett privat féretag som hyr ut dem mest till internationella
studenter. Dessa manniskor som bokstavligen och bildligt befinner sig i ett
oévergangsrum, mellan lAnder och mellan tillstand, bor i dessa tillfalliga ba-
racker pa en atervandsgrand. | samarbete med studenterna skapar Wallin ett
béljande solrosfélt. Syftet ar att ge denna undanskymda plats synlighet, ge-
nom att bokstavligen lysa upp omradet och betona dess nérvaro. Det visuella
resultatet ar idgonfallandet. Ett falt av solrosor prunkar mitt i detta ingenman-
sland mellan stadens planlagda mark. Men resultatet ar i h6gre grad det som
inte syns. Det bestar i sjdlva processen, samtalen, métena med de manniskor
som pa olika satt bidrar till verket och som bryter platsens anonymitet och
isolering. Att odla ett falt av solrosor ar inte gjort i en handvandning. Det kravs
forberedelser, tid, sol, vatten, gallring, grasklippning. Det ar ett kollektivt ar-
bete som kraver motiverade deltagare, samarbete, planering och ett ihardigt
sinnelag. Grant Kester féreslar termen «dialogisk estetik» for att beskriva den-
na typ av deltagande konst som ar férankrad i ett historiskt och socialt sam-
manhang.? Har har konstnaren en samarbetsdialog med sammanhanget, en
dialog som ocksa kan ifragaséatta konstnérens auktoritet. Samtidigt handlar
detta inte om att omvandla konstverket till en neutral plattform fér diskussion,
konsten kan snarare vara ett satt att konfrontera omgivningen vilket ocksa
kan skapa konflikt.> Genom att konstnédren engagerar sig i och uttrycker sig
pa platsen kan betraktaren ifragasatta och sdga emot.*

| sammanhanget fungerar solrosorna som en symbol fér gemenskap, syn-
lighet och interaktion. P4 franska heter solros »tournesol, alltsa att vanda sig
mot solen. Genom att plantera solrosor pa en annars undanskymd plats lyfter
Annelie Wallin fram betydelsen av platsen och skapar en levande gemen-
skap kring den. Samtidigt gar det i sammanhanget inte att bortse fran den
symboliska roll solrosen har i den vasterlandska konsthistorien. Van Goghs
malning »Vas med femton solrosor« ses som en av den moderna konstens
hoéjdpunkter, och representerar en syn pa konst dar konstnéaren ses som ett
slags helgon eller orakel och dér konsten ar en manifestation av konstnarens
inre genialitet. Denna syn pa konstnaren gar hand i hand med industrialismen
och liberala idéer om individuellt oberoende och styrka. | dagens varld spelar
ekonomin en annan roll och klimatférandringarna har gjort oss mer medvetna
om vart dmsesidiga beroende och sarbarhet. | Annelie Wallins solrosprojekt
handlar konsten inte langre om att utforska konstndrens inre genialitet; i
stallet anvénds konstverket som en plattform for att initiera dialoger med
andra, bryta platsens isolering och utforska varlden ur detta specifika per-
spektiv. Verket kan ses som ett sétt att ta allménningen i ansprak, samtidigt
som det konkret testar granserna for vad individer kan géra tillsammans i det

s.36-37

Under Solrosen,
Solrosfélt i Huvudsta
Ar:2012

p. 36-37

Under the Sunflower,
Sunflowerfield in Huvudsta
Year: 2012

s.38-39
Blogglogg, Solrosfalt i Huvudsta
Ar: 2012

p. 38-39
Blog log, Sunflowerfield in Huvudsta
Year: 2012

1 Lawn, Katy. 2022. »Boredom, Art and Work:
Tehching Hsieh’s "Time Clock Piece’ and

the Experience of Working Life.«
Organization 29 (5): 897-916.

https://doi.org/10.1177/13505084221098234.
2 Kester, Grant. 2005. »Conversation Pieces:
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Participation: [(Crossbench Practice as a
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4 Hansson, Karin. 2013. Konst som deltagande
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s.40-41

Titel: Dela tradgard
Ar:2014

Foto: Malin Lobell

p. 40-41

Title: Share garden
Year: 2014

Photo: Malin Lobell

Planritning 6ver
tradgarden
Ar:2014

© Malin Lobell

Schematic of the garden
© Malin Lobell
Year: 2014
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gemensamma offentliga rummet. Ett rum som aven tar plats online dar vaxt-
processen och arbetet dokumenteras tillsammans med verkets »samodlare«.
Verket Solrosfélt i Huvudsta ar centralt i Annelie Wallins konstnarskap da
hon héar binder samman sin konstnarliga praktik med ett livslangt miljoenga-
gemang och odlingsintresse. Att arbeta med andra och att inkludera andra

i processen handlar har om att sldppa pa kontrollen. Det handlar om att bli
motsagd, om att lyssna och samspela med sin omgivning.

Delatradgard

Annelie Wallin har fortsatt arbeta tillsammans med andra i flera projekt.

En av dessa ar Dela trddgard (2014) tillsammans med konstnaren Malin
Lobell, ett aktionsinriktat platsspecifikt konstprojekt som knyter ihop odling
med deltagande processer. Konstnarerna bjéds in av konsthallen i Gislaved
att aktivera en oanvand plats i centrala Anderstorp. Resultatet blev en
medborgartradgard. Tradgarden vaxte fram tillsammans med ménniskor

i Anderstorp och Gislaved, som bjods in i processen, fran utveckling till
byggande, plantering och till brukandet av tradgarden. Utgangspunkten for
verket var den lokala bygden som praglas av smaféretag och en entrepre-
norsanda dar manniskors personliga engagemang varit en stark drivkraft
for utvecklingen av industrin. En annan utgangspunkt var hallbarhet och att
leva med knappa resurser, att atervinna och ta till vara material och kom-
petens. En av de lokala industrierna ar dacktillverkning, varfér gummidack
anvandes som byggmaterial i installationen, bade for att knyta an till plat-
sens industriella historia och som ett satt att ateranvanda material. Med

s. 44: Processbilder fran Dela tradgard
Ar: 2014

p. 44: Process images from Share garden
Year: 2014

Nedan:
Skordefest, Dela tradgard
Ar:2014

Below:
Harvest celebration, Share Garden
Year: 2014
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5

Dryzek, John S. 2005. »Deliberative Democracy
in Divided Societies: Alternatives to Agonism
and Analgesia.« Political Theory 33 (2): 218-42.
https://doi.org/101177/0090591704268372.
Metzger, Jonathan. 2011. »Strange Spaces:

A Rationale for Bringing Art and Artists into
the Planning Process.« Planning Theory 10 (3):
213-38. https://doi.org/101177/
1473095210389653.

titeln »Dela tradgard« pekas pa betydelsen av att dela kunskap och att vixa
tillsammans genom att dela med andra. Traddgarden fick utvecklas under
arbetets gang och innehdll flera delmoment som arbetades fram genom
den deltagande processen. Ett sddant var att utveckla en ekologisk odling
genom att plantera grédor som stéttar varandra, som bdnor, squash och
majs, och som pa sa sétt blir mer motstandskraftiga mot skadedjur. Har
engagerades forskoleklasser i arbetet. En tradgéard ar ocksa beroende av
insekter varfér man aven byggde ett insektshotell pa tomten for att involvera
dessa i odlingen och dven for att peka pa de hot pollinerare som bin och
humlor utsétts for. Dacken fungerade bade som en praktisk bas for installa-
tionen pa platsen som knét an till den lokala industrin, men dacken pekade
aven pa fragor om denna industris roll i ett storre ekologiskt perspektiv.
Konstverket fungerar alltsa som en plats, inte bara for trevlig gemenskap
kring odling av en allmé&nning, utan dven som plats for att konfronteras med
existentiella 6desfragor.

Den politiske teoretikern John Dryzek betonar betydelsen av »svala« rum
for demokratin, platser langt fran politikens heta och konfliktfyllda.® | dessa
rum dar inga politiska beslut tas och det darfor inte finns skarpa konflikter,
finns det en maojlighet att utforska alternativa politiska positioner och utveckla
en forstaelse for den andra sidan. Jonathan Metzger argumenterar for att
konst kan utgéra denna typ av plats dar mer deliberativa diskussioner har
mojlighet att utvecklas, diskussioner som pa lang sikt kan ha betydelse for
de politiska besluten.® | dessa mellanrum langt fran maktens rum gar det att
féra samtal vidare och utveckla nya idéer. Dela trddgéard fungerade just som en
sadan plats, déar viktiga politiska fragor utvecklas genom praktisk och gemen-
sam handling, men dar inget som ségs eller gors ges nagon politisk tyngd.
Har har konstnarerna omsorgsfullt designat en plats dar olika fragor och
manniskor méts, och dar inte bara grédor utan idéer kan odlas.

| Dela trddgérd laggs en méngd olika korsande perspektiv samman och
problematiseras: platsens industriella historia, oljeberoende globala eko-
nomiska strukturer, lokal matproduktion, insekters liv, och den undflyende
grunden for manniskors gemenskap. Konstnérernas utgdngspunkt var att
utga fran och lyssna pa platsens deltagare, men installationen inbjuder ocksa
deltagarna till att lyssna péa platsen och se dess resurser.

Nat

Att se och lyssna bortom vara forestallningar ar en central konstnarlig
praktik. Det handlar om att vrida och vanda pa perspektivet, att teckna bak-
grunden i stallet fér det centrala i bilden, eller att dela upp helheten i mindre
delar for att pa sa séatt lura hjarnan. Det kan ocksa vara ett satt att kontrollera
sina sinnen, att fa 6verblick éver det som avbildas och lata metoden styra
mer an kanslor. Denna klassiska konstnérliga praktik illustreras till exem-

pel i Draughtsman Making a Perspective Drawing of a Reclining Woman av
Albrecht Durer (1500-tal). Har ligger en blundande naken kvinna pa ett bord
och betraktas av en pakladd man som har delat upp bilden av kvinnan i
mindre delar med hjalp av ett stativ med ett rutnat som star pa bordet mellan

Titel: Net
Installationsbild fran Skogsliv Mellby-skogen
Ar: 2016

Title: Net
Installation image from Forest Life Mellby Forest
Year: 2016
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Titel: Net
Installationsbild fran Skogsliv Mellby-skogen
Ar:2016

Title: Net
Installation image from Forest Life Mellby Forest
Year: 2016

Titel: Foraging Net Il
Teknik: Fotografi
Ar:2021

Title: Foraging Net Il
Technique: Photography
Year: 2021

mannen och kvinnan. En stor udd markerar bildens mitt och det centrala per-
spektiv fran vilket konstnéren betraktar den kvinnliga naturen.

| Annelie Wallins arbeten forekommer ofta nat och rutmoénster, men i stal-
let for att anvandas som satt att kontrollera eller skapa 6verblick, s anvander
Annelie Wallins dessa nat mer som tralar, som fiskar upp det som eventuellt
rakar fastna nar det kastas ut i olika sammanhang. | konstverket Nit som var
en del av utstéllningen Skogsliv (organiserad av Mellby bygdegard 2016) ar
natet upphangt i héga tallar i en glanta i skogen. Det &r knutet for hand med
starka tradar och besokarna inbjuds att Iagga sig i natet och blunda for att
lyssna in skogens underjordiska natverk, mykorrhizan. Natet gungar i takt
med tradens och kropparnas rorelse, och besdkarna forflyttas fran att vara
betraktare av konsten till att bli del av den kropp som skogen bildar. Verket
innebar en lyssnandets praktik, en uppmuntran att férestélla oss nagot bort-
om vad vara sinnen kan férnimma.

Nét ar typiskt for en konstnarlig form av forskning som ofta ar platsspeci-
fik och holistisk. | sitt arbete med platsen bérjade Annelie Wallin att studera
svamparnas liv och betydelse i skogen, och férdjupade sig genom arbetet
med néat-installationen i forskning om traddsvampar. Konstverket &r till synes
ett nat, men i sjélva verket en berattelse om skogen och en inbjudan att lyssna
in svamparnas arbete under skogens yta.

Skikt ochirorelse

| utstallningen Skikt pa ID:| Galleri 2018 fortsatter Annelie Wallin att under-
sOka organismer som verkar bortom var omedelbara fattningsférmaga.
Utstéllningen utgar fran en svamp, Physarum Polycephalum, ofta kallad
Slimemold, en organism utan hjarna och nervsystem som vandrar éver ytor
for att leta efter mat. Organismen kan fortsatta rora sig sa lange det finns fukt
och mat. Nar den utsétts for torka, drar den ihop sig till klumpar och gar in

i nasta livsfas; fruktsattning och blomning. Slimemold har en férmégan att
lagra erfarenheten av hur det tidigare gick och verkar kunna ta till synes med-
vetna vagval. Slimemold har lange fascinerat datavetare, som har férundrats
Over dess formaga att lara av sin omgivning och snabbt etablera natverk med
de mest effektiva vagarna i sin jakt pa naringsamnen. Aven designers och
stadsplanerare har inspirerats av denna mystiska organism i forskning om
ett grénare forhaliningssatt till stadsdesign, byggd pa biologiska system

och modeller.

Annelie Wallin har arbetat med en konstnarlig utforskning av hur svam-
pen utvecklas och rér sig i sin jakt pa naring. Denna estetiska undersokning
har resulterat i egenartade filmer dar svampen brer ut sig dver en vit yta och
skapar skira natstrukturer. De dr samtidigt vackra och monstrudsa. Stop-
motionteknikens ryckiga tempo skapar en latt obehaglig kdnsla nar svam-
pens utveckling gar i vagor och sma néat-eruptioner ror sig dver ytan. | videon

Slimemold Adventure |l Title: Slimemolde Adventure Il
Teknik: Fotografi Technique: Photography
Ar:2018 Year: 2018
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»Hello world« har Annelie Wallin ritat just dessa ord med hjalp av svampen,
som dock inte foljer ordmdnstret som konstnaren har lagt ut utan brer ut sig
langst med egna vagar. Filmen illustrerar med mycket humor férestallningar
om »det andra«, det skrammande, ndgot som inte later sig ledas av rationella
strukturer, utan urartar till nAgot frammande och okontrollerat. Inte minst
covid-pandemin har visat var maktldshet och hur det frammande bokstavli-
gen bor inom oss. Aven ménskliga skapelser som internet som handlar om att
ge béttre kontroll dver information har visat sig féda desinformationsmonster.
Makten har forskjutits fran manniskan till mikrob, fran trollfabriker till artifi-
ciellaintelligenser.

Utstallningen undersodker denna typ av foérflyttningar med olika metoder.
Genomgaende handlar det om kommunikation och vad som hander nar éver-
sattningar mellan olika medier och format inte riktigt stimmer, utan nagot
forvrids eller forskjuts i processen. Det som bérjar som en forskjutning av
perspektiv blir en forflyttning av makt. Utstaliningens fristaende skulpturer
skapades forst av en 3D-skannad form som sedan dversattes till en algoritm
som styrde formskéarningen av masonitskivor som staplades pa varandra. Da
tjockleken pa masoniten inte éverensstdmde med ursprungsformen sa for-
vreds formen en aning. Processen har i varje steg inneburit en viss forandring
dar varje delprocess har lagt till eller dragit ifran information. Slutresultatet
blir ndgot helt annat &n vad som initialt matades in. Likt en visklek dar var-
je del i kedjan innebar en latt férvanskning och i slutdndan en ny mening.
Berattaren tappar makten Over narrativet. Verket ingar i en tradition som an-
vant sig av olika metoder for att Iata materialet och processen styra uttrycket
och skapa nagot bortom den egna fantasin. En kreativitet byggd pa slump
som handlar om att lata sig férundras av det som hander och samskapa med
det ovantade och frammande.

Teckningarna och skulpturerna i utstallningen I rérelse pa ID:I Galleri 2021
vidareutvecklar de ménster som svampen genererat. Har bildar teckning-
arna ett samtal med de mdnster och strukturer som Annelie Wallin standigt
aterkommer till i sina verk. Annelie Wallin intresserar sig for naturens egenge-
nererade formsprak, och de moénster som bestar och reproduceras i olika
former. Ett annat intresse ar forganglighet och material som faller sénder och
alltsd inte bestar. Det &r som att hon genom att arbeta i obrand lera, skrép och

svamp vill fora in forstorelseprocessen i utstallningsrummet och lata konsten Titel: Fungus A

falla i bitar infor betraktarens 6gon. Samtidigt som Annelie Wallins skulpturer ~ "eknik: Skulptur _
. . . . Material: Handsdgad masonit

ofta &r startpunkten eller har en central plats i hennes konstnarskap och i Ar: 2018

hennes konstinstallationer, sa ar de i forgangliga material och gar latt sénder.
J Braa ligh h skérh Srsialk ke bast i f Ve Title: Fungus A
ust forgéngligheten och skérheten gor sig kanske bast i form av teckningar Technique: Sculture
pa papper. | hennes teckningar upprepas monstren och utvecklas de pro- Material: Hand-sawn masonite

cesser av sonderfall som skulpturerna befinner sig i. Samtidigt lagger hon till vear: 2018

linjer och former som paminner om konstruktionsritningar eller matematiska

former, som om skisserna ar planer fér en okand framtid. Titel: Foraging Net
Teknik: Fotografi
Ar: 2021

Titel: Hej Varlden Title: Hello World

Material: Slimemold och havregryn Material: Slimemold and oatmeal Title: Foraging Net

Teknik: Fotografi Technique: Photography Technique: Photography

Ar:2020 Year: 2020 Year: 2021
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Titel: Ikaros vingar
Gestaltiningsuppdrag till Idrottshuset i Jonképing
Ar:2019

Title: Icarus’s Wings
Public commission Sports Center in J6nkdping
Year: 2019

Sid 53:

Titel: Solskugga

Installationsbilder fran utstéliningen EVA
pa Konstakademin i Stockholm

Ar: 2015

Page 53:

Title: Sunshadow

Installationimages from the exhibition EVA
at The Art Academy in Stockholm

Year: 2015

Ljusinstallationer

Offentliga konstverk ska helst inte falla sénder och ska halla for betydligt storre
pafrestningar dn konst som ar gjord for att hdnga i salonger. De ska dven
konfrontera ofrivilliga bestkare som passerar konsten pa sin vag till andra
mal. Det ar méjligen darfér Annelie Wallin valt att arbeta med ljus nar hon fatt
offentliga uppdrag om permanenta verk. | stallet for fysiska skulpturer tillater
namligen ljuset att bade skapa form och samtidigt vara helt transparent och
undflyende. Ljuset syns men tar inte plats fran nagot annat.

| utsmyckningen Strémmar for kvarteret Asikten i Uppsala 2017 anvander
Annelie Wallin neonljus for att skapa ett landmaérke for de boende, och de
slingrande boéljande strdmmarna fungera nattetid som egenartade ljuslyktor
och knyter an till narheten till &n som rinner férbi. Konstverket anvander fasa-
den som en malarduk, dar neonet ter sig som latta penselstreck pa byggna-
dens kompakta yta. Trots det permanenta i installationen, &r uttrycket skért
och tillfélligt som en skiss. | verket Ikaros vingar for Idrottens hus i J6nk&ping
2019 kommer konstverket i genomskinlig akryl till liv genom ett ljusspel som
betonar halrummen i skulpturen snarare &n massan. Genom att belysa akryl-
plastens kanter i olika farger skapas en tredimensionell effekt som om det ar
ett skirt moln av bubblor under sporthallens tak.

| skissforslaget Solskugga i tavlingen EVA, som arrangerades av Eva
Bonniers donationsnamnd 2015 skapade Annelie Wallin ett ljusspel som péa-
minner om ljuset som filtreras genom bladen av ett trad eller vagorna pa en
vattenyta. Det skimrande ljuset omvandlar en gra korridor till en skogsglanta
eller en havsbotten en solig dag. Den flimrande rérelsen éppnar upp rummets
yta och det ter sig som om naturen tar 6ver rummet. | dessa offentliga verk
anvander Annelie Wallin ljuset som ett séatt att luckra upp vaggar och material
sa de formméssigt |6ses upp.
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s.56-58

Titel: Gistnande

Process- och deltagarbaserat verk
i Uledborg Finland

Ar: 2024

Foto: Keijo Laitala

p. 56-58

Title: Gistnande

Process-based and participatory
artwork in Oulu Finland

Year: 2024

Photo: Keijo Laitala

Gistnande

| verket Gistnande pa i utstéliningen Havet som, Omger oss pa Radmanso
2022 aterkommer natet som form och seendepraktik och skapar en direkt
koppling till platsen dér fisket varit centralt for den lokala ekonomin, men
numer mer ar ett minne. Verkets titel kommer fran ordet gist, som ar den
stolpe naten kunde hangas fast i efter fisket. Konstverket liknar en sa kallad
gistvall, en 6ppen plan markyta som har en stallning for att hdnga fiskenat
for torkning. En gistvall gjorde det lattare att ta bort sjévaxter fran naten
och underléttade reparering av skador. En gist var en vanlig utrustning vid
stranden néra bryggorna, dar naten togs iland efter att ha fiskat. Verkets titel
»Gistnande« pekar dock pa en process snarare an ett objekt. Verket ar en sorge-
och minnesprocess, dar manniskorna pa platsen deltagit genom att knyta
sjalva verket och samtalat om platsen och dess historia av al- och torskfiske.
| detta verk fungerar det praktiska arbetet, att knyta garnet som bildar
natet, som ett satt att komma at minnen av platsen och skapa ett kollektivt
minnesmarke som dppnar upp for samtal om platsens historia. Samtidigt
béar verket bokstavligen spar av deltagarnas kroppar genom deras handers
flatning av néten. Verket spénner upp ett raster éver platsen, likt konstnarens
rutnat for att fa dverblick 6ver det som ska avbildas. Men istallet for nuet ar
det det forflutna som aktiveras och fangas i konstinstallationens vav.

s.55 p.55

Titel: Gistnande Title: Gistnande

Process- och deltagarbaserat verk i Process-based and participatory artwork in
projektet »Havet som, Omger Oss« the project “The Ocean that, Surrounds U”
Ar:2022 Ar: 2022

Foto: Anna-Viola Hallberg Photo: Anna-Viola Hallberg

lb" 'I ;:;;V

ﬁl e

T W SR PR

e o S s




n

i

I
&-"Mréuf l\\l,,i &

ol

’

-

vy
.

e[e)eT] 0f19)) :030Ud/0104




o

|
o | (] =

M

h.llnll I
v Al I

wind |
R

Nyl |
I"‘iiﬂ‘ri?'ng,
N




60

Songs from the Woods

Annelie Wallins verk har under aren rorts sig inifran och ut. Fran de av mann-
iskan byggda strukturerna, normerna och infrastrukturerna, och uti en storre
mer okdnd rymd bortanfér det manskligt kontrollerade. En referens som
kommer till mig ar fran science fiction litteraturen. | Stanislaw Lems rymd-
epos fran 1986 ar malet att fa kontakt med livet pa en frammande planet. Men
problemet ar bara hur manniskan ska kunna kommunicera med denna och
samtidigt garantera den egna sakerheten. | stérre delen av boken diskuterar
besattningens ingenjorer noggrant alla aspekter av hur kontakten ska ga till,
men nar de val kommer fram tycks planetens invanare undvika all kontakt.
Besattningen utvecklar till slut en strategi for att tvinga fram kontakt med den
frammande intelligensen, samtidigt som de férsoker halla kontrollen Gver
situationen genom ett férintelsevapen. Forst nar det ar for sent och forintel-
sevapnet avfyrats, inser huvudpersonen att hen klafsar omkring mitt i den
svampaktiga mossa som utgor planetens invanare. Jag tanker mig att denna
frammande intelligens ser ut ungefar som de slemsvampar och mykorrhiza
som Annelie Wallin vill hjalpa oss lyssna pa i sin konst. Nagot fraimmande med
eget liv och motiv vi inte kan kontrollera, men som vi maste lara oss lyssna till
innan det ar for sent.

| projektet Sanger frén Skogen som Annelie Wallin curerade 2023 bjod hon in
en grupp konstnarer att tillsammans med henne utforska lyssnandes praktik.

Titeln ar inspirerad av sa kallade sanglinjer. En sanglinje, ven kallad
dromspar, ar en av vagarna 6ver landet (eller ibland himlen) inom de animis-
tiska trossystemen i de aboriginska kulturerna i Australien. Dessa rutter fung-
erar som avgorande férbindelser mellan individer och deras gemensamma
historia och natur. En sanglinje fungerar bade som ett navigationshjalpmedel
och ett forradd av kulturell kunskap. Inbaddade i traditionella sdnger, danser,
berattelser och andra konstnarliga uttryck, gér dessa det méjligt fér individer
att korsa stora avstand och komma ihag viktiga forutsattningar for farden. |
projektet som tog plats i Gamle dal i Trollhdttan var uppdraget att med detta
som utgangspunkt engagera sig med skogen och skapa nya traditoner och
sanger for platsen. Konsten kan har ses som en sang fran det frammande
som Vi kan héra om vi lyssnar riktigt uppmarksamt.

Annelie Wallins konstinstallationer ger inga enkla svar pa hur vi ska kom-
municera med det frammande inom oss eller utanfor oss, men genom att pa
olika satt forframliga tillvarons detaljer och géra den mer férunderlig och skor,
paminner hon oss om vikten av att inte ta nagot for givet.

Titel: Slimemold Search Stockholm Titel: Mapping the City nr 3

Material: Slimemold och Google Maps Material: Slimemold och Google Maps
Teknik: Fotografi Teknik: Fotografi

Ar:2020 Ar:2020

Title: Slimemold Search Stockholm Title: Mapping the City nr 3

Material: Slimemold and Google Maps Material: Slime mold and Google Maps
Technique: Photography Technique: Photography

Year: 2020 Year: 2020
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s.64-65

Titel: Hello World

Material: Slimemold, havregrynsgrét och timelaps fotografi
Ar:2018

p. 64-65

Title: Hello World

Material: Slime mold, oatmeal, and time-laps photography
Year: 2018

s.66

Titel: Lace

Material: Slimemold
Teknik: fotografi
Ar2018

p. 66

Title: Lace

Material: Slime mold
Technique: Photography
Year: 2018

s.67

Titel: Mountain
Material: Slimemold
Teknik: fotografi
Ar2018

p. 67

Title: Mountain

Material: Slime mold
Technique: Photography
Year: 2018

2018 _SKIKT
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s.69-T1

Titel: THE_

stillbilder fran filmen THE_

Slimemolds véxer ut och slukar havregrynsgrot
Ar:2021

p. 69-71
Title: THE_
Stills images from the film THE_

Slime mold’s growth and foraging for oatmeal
Year: 2021

2018-21_
SLIMEMOLDS
2018-21_ SLIME MOLDS
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2018-21 SLIMEMOLDS
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Installationsbild pa ID:I Galleri med
filmen THE_ i det inre rummet

Installation image from ID:I Galleri
with the film THE_ in the inner room

s.72-73

Titel: Foraging Net lll och IV

Teknik: Fotografi Nedan:

Ar: 2021 Installationsbild med teckningar och
skulpturen Koloni

p. 72-73

Title: Foraging Net lll and IV Below:

Technique: Photography Installation image with drawings and

Year: 2021 the sculpture Settlement

s.76-77

Skulpturinstallationen Koloni med teckningar

i bakgrunden.

p. 76-77

The sculpture installation Settlement with
drawings in the background

s.78-79

Titel: Solitar

Teknik: Skulptur

Material: Lufttorkande lera, grafit
Ar 2021

p. 78-79

Title: Solitaire

Technique: Sculpture

Material: Air-drying clay, graphite
Year: 2021

2021_| RORELSE
2021_IN MOVEMENT
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Titel: Hallucination
Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

Title: Hallucination
Technique: Graphite on copper graphic paper
Size: 78x106 cm

2023_HUMAN
PRINTER
2023_HUMAN
PRINTER
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Titel: A Tangle
Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

Title: A Tangle

Technique: Graphite on copper graphic paper
Size: 78x106 cm
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Titel: On
Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

Title: Island
Technique: Graphite on copper graphic paper
Size: 78x106 cm

s.86-87

Titel: Human Printer Diptyk

Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

p. 86-87

Title: Human Printer Diptyk

Technique: Graphite on copper graphic paper
Size: 78x106 cm

s.88

Titel: Organisk Struktur

Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

p. 88

Title: Organic Structure

Technique: Graphite on copper graphic paper
Size: 78x106 cm

s.89

Titel: Det brinner

Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

p. 89

Title: Fire in the House

Technique: Graphite on copper graphic paper
Size: 78x106 cm
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Titel: Mycelium loch Il

Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

Ar: 2021

Title: Mycelium land Il

Technique: Graphite on copper graphic paper - ¢ = < S

Size: 78x106 cm : =
Year: 2021
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Titel: Anhopning
Teknik: Blyerts pa koppargrafik-papper
Storlek: 78x106 cm

Title: Accumulation

Technique: Graphite on copper graphic paper
Size: 78x106 cm
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Titel: Damm
Teknik: Blyerts pa koppargrafik-papper
Storlek: 106x78 cm

Title: Pond
Technique: Graphite on copper graphic paper
Size: 106x78 cm
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Titel: Hydra
Teknik: Blyerts pa koppargrafik-papper
Storlek: 106x78 cm

Title: Hydra
Technique: Graphite on copper graphic paper
Size: 106x78 cm

5.98-99

Titel: Krater och Samling

Teknik: Blyerts pa koppargrafik-papper
Storlek: 106x78 cm

p. 98-99

Title: Crater and Gathering

Technique: Graphite on copper graphic paper
Size: 106x78 cm
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Titel: Harva

Teknik: Skulptur

Material: vaxad bomullstrad
Ar:2023

Title: Tangle

Technique: Sculpture
Material: waxed cotton thread
Year: 2023
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2023_HANGANDE
ROOTS
2023_HANGING
ROOTS



s.102

Titel: Untitled Bush
Teknik: Skulptur
Material: massingstrad
Ar:2023

p. 102

Title: Untitled Bush
Technique: Sculpture
Material: brass wire
Year: 2023

Titel: Hingande Roots
Teknik: Skulptur
Material: jarntrad
Ar:2023

Title: Hanging Roots
Technique: Sculpture
Material: Iron wire
Year: 2023

2023 HANGANDE ROOTS
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TRANSLATION
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TRANSLATIONS

ANNELIE WALLIN:
AN ARTIST FINDS
HER FORM

A New Era

In 1989, Annelie Wallin was admitted to
the Royal Institute of Art, popularly known
as Mejan.

She arrived there by way of studies first
at Nyckelviksskolan and subsequently
Idun Lovén’s sculpture program and was
accepted on her first attempt. Mejan is
widely regarded as the most prestigious
of the country’s art colleges and the com-
petition to get in is high; only a very small
proportion are accepted. This generates
both joy and anxiety among many of tho-
se who do eventually pass through the
eye of the needle: “How did | end up get-
ting accepted? Will | be successful?”

At that time, teaching at the Institute of
Art was strictly tied to different professor
groups allowing substantial individual
freedom for the students. Few, if any, cour-
ses were mandatory and the relationship
between institution and student was cha-
racterized by what Ylva Hasselberg called
“the gift”, where the student finds their
own path (rather than the “contract” whe-
re learning objectives guide both teacher
and student).!

Life at the Institute of Art, especially
when you're talking about five straight
years, is therefore sometimes described
as a bubble. The outer shell of that bubble
mainly protects against the forces of the
art world - from gallerists and curators
looking for new talent, to critics and theo-
rists commenting on current trends. The
idea being that the individual process, the
maturity of one’s own artistic talent, looks
different for different individuals.

Whether that was true or not, is a mat-
ter open for debate. Annelie Wallin, like
many others who attended Mejan at the

time, felt that the education was focused
primarily on preparing artists for the art
market and not as much on protecting the
artistic integrity of the individual student.
But it is clear that when Wallin stepped
into the protective precincts of the (Royal)
Institute of Art, the school was a bubble
that insulated the students from a rapidly
changing world. Especially when it came
to the art market.

But it wasn’t just the local art market
that changed during Annelie Wallin’s
years at Mejan. In 1989, the Berlin Wall
came down, and Europe’s political map
was radically redrawn. The American
economist Francis Fukuyama proclaimed,
“the end of history”. The idea was that
with the fall of the wall we had reached the
end of the battle of ideologies and that
we were entering a new global unity.2 Not
everyone was quite so optimistic, with the
French philosopher Jacques Derrida war-
ning instead of the “specters of Marx”, of
what might rise to the surface again once
the oppression was gone.® And in the
midst of all this, a financial crisis in which
Sweden’s Central Bank, under Bengt
Dennis, tried up until 1992 to defend the
fixed exchange rate. This was deemed to
be of such momentous importance that
the interest rate was set at 500% before
they finally capitulated and let the crown
float freely.

Incubator or not, regardless of whether
we consider international or national
politics, from a broad social perspective
or from the narrower art scene, the world
that the Royal Institute of Art was suppo-
sed to be keeping at bay, was very diffe-
rent when Annelie Wallin graduated in
1994 than it was when she started in 1989.

A Changed Art on a New Stage
As far as the art scene was concerned, the
changes had taken place on many levels.
Some of these can be explained by the
financial crisis, which in 1994 was not yet
over. This was reflected in the artistic ex-
pression. The intense painting of the ‘80s
had been replaced by ‘low’ materials, ev-
eryday items, utilitarian objects and trash.
Conceptual tendencies with objectless art
were mixed with an interest in new media,
especially video art.

Old power hierarchies had also started
to be challenged. In general, the young
art scene showed little enthusiasm for the
established institutions. Instead, the inde-
pendent curator was seen as an increas-
ingly important figure and artists began to
self-organize. The sweeping change that

had taken place was not limited to Sweden.

As the Norwegian theorist and curator
Jonas Ekeberg has so clearly shown the
entire Nordic art scene had undergone
a sea change by the time Annelie Wallin
graduated.*

The new technology was also seen as
an opportunity on the Swedish art scene,
where two of Annelie Wallin’s fellow stu-
dents, Karin Hansson and Asa Andersson
(now Andersson-Broms) created the first
Swedish online art exhibition with the [a:t]
exhibition in 1996.

The Internet as a platform and means
of communication was then still in its in-
fancy. For Annelie Wallin, it would become
an important tool later on. In 1994, when
she graduated, she was primarily working
with three-dimensional objects. She had
attended Idun Lovén’s sculpture program
before being accepted to the Institute of
Art. Her instruction at Idun Lovén was tra-
ditionally oriented with nude drawing and
working in clay, but her own artistic materi-
al choices were not initially in keeping with
the classical tradition (she applied to the
Institute of Art with two large-format co-
coon-like hanging objects). At Mejan, she
was also given the opportunity to try her
hand at more durable materials. In several
stone sculptures, she worked with forms
that either had direct links to the human
body, or to phenomena such as drapery
and folds that have been with us since
ancient times. But her expression was still
far removed from classical sculpture. The
draperies were enlarged on a monumental

scale without supporting or emphasizing
anything else. The human body was de-
picted from unfamiliar perspectives, like
the back she presented at the joint gradu-

ation exhibition of the Institute of Fine Arts.

Here the body is seen from behind, cast in
plastic with arms raised above the back of
the head and shoulders bulging slightly.

In Sudarium, Annelie Wallin’s first stone
sculpture, we are met by a diabase drap-
ery, the folds and the title calling to mind
The Sudarium of Veronica, a motif made
famous in particular by the Spanish ba-
roque painter Francisco de Zurbaran. But
in Wallin’s interpretation, the veil is missing
the crucial imprint of Christ’s face. The veil
could just as well be a towel hanging in a
bathroom somewhere.

Here we see that Annelie Wallin was
interested early on in objects that desta-
bilized ingrained perceptions precisely by
working with easily recognizable forms.
With Game Table, she constructed a kind
of backgammon board where the sides of
the table could also be used to place the
pieces, hidden in cylinders, in a clear yet
incomprehensible interactive work. In the
work Bathtub, she polished a coffee table
to the point that the tabletop shone like
the surface of water, then placed a cast of
her upper body on it, as well as hints of her
knees and a hand, giving the impression of
someone having a bath in the table.

Graduation Exhibition/s
Annelie Wallin attracted attention early
on. Already in 1993, her work Back was
mentioned in a review of a student ex-
hibition written by Ingamaj Beck in the
Aftonbladet tabloid,® and when she held
her graduation exhibition at Galleri Mejan
in 1994, she caught the attention of both
Sara Arrhenius of Aftonbladet and Bo
Madestrand of Expressen - as well as the
writer of this text in the magazine Material.?
At that time, Galleri Mejan was located
in the street-level spaces of the Academy
of Fine Arts building. In these venerable
rooms, Annelie Wallin presented an ex-
hibition consisting of several different
elements. Among them was the sculpture
Cabinet in black diabase. The sculpture
consisted of a two-meter-high stele - a
stone block only one side of which had
obviously been sculpted with a folded
drapery. From one side, the work was
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reminiscent of the black monolith in
Stanley Kubrick’s film 2001: A Space
Odyssey, while the other side evoked a
visual expression rooted in early antiquity.
In terms of its volume, it also echoed the
cabinet that was standing in another part
of the space. The work As When a Woman
Prepares for Her Lover consisted of a
free-standing wardrobe with the door lifted
off its hinges and propped against the wall.
Placed in front of the wardrobe was a white
stool and the beeswax interior was lit up
by a bare light bulb. These two works were
complemented by Deed, a smashed table
drenched in a pool of varnish, along with
various words and text-based elements.
One wall had been completely covered in
individual words written straight onto it in
coffee and fermented milk. The style was
runny and expressive, reinforcing the intru-
sive presence of the words. They brought
to mind various notions relating to the
body, from relatively neutral words such as
‘Eat’ and ‘Sigh’ to the increasingly repulsive
and brutal ‘String’, ‘Sting’ and ‘Mark’. The
ambiguity of many of the words created

a palpably disturbing quality; “Spread”,
“Grope” and “Lick”. These were contrasted
with a series of A4 sheets of paper, each
featuring a picture of a fold of some kind
accompanied by a short excerpt taken
from the writings of the French philosopher
Simone de Beauvoir.

Annelie Wallin’s graduation exhibition
was based on two different approaches.
On the one hand, she worked with the
uncertain and the elusive: violence and
oppression always seemed to be lurking
beneath the surface, but they were never
clearly articulated, and instead were only
hinted at. We recognize this from her ear-
lier works, which also played on a degree of
uncertainty about what it is we are seeing,
albeit not with the same level of darkness.
On the other hand, there were the sharp
contrasts. The classical sculpture juxta-
posed with the oozing words. Composed
restraint and uncontrolled anger. Together,
these two approaches created the rhythm
needed to communicate a clear feminist
message without necessarily becoming
overtly political or moralizing. Because
who knows what had happened? The
suppressed aggression could be seen
primarily as an image of domestic violence,
but also as an act of desperate resistance.
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“It gave the impression of a woman who
had had enough,” Bo Madestrand wrote
in Expressen. The submission and obli-
teration of the self were counterbalanced
by hints of subversive self-loathing,
where the disgust bordered on what the
psychoanalyst Julia Kristeva called “the
abject”. The concept attempted to captu-
re the repulsive; that which arouses both
disgust and attraction and thus makes
visible the alien within us. The abject was
widely discussed in the early ‘90s.”

The relationships between language
and carnality, between control and resi-
stance, between violence and submission,
and how these forces could be linked
to a “specifically female experience,” as
Sara Arrhenius called it - even in women
as strong and prominent as Simone de
Beauvoir — were expressed in Annelie
Wallin’s exhibition with an unusually pal-
pable frustration. For the group exhibition
XY at Turku Art Museum, she presented
Cabinet with its back facing the entrance
against a background of words mounted
on the wall. Yet it was not these stark con-
trasts that she would later continue wor-
king with. If it was the juxtaposition of the
“stickiness” of the words (in both senses)
with the controlled classical art forms that
had set the tone of her graduation exhibi-
tion, then here it was rather the impact of
Deed, the smashed table, that would lead
the way for her subsequent exhibitions.

One more exhibition was to take place
during her final year at the Institute of
Art. Professor Ulf Rollof was offered
temporary use of the vacated premis-
es of the former Luma factory in S6dra
Hammarbyhamnen (now in Hammarby
Sjostad). There, Annelie Wallin present-
ed Container, a room within the room,
made up of furniture (mainly chests of
drawers) from around the same period
as the smashed table in Act. The space
was lit with a single bare lightbulb, which
reinforced the sense of desolation. Unlike
her other exhibitions, this one was a sin-
gle, large, interconnected work, rather
than a whole made up of several parts (or
islands, as | called them in 1994).2 In this
manner, the work also fell into a different
category, and could be called an “installa-
tion”, rather than a “sculpture” — another
term that was in widespread use in the
‘90s.

Wallin had borrowed or bought the fur-
niture from a thrift store, which of course
determined the selection. The furniture
that was being given away at the time
consisted mostly of brown furniture from
the ‘50s and ‘60s. This murky tone was
a far cry from the bright-and-fresh ideal,
and many would likely have perceived
it as second-hand, tarnished - histor-
ical dreams, as Ingamaj Beck wrote in
Aftonbladet.®

Historical Dreams

So, what were these historical dreams?
The Luma exhibition suggests a step away
from both the abject and the distinctly
female experience. What remained was
the claustrophobia, where the furniture
became both material and conveyor of
meaning. Building up a room with walls of
furniture reduces the individual pieces of
furniture to building blocks, where their
form and ability to fill volume overshadow
both the actual function of the furniture
and any possible meaning they might
connote. The fact that they were purcha-
sed in quantity also downplayed their
importance as objects - it was the artwork
that could be experienced in situ, not the
actual material - a relationship that would
reappear in many works later in her care-
er. At the same time, it was clear that the
furniture, viewed collectively, was laden
with historical meaning: discarded and
given away as they were. Here ‘history’
conveys more a sense of stuffiness, which
helped to reinforce the sense of claus-
trophobia.

Certainly, Container also allowed for a
feminist reading where the furniture could
be understood to represent the domestic
sphere, which in turn speaks to the tradi-
tionally distinctly female experience. But
without any quotes or text, this became
just one reading of many, where the mood
itself mattered more than any particular
situation or experience. The claustrop-
hobia pointed to a kind of structural
confinement and was perhaps mostly
about the time the furniture came from,
“folkhemmet” - the heyday of the Swedish
welfare state.

Here we can see that there are two
parallel tracks. One deals with women
and how they have been defined by
their habitat, the other deals with an era

and a more generalized kind of confine-
ment. Alongside this, Annelie Wallin also
works with more traditional sculptures
and objects. The recently closed down
Roslagstull Hospital was transformed
during its existential interim period — no
longer a hospital, not yet demolished -
into temporary studio premises for artists,
including Annelie Wallin. In these premi-
ses, the artist collective held their own
exhibition called Enrollment in 1995. Here,
Wallin made sculptures that connected to
the former hospital environment: objects
that straddled the boundary between
sculpture and everyday objects, as Milou
Allerholm described it in her review in
Material.™® By painting a sink with a faucet
in glossy white paint, she transformed

a worn utility item into a shiny sculpture
without memory. On the floor, she had
placed a thin object made from wood glue
that had been poured out and allowed to
harden, and subsequently folded to re-
semble a kind of bed. Next to it was a full
body-sized hand-knitted sack, which in
this context brought to mind a body bag.

Here, too, Wallin displayed everyday
utility items, yet these works were far
removed from the found objects she had
exhibited at the Luma factory. The two
exhibitions should rather be seen as con-
trasts of each other. Whereas the Luma
exhibition employed everyday items like
tables and cabinets for completely dif-
ferent purposes and thus create a room
within the room, at Roslagstull Hospital
Wallin recreated objects that could have
belonged to the place, but then emptied
them of their practical function.

In the years following her graduation,
Annelie Wallin explores various ways of
understanding the very idea behind the
phenomenon of “art”. She works with
displacements and shifts in perspective
where the artwork destabilizes ingrained
notions. Sometimes she did this with
found objects, other times with objects
she created herself. Sometimes the indi-
vidual parts are less important: any of the
many tables or cabinets could just as well
have been replaced by another. The idea
wasn'’t this particular object’s memory, but
a historical, recently dismantled time that
could be visualized and problematized
through these everyday objects. It was
the exhibition, the installation that was

important. Once it was over, the objects
could go back into circulation. But some-
times the transformation is achieved by
way of the hand and the material instead,
by creating sculptures out of something
seemingly ordinary, the object is instead
elevated and made unique.

When it comes to the latter, the art
object, there are two things that are im-
portant and that largely distinguish it from
the found objects: the fact that they have
been fashioned by hand, and the tactile
and physical properties of the material. It
was not easy to see this in the ‘90s. Many
of us were still stuck in a semiotic way of
seeing, where questions concerning the
object’s symbolic value took center stage,
i.e. what the works signify on a denotative
and connotative level. The focus was on
large structures, discourses, and less
on what the objects actually were. It was
something of a spirit of the times. There
was a lot of talk about objectless art with
its roots in American post-minimalism,
where artists like Robert Morris had
borrowed steel sheets for an exhibition,
which he then returned at the end of it,"
and the “dematerialization” of conceptual
art towards the end of the ‘60s."” Here
there were also links to both Czech and
Yugoslav conceptual art from the same
period, where actions and words became
the art material itself."®

This objectless art historical tradition
gained new relevance during the econo-
mic crisis of the ‘90s. A new trend was
poised to take over that involved seeing
the art object only as a mediator in inter-
personal communication. Or relations,
as the French curator Nicolas Bourriaud
described it in his hugely influential
and widely discussed book Esthétique
relationnelle (1998), which followed the
equally impactful exhibition Traffic at
CAPC Bordeaux (1996) in which many of
the (Western) artists who would end up
at the forefront of this direction." Here |
would just like to point out that for Annelie
Wallin it has rarely just been a question
of ‘relational’ connections. The object
and materiality have also always been
present, which becomes even clearer to
me now in retrospect. When | look back
at the ‘90s, knowing about of the delicate
drawings Wallin works with today, | can
state that the belief in the artistic object,

the artistic intention achieved through a
materiality has always been there. We saw
it in Cabinet, but also in the found objects
she has used in various installations,
where it was the individual properties of
the material that always played a role. But
it is perhaps the case that we cannot be
sure either of what position an artistic act
has nor what its value is over time. The
artworks are interpreted in accordance
with the spirit of the time, and it is only
when another time takes over that we
can clearly see that there were also other
facets to it.

In 1994, Annelie Wallin took part, as one
of three exhibitors from the Royal Institute
of Art, in the Sollentuna Fair, which was
the predominant art fair, where virtually all
kinds of different art galleries participa-
ted. (In 1995, a group of younger galleries
would break away to start their own fair,
Smart Show.) At the Sollentuna Fair, she
was asked if she wanted to exhibit at the
Andréhn-Schiptjenko gallery, which by
then had moved from its nondescript pre-
mises on Kammakargatan to Stureparken
in Ostermalm. Over the years, the gallery
had also emerged as one of the leading
galleries for the younger generation and
their prestige on the art scene was high. In
other words, it was a clear recognition of
the success Wallin had already achieved
with her debut at Galleri Mejan and the
other exhibitions she had taken part in.

In 1995, she also received Ostra Géinge’s
stone grant, which among other things
resulted in the work Flushed, a rectangu-
lar stone block of the same size and shape
as a pedestal with a manhole carved into
the top of it.

Folkhemmet

It would not be until 1996, however,

that Annelie Wallin made her debut at
Andréhn-Schiptjenko, with Swedish
Hearts, the title of which alluded to a po-
pular TV series. Here she refined what she
had already presented at the Luma exhi-
bition two years previously. But instead of
building a room within a room, this time
she used the furniture to build a wall, cle-
arly propped up from behind like a stage
coulisse. This time she used an assort-
ment of kitchen tables so that the front
formed a solid, homogeneous wall, while
the back revealed the construction of the
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tables, accompanied by the detached
table legs strewn on the floor and a tran-
sistor radio playing the cheerful twitter of
the great tit, a nod to the radio’s recurring
“bird of the week” interlude filler. As a final
exclamation point an axe had been buried
into one of the legs. The gallery exhibition
took place in December, and the work
had already appeared in the exhibition
When Shit Hits the Fan at Overgaden in
Copenhagen over the summer, which
featured Danish and Swedish artists.

In Swedish Hearts too, contrasts and
contradictory relationships were among
Annelie Wallin’s rhetorical devices. The
brutal, solid wall stood in stark contrast
to the curious birdsong. Just as one
might think that the massive ideology
that shaped the mentality of the Swedish
welfare state was almost comically at
odds with the frequent airing of the “bird
of the week” interlude on the radio. The
Swedish welfare state, into which Wallin
was born, is portrayed here too as dark
and closed-off. “The silent time,” as the
musician Joakim Thastrém would later
call the period."™

At the same time, there is much that
differentiates Swedish Hearts from
Container. Whereas the latter consisted
of second-hand furniture purchased in
a hurry, Annelie Wallin picked out each
of the tables for her new work with great
care. This made her less dependent on
what happened to be available at the time
and allowed her to choose painstakingly.
Here, the individual tables became im-
portant in a way that was different to what
had been the case with the Luma exhibi-
tion. Wallin was looking for a specific type
of tabletop - Perstorp laminate — which
was not too light and marbled, but rather
of a darker hue. The marks and scratches
become an important aspect of the work,
the degree of wear and tear shows that
the tables have been used, that they have
a history and belonged to someone. They
provided something of ‘the real’ as the
American art critic Hal Foster theorized
in his influential book The Return of the
Real.”®In this way, the tables can also
become individuals, as the artist herself
expressed it in an interview."”

The individualizing tendency and the
separate stories carry with them a more
nostalgic take on the dark and silent
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time. The Swedish welfare state, with its
coffee breaks at drab kitchen tables, had
also brought about a great economic
levelling, which in turn provided the con-
ditions for activities and opportunities

for an increasingly broad swathe of the
population. This included Annelie Wallin
herself, who grew up in a country that
invested in enabling people to both create
and partake of culture. The work is also

a reflection on the material itself; wood,
and the relationship Swedes have with the
forest. Swedish Hearts became an elegy
that encompassed both sides, both the
confining social conformity of Jante’s Law
and its possibilities. It said both “farewell”
and “get out of here.” Or as Jessica Kempe
wrote in a review in DN: “A Swedish welfa-
re dream: sacrificed, lost and sanctified.”*®

Art’s State of Being

Already during her final year at Mejan in
1994, Annelie Wallin had garnered a lot
of attention and participated in a number
of exhibitions, and, as we have seen, her
successes continued unabated with the
exhibition at Andréhn-Schiptjenko as

her crowning work. But what work are

we actually talking about? The artwork?
Success breeds expectations and many
an artist have found themselves trapped
in a situation, a state of being, they don’'t
have full control over. It is as if the art
scene, or perhaps the art market, iden-
tifies certain successes and is prepared
to invest in them with the expectation
that the artist will continue to produce art
in the same style. Which paradoxically
means expecting the artist to be predica-
ble without repeating themselves.

In the wake of the economic crisis, a
completely new art scene, the so-called
yBa (young British artists) generation, had
achieved enormous success in the UK.
But there were also many critics. Was this
‘High Art Lite’ as critic and art historian
Julian Stallbrass called it?'" That is to
say, was this an art that was provocative
enough to satisfy the market (especially
the big collector Charles Saatchi) without
being so audacious as to create an inde-
pendent art?

In Sweden, there was no such me-
ga-collector buying up all the art of
Annelie Wallin’s generation. There had

been in the ‘80s, as we saw. With mixed
success. But yBa sheds light on a preca-
rious question regarding art’s ability to be
independent. Of course, nothing can be
completely independent, nothing exists in
a vacuum, but the question here is rather:
for whom am | making this art? Is this the
art | really want to make? Is this the reason
why | became an artist?

For Annelie Wallin, the answer was
no. Instead, she would go by way of the
artist-initiated and artist-run exhibition
space ID:l, which had been coaxed to join
by her old classmate Lena Gustavsson.
As Sverker Sorlin pointed out in a text he
wrote for ID:I's tenth anniversary book,
the organization is both informal and
rigorous. The artists who run the gallery
share the operating costs between them
and in exchange get to exhibit every two
years. However, not everyone can become
a member; rather they are selected by
those who are members at the time. The
idea isn’t just to provide a non-commer-
cial exhibition space, but to maintain a
high-quality standard while doing s0.2°

During her first solo exhibition at ID:l,
Annelie Wallin put on a performance that
consisted of her sitting at a table and
patiently sewing lengths of elastic bands
together by hand, which grew piece by
piece into a wide, uneven runner. The
work on the seams had begun on January
1st, 2006, and was to be completed on
New Year’s Eve of the same year. The work
Calendar was, in other words, both itself
a performance of work and the result of
that work and was thus commented on the
issues of value and time - or how we value
time, as Milou Allerholm wrote in a review.?!

Calendar was not conceptually bound
to a specific contract that slavishly re-
gulated Annelie Wallin’s actions. But the
work still set a distinct rhythm that led her
to sew an average of 5-10 seams at each
sitting, three days a week. At the end of
it, there was an object that was close to
four meters in length comprising more
than 700 seams. This was accompanied
by a timesheet that kept a meticulous
account of when and for how long the
work had been carried out. For Wallin,
the work became a way of almost putting
herself into a trance, of stepping out of
time through methodical, monotonous

work. Simultaneously, the mundane
record-keeping and the poetic work
became two completely separate but
correlated reflections upon the time that
had passed.

During the same period, Annelie Wallin
also worked on short films. Here a slight
hint of the absurd emerges instead, as
in Go For Water, where the protagonist
walks out into the lake with a bucket until
they completely disappear beneath the
surface before turning around, seemingly
unfazed, and returning with the bucket
full of water. But she would mainly end up
working with stop-motion, which is also
what she presented at the ID:I exhibition
in 2009. Here she showed films that dealt
with the relationship between artist and
artwork, where the artwork is found to
have its own will and agency. In Wrestling,
the artist ends up in a frenzied melee, and
in the looped work Kick-off, time becomes
circular, and it is impossible to say what
comes first, the creation of the work or its
destruction.

Nature and Culture

Following these film experiments, Annelie
Wallin’s artistic expression took another
direction, out towards nature with various
cultivation projects in direct collaboration
with her “audience”. It began with Guerrilla
Gardening in 2011, where currant bushes
were planted on obviously undeveloped
land, but which, when the planting was
performed, raised questions about places
and who has the opportunity/right to exert
influence over them. The project pointed
to the potential of places, both in terms of
what can actually be done with them, but
also who can do things on them. When
Wallin starts her plantations, she lays
claim to the potential of the place, which,
unwittingly, also prevents or restricts

the thoughts/possibilities of others. It is
reminiscent of how the philosopher Gilles
Deleuze thought about the concept of the
“virtual”: that a place is also always the full
range of possibilities it carries with it, and
that these in turn influence how the actual
place appears to us.??

After this, Wallin ran a number of
different projects that all involved trans-
forming supposedly forgotten areas into
places that are treated with great care,

turning their potential into actuality. But
from this point on she is more careful
about also making sure she understands
the place from other perspectives and
involves others in her projects. One might
say that the actual object of transforma-
tion, the (art) object here, fulfills precisely
the role of mediator in the interpersonal
communication that Nicolas Bourriaud
wrote about. But these are also objects
that were themselves dependent on that
communication, not between people but
between people and nature.

With Sunflowers in Huvudsta (2012),

a sunflower plantation was initiated that
soon engaged the researchers temporari-
ly residing in the local barracks-like en-
campment consisting of “about 100 small
houses in faded pastel colors,” as Wallin
herself described it.2® The collaboration
resulted in a field where both the artist and
the residents were responsible for tending
the field. The sunflowers would later end
up in the exhibition UnTied Notions, ID:I's
tenth anniversary exhibition, which took
place in the fall at Design Hall, opposite
the University of Arts, Crafts and Design
at Telefonplan. Some forty artists took
part and Annelie Wallin presented, among
other things, Sunflowers hung from the
ceiling where they were slowly allowed to
dry, along with the blog and the documen-
tation that had been created concurrently.
Here we see how Annelie Wallin trans-
formed the flowers and their stories from
something that was ongoing to taking

on “object status”, which can direct the
viewer’s attention to other aspects of the
process: the time that has passed and
thus also what sort of time can be consi-
dered well spent - outside the logic of the
market economy.

During the 2010s, Annelie Wallin con-
tinued to work with this moving back and
forth between presentations of different
time-consuming processes in exhibi-
tion spaces. The project Share Garden
(together with Malin Lobell) in Gislaved
provided the basis for the exhibition
Another Kind of Nature at ID:1 2015. Only
here the experiences from her outdoor
projects had been developed and res-
tructured in such a way as to reinstall
the art object back into her exhibition
practice. (It had never been far away — on

the contrary, it forms the basis for her

first public commission Meeting Place
Solna Center, for example, where a few
enlarged knots cast in bronze became
the centerpiece of a larger installation.)

In the exhibition, natural objects were not
presented together with diagrams and
charts as in UnTied Notions. Here, nature
had instead undergone a different kind of
process, impressions had been developed
and objects transformed and turned into
interpretations, into artworks consisting
of branches, hemp rope and wax. In the
inner room there was also a 3D printout of
the hanging sculpture in the main room,
presented in front of a photograph of a
piece of nature - as if to remind us of the
different levels of representation and what
this does to our perception of reality.

The outdoor environment becomes
altogether a place for collaboration in
Annelie Wallin’s art. Perhaps it is so-
mething that comes with the place;
outside it becomes so much clearer that
we need each other to survive. With the
project Forest Life (Mellby Bygdegard,
2016), she reconnected with the practice
of sewing, but this time by creating nets
by hand in the studio. The net was then
suspended between the trees to encoura-
ge viewers to connect with the trees’ un-
derground network of mycorrhiza. Forest
Life became both a lecture performance
where Wallin dealt with the trees’ com-
munication, and an invitation to meditate
upon the underground life of the forest
while lying in the net.

The net reappears in later works, but
then as something the artist did together
with the audience over an extended pe-
riod of time. In the exhibition, The Ocean
That, Surrounds Us (2022), Annelie Wallin
participated with the work Gistnande, in
which she together with others tied nets
from a cord stretched between two points.
In other words, the work was in a constant
process of coming into existence, but
without the goal of ever actually reaching
“completion”. A similar performance was
conducted at the Pikisaari Biennale 2024
in Oulu, where Wallin was invited as an
Artist-in-Residence and the net was tied
to dry for nine days in a row.

As the lecture on mycorrhiza in Forest
Life shows, nature not only plays the
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role of a place for collective activities in
Annelie Wallin’s art, it is also an inspirer
and an enigma. This is especially true of
Physarum Polycephalum, or slime mold,
which spreads like a rhizome, where sing-
le-celled protists spread across surfaces
and seem to be able to communicate via
the pathways whose patterns resemble
neural networks or advanced roadworks.
Annelie Wallin has used the fungus (if
that’s what it is) in several projects over
the years, using it to “draw” by attracting
it with nutrients to create words such

as in Hello World 2018, or maps as in
Slimemold Maps 2020. More recently,
she has placed it on transparent surfaces
and photographed through it as in the
Foraging Net 2021 suite of images.

This organic form has also led Annelie
Wallin back to the question, what does an
art object consist of? Fascinated by the
enigmatic patterns of the slime mold, she
reached a crossroads; either delve more
deeply into biology and technology or
return to a more analog form of creating.
As things look at the time of this writing,
the analog won out. Wallin’s projects in
nature, through guerrilla gardening and
collaborative projects, can, as we have
seen, be understood as working within the
objectless art tradition. At the same time,
this led to a deeper interest in nature’s
processes, which is where Wallin even-
tually found the fungus. In an article in
Hjarnstorm, she accounts for her fascina-
tion and ends up musing on who is really
using whom. Is the fungus her instrument
or is she the fungus’s? “The fungal hyp-
hae’s ability to find their way everywhere
can also be seen in my recent drawings,”
she writes.?* So if the development and
spread of the fungus led to the drawing,
the collaboration with nature led back to
the art object and its materiality.

Epilogue

Perhaps one could say, using a metaphor
taken from nature, that the objectless

art and materiality in Annelie Wallin’s art
create a true symbiosis, where they both
need each other in order to exist. We find
it in her works that involve the viewer,
where the net-like structure becomes

a joint project in which the nets are lin-
ked together, further building upon the
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question of time, work and object, and
the discussion of what actually has value.
We also find it in Annelie Wallin’s more
introspective drawings, where she allows
her creation to be guided by a number of
pre-defined rules that she then tries to
both follow and break.

The hand’s creative action, the object’s
materiality, the communality, and the
value of art. Everything was already there
from the beginning. But it took several
turns for Annelie Wallin to find her way
back to the fundamental idea, to the rea-
son why making art is important. Today,
this conviction rests on a foundation that
can only be reached through careful expe-
rimentation.
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was in the ‘90s, and at the Royal Institute
of Art there was a regime in place that was
a far cry from kitchen tables and human
bodies, dominated instead by a sculp-
tural tradition of firm minimalism and
large-scale land art. The expressions were
strictly controlled and carefully planned.

Annelie Wallin’s bodily installations
broke with this in several ways. It was
more reminiscent of a European perfor-
mance tradition that springs from the
artist’s own personal physical experience
and her works meshed well with the con-
temporary feminist reckoning with the
modernist subject. As a result, her debut
exhibition generated a lot of attention and
brought about her artistic breakthrough.
But Annelie Wallin never really felt at
home in the more hallowed halls of the art
scene. When | see her works again over a
decade later, she is back in the periphery
and outside the commercial gallery spac-
es. Instead of tangible installations, she
has taken on even more enigmatic mate-
rials such as time and litter moving across
an urban landscape. Further materials
include plants in the in-between spaces
of the city, light, and the traces of under-
ground fungi.

Calendar
What first distinguishes Annelie Wallin’s
work is perhaps the time she devotes

it. It takes time. Thus, art also becomes a
way of keeping time.

In her solo exhibition Calendar this
is precisely what she does: keeps time:
makes time. Making time becomes an
artistic endeavor. Like many performance
artists before her, as in Tehching Hsieh’s
Time Clock Piece and On Kawara’s Date
Paintings, the action marks time and
underscores our culture’s obsession with
regulating and creating meaning with the
help of time references and other means
of quantifying life. A development that
has only accelerated in our datafied age
where an ever-growing part of our lives is
logged and converted into data.

In Annelie Wallin’s performance, time is
not measured through digital monitoring,
but by means of the artist’s own meticu-
lous stiches. Like innumerable nameless
seamstresses long before her, she adds
stich after stich to an embroidery that
follows clearly defined parameters. Each
work shift produces a certain quantity.
Short lengths of elastic are joined to-
gether into a meandering runner. Like an
EKG, the artwork registers the amount of
time the artist has worked and the life that
enables the needle’s movement through
the fabric. The measuring of the work
and the worker points to other measuring
instruments, such as timecards, logins
and logouts. It points to the scope of

produces in order to pass the time. In the
exhibition space, this production of bore-
dom, framed and controlled by set time
intervals, has become a performance that
is cut off from a more industrial produc-
tion context. Instead of direct economic
value, the artwork creates value through
its inherent stories about time, work, mea-
ning and all the meetings that come about
within the exhibition space. The tangible
result of the time and conversations winds
its way along in the form of the joined
elastic bands. It curls in on itself like the
bark stripped from a mountain birch,
gnarled and yet undulating.

Kick Off

The litter she animates using stop motion
makes the same undulating, gnarled
movement. In the video piece Kick Off,
the artistic process is depicted as a jerky
loop of perpetual motion, from — or up

to — the point where the artist destroys
her own work by kicking it, to the artist
once again picking up the pieces, to the
work taking on a life of its own beyond
the artist’s control. In the video, it sounds
as if a radio is on in the background crea-
ting a monotonous and at the same time
slightly hysterical soundscape. Sticks and
other bits of litter are bunched together
into a jumbled clump that comes to life
and scurries off down onto the floor, out
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of the room, across the road and into the
surrounding landscape. Cars shoot past,
and the work accumulates more litter in
its path. The artist plays the role both of
creator and destroyer.

Although Annelie Wallin’s early works
exude rigor and precision, destruction
and lack of control are never far away.
Within the destruction and absence of
control lies rebirth. It’s about finding the
gap in the system where the engineers
are not in control. The difference between
the drawing’s pattern and nature’s unpre-
dictable terrain. That which lives in the
in-between spaces.

Sunflower Field in Huvudsta

In-between spaces are another recurring
theme in Annelie Wallin’s work as an artist.
In the piece Sunflower Field in Huvudsta,
Annelie Wallin has stepped outside the
guardrails that separate the paved road
from the terrain beyond and entered into
the spaces in-between different built-up
and planned areas. On this site, which is
at once both remote and central, stands

a row of barracks lined up on a disused
road that has now started to become
overgrown again. They are surrounded by
a steep cliff, a railroad track and a busy
highway. The barracks look temporary
but have been there for decades. They are
owned by a private company that rents
them out to international students. These
students who, literally and figuratively,
exist in a transitional space, between
countries and between circumstances,
live in these temporary barracks at the
end of a cul-de-sac. In collaboration with
these students, Wallin creates a billowing
field of sunflowers. The purpose is to give
visibility to this obscured place, by literally
lighting up the area and emphasizing its
presence. The visual result is striking. A
field of sunflowers blossoms in the middle
of this no-man’s-land in between the ci-
ty’s built-up areas. But the more striking
result is more about what is not visible. It
consists of the process itself, the conver-
sations, the encounters with all the people
who have contributed to the work in vario-
us ways and who break the anonymity and
isolation of the place. Cultivating a field of
sunflowers is not something you do from
one day to the next. It requires prepara-
tion, time, sun, water, thinning, mowing.

It’s a collective effort that requires moti-
vated participants, cooperation, planning
and a persevering mindset. Grant Kester
proposes the term “dialogical aesthetics”
to describe this kind of participatory art
rooted in a historical and social context.?
Here the artist engages in a collaborative
dialogue with the context, a dialogue that
can also question the artist’s authority. At
the same time, this is not about transfor-
ming the artwork into a neutral platform
for discussion, art can rather serve as a
means of confronting the social surroun-
dings, which can also create conflict.?
By the artist engaging in and expressing
herself on site, the viewer can raise ques-
tions and express disagreements.*

In this context, the sunflowers serve
as a symbol for community, visibility, and
interaction. The French word for sunflower
is “tournesol”, meaning to turn toward the
sun. By planting sunflowers in an other-
wise obscured location, Annelie Wallin
highlights the significance of the place
and creates a vibrant community around
it. At the same time, it is impossible in this
context to ignore the symbolic role the
sunflower plays in Western art history. Van
Gogh’s painting “Sunflowers” is conside-
red one of the pinnacles of modern art,
representing a take on art where the artist
is viewed as some kind of saint or oracle,
and art as a manifestation of the artist’s
inner genius. This view of the artist goes
hand in hand with industrialism and liberal
ideas of individual independence and
strength. In today’s world, the economy
plays a different role and climate change
has made us more aware of our mutual
dependence and vulnerability. In Annelie
Wallin’s sunflower project, art is no longer
about exploring the artist’s inner genius;
instead, the artwork is used as a platform
to initiate dialogue with others, to break
the isolation of the place and explore
the world from this specific perspective.
The work can be seen as a way of laying
claim to the commons, at the same time
as it concretely tests the limits of what
individuals can do together in the shared
public space. A space that even manifests
itself online where the growing process
and the work are documented together
with the work’s “co-cultivators”. The work
Sunflower Fields in Huvudsta is central
to Annelie Wallin’s artistic expression as

she here combines her artistic practice
with a lifelong environmental engagement
and interest in cultivation. Working with
others and including others in the process
is here about relinquishing control. It’s
about being challenged, about listening,
and collaborating with the community
around you.

Share Garden

Annelie Wallin has continued to colla-
borate with others on several projects.
One of these is Share Garden (2014)
together with the artist Malin Lobell, an
action-oriented site-specific art project
that ties together cultivation with partici-
patory processes. The artists were invited
by Gislaveds Konsthall to activate an
unutilized plot in central Anderstorp. The
result was a community garden. The gar-
den took shape together with the people
of Anderstorp and Gislaved, who were
invited to take part in the process, from
development, to construction, to planting,
and ultimately use of the garden. The star-
ting point for the work was the local com-
munity, which is characterized by small
businesses and an entrepreneurial spirit
in which people’s personal engagement
has been a powerful driver for the deve-
lopment of the local industry. Another
motivating theme was sustainability and
living with scant resources, recycling,
and getting the most out of materials and
know-how. One of the local industries is
tire manufacturing, which is why rubber
tires were used as a building material

for the installation, both as a link to the
industrial history of the place, and as a
way of reusing materials. The title “Share
Garden” points to the importance of sha-
ring knowledge and growing together

by sharing with others. The garden was
allowed to evolve as the work progressed
and contained several steps that came
about through the participatory process.
One of these was the development of an
organic cultivation by planting crops that
support each other, such as beans, squ-
ash, and corn, which thus become more
resistant to pests. Here, pre-school clas-
ses were engaged in the work. A garden
is also dependent on insects, so an insect
hotel was built on the plot to involve them
in the growing process, as well as to high-
light the threat that pollinators like bees

and bumblebees are facing. The tires
served both as a practical foundation for
the on-site installation and as a link to the
local industry, but they also raised ques-
tions about the industry’s role in a larger
ecological perspective.

Thus, the artwork functions as a space,
not just for gathering in pleasant compa-
ny around the cultivation of public land,
but also as a space for confronting crucial
existential issues.

The political theorist John Dryzek em-
phasizes the importance of “cool” spaces
for democracy—places far removed from
the heat and conflict-filled political arena.®
In these spaces, where no political deci-
sions are taken and therefore no heated
conflicts exist, there is an opportunity to
explore alternative political positions and
develop an understanding for the other
side. Jonathan Metzger argues that art
can constitute such a space where more
deliberative discussions can develop,
discussions that over the longer term can
have an impact on political decisions.®
In these in-between spaces far from the
centers of power, it is possible to conduct
conversations and develop new ideas.
Share Garden served as just such a space,
where important political issues are de-
veloped through practical and collective
action, but where nothing that is said or
done is given any political weight. Here
the artists have conscientiously designed
a space where different questions and
people meet, and where not only crops
but ideas can be cultivated.

In Share Garden a variety of intersect-
ing perspectives are brought together and
problematized: the industrial history of
the place, the oil-dependent global eco-
nomic structures, local food production,
the life of insects, and the elusive founda-
tion for human communality. The artists’
starting point was to listen to and draw
upon the participants of the place, but the
installation also invites the participants to
listen to the place and its resources.

Net

Seeing and listening beyond our per-
ceptions is a central artistic practice. It’s
about twisting and turning the perspec-
tive, drawing the background instead of
the central feature, or dividing the whole
into smaller parts to trick the mind. It can

also be a way of controlling the senses,
of getting an overview of what is being
depicted and letting the method guide
you more than the emotions. This classic
artistic practice is illustrated, for example,
in Draughtsman Making a Perspective
Drawing of a Reclining Woman by
Albrecht Diirer (16" century). Here, a
nude woman is reclining on a table with
her eyes closed, being viewed by a fully
clothed man who has divided up the ima-
ge of the woman into smaller parts using
a frame set with a grid that stands on the
table between the man and the woman.
A large viewing stick marks the middle
of the image and the central perspective
from which the artist views the female
nature.

Nets and grid patterns often appear in
Annelie Wallin’s work, but instead of being
used as a means of controlling or creating
an overview, Annelie Wallin uses these
nets more like trawls, fishing up whatever
happens to get caught in them when they
are cast out in different contexts. In the
artwork Net, which was part of the exhi-
bition Forest Life (organized by Mellby
Bygdegard in 2016), the net is suspended
from tall pine trees in a forest clearing. It is
tied by hand with robust twine and visitors
are invited to lie down in the net and close
their eyes to listen to the forest’s under-
ground network, the mycorrhiza. The net
swings in time with the movement of the
trees and the bodies, and the visitors go
from being observers of the art to becom-
ing part of the body the forest creates.
The work involves an exercise in listening,
encouraging us to imagine something
beyond what our senses can perceive.

Net is typical of an artistic form of
research that is often site-specific and
holistic. In her work on this place, Annelie
Wallin began to study the life and sig-
nificance of the fungi in the forest and,
through her work with the net installation,
immersed herself more deeply into re-
searching tree fungi.

The artwork is ostensibly a net, but in
actuality is a story about the forest and
an invitation to listen closely to the fungi’s
work beneath the forest floor.

Layer and In Motion
In the exhibition Layer at ID:l Galleri
2018, Annelie Wallin continues to explore
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organisms that operate beyond our
immediate comprehension. The exhi-
bition is based on a fungus, Physarum
Polycephalum, often known as slime
mold, an organism without brain or
nervous system that moves across sur-
faces in search of food. The organism

can continue to move so long as there is
moisture and food. When it faces drought
conditions, it contracts and forms into
clumps, as a way of preparing for the next
step in its life cycle; fruiting and flowering.
Slime mold has the ability to store the
experience of the path it took previously
and appears capable of making seem-
ingly conscious decisions about which
way to go. Slime mold has long fascinated
computer scientists, who have marveled
at its ability to learn from its surroundings
and quickly establish networks with the
most efficient pathways in its search for
nutrients. Designers and urban planners
have also been inspired by this mysteri-
ous organism when researching a greener
approach to urban design, built on biolog-
ical systems and models.

Annelie Wallin has been working on an
artistic investigation into how the fungus
develops and moves in its search for
nourishment. This aesthetic investigation
has resulted in peculiar films where the
fungus spreads out over a white surface
and creates delicate net structures. They
are at once beautiful and monstrous. The
choppy pace of the stop-motion tech-
nique creates a slightly uncomfortable
feeling as the spread of the fungus takes
place in waves with little net-like eruptions
that move across the surface. In the video
“Hello World”, Annelie Wallin has drawn
these same words with the help of the
fungus, which does not follow the word
pattern laid out by the artist but spreads
along its own path. With plenty of humor,
the film illustrates notions of “the other”,
the frightening, something that does not
allow itself to be guided by rational struc-
tures, but degenerates into something
alien and uncontrolled. The COVID-19
pandemic in particular has demonstrat-
ed how helpless we are and how foreign
bodies literally live within us. Even human
creations like the Internet, which was
designed to give us better control of infor-
mation, has turned out to spawn disinfor-
mation monsters. Power has shifted from
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humans to microbes, from troll factories
to artificial intelligence.

The exhibition explores this type of
displacement using a variety of meth-
ods. The common theme throughout is
communication and what happens when
translations between different media and
formats are slightly askew, causing some-
thing to become distorted or displaced
in the process. What starts out as a shift
in perspective becomes a shift in power.
The exhibition’s free-standing sculptures
were first created from a 3D-scanned
form, which was then translated into an
algorithm that controlled the cutting of
sheets of Masonite that were stacked on
top of each other. As the thickness of the
masonite did not match that of the origi-
nal form, it became slightly skewed. Each
step in the process involved a certain
malformation resulting from information
either being added or taken away. The end
result becomes something completely
different from what was initially input. Like
a game of Chinese whispers where each
link in the chain becomes slightly garbled,
ultimately resulting in a completely new
meaning. The narrator loses control of the
narrative. The work is part of a tradition
that has used various methods to allow
the material and the process to guide the
expression and create something beyond
the artist’s own imagination. A creativity
built on chance that is about allowing one-
self to be amazed by what is taking place
and co-creating with the unexpected and
the alien.

The drawings and sculptures in the exhi-
bition In Motion at ID:| Galleri 2021, further
develops the patterns generated by the
fungus. Here, the drawings form a con-
versation with the patterns and structures
that Annelie Wallin constantly returns to
in her works. Annelie Wallin is interested
in nature’s self-generated formal langua-
ge and the patterns that endure and are
reproduced in various forms. Another
interest is in disintegration and materials
that fall apart and thus do not endure. It

is as if, by working with unfired clay, litter,
and fungi, she wants to bring the process
of spoliation into the exhibition space and
let the art fall to pieces before the viewers’
eyes. At the same time, as Annelie Wallin’s
sculptures are often the starting point or

play a central role in her work and in her
art installations, they are made of ephem-
eral materials and break easily. It is preci-
sely this impermanence and fragility that
is perhaps best expressed in the form of
drawings on paper. Her drawings repeat
the patterns and develop the processes of
disintegration in which the sculptures find
themselves. At the same time, she adds
lines and shapes reminiscent of construc-
tion drawings or mathematical forms, as
if the sketches are plans for an unknown
future.

Light Installations

Public artworks should preferably not fall
apart and should withstand significantly
rougher treatment than art made to hang
in exhibition spaces. They should also
confront accidental visitors who pass by
the artwork on their way to other des-
tinations. This is perhaps why Annelie
Wallin has chosen to work with light when
she has received commissions for public
works. Unlike physical sculptures, light
allows her to create form while being
completely transparent and elusive. The
light is visible but does not take space
away from anything else.

In the public artwork Streams for the
Asikten neighborhood in Uppsala 2017,
Annelie Wallin uses neon lighting to
create a landmark for residents, and the
undulating, wave-like currents of light act
as distinctive beacons at night, linking to
the proximity of the river that runs past.
The artwork uses the fagade as a canvas,
with the neon resembling gentle brush-
strokes on the building’s compact surface.
Despite the permanence of the installa-
tion, the expression is fragile and tem-
porary, like a sketch. In the work Icarus’s
Wings for the Jonkdping Sports Center
in 2019, the transparent acrylic artwork
comes to life through a play of light that
emphasizes the spaces within the sculp-
ture rather than its mass. By illuminating
the edges of the acrylic plastic in different
colors, a three-dimensional effect is creat-
ed, as if there were a thin cloud of bubbles
beneath the roof.

In her sketch proposal Sun Shadow for
the EVA competition, organized by the
Eva Bonnier Foundation in 2015, Annelie
Wallin created a light play reminiscent of
light filtering through the leaves of a tree

or waves on a water’s surface. The shim-
mering light transforms a gray corridor
into a forest glade or a seabed on a sunny
day. The flickering movement opens up
the surfaces of the room and it seemed
as if nature has taken over the space. In
these public works, Annelie Wallin utilizes
light as a way of loosening up walls and
materials so that their form dissolves.

Gistnande

In the work Gistnande in the exhibition
The Ocean That, Surrounds Us on the
island of Radmanso6 2022, the net returns
as a form and visual practice and creates
adirect link to a place where fishing was
central to the local economy, but is now
more of a memory. The title of the work
comes from the Swedish word “gist”,
which refers to the wooden poles that
fishing nets could be hung from after

the catch had been brought ashore. The
artwork resembles a so-called “gistvall”,
an open, flat stretch of ground set with
racks for hanging fishing nets up to dry.

A “gistvall” made it easier to remove
seaweed from the nets and repair any
damage. A “gist” was a common piece

of equipment along the shoreline near
jetties where the nets were brought asho-
re after fishing. However, the title of the
work Gistnande refers to a process rather
than an object. The work is a grieving

and memorial process, in which the local
inhabitants took part by hand-knitting the
work itself and talking about the place and
its history of eel and cod fishing.

In this piece, the practical work of tying
the twine that forms the net functions as
a way of accessing memories of the place
and creating a collective memorial that
opens up conversations about the history
of the place.

At the same time, the work literally
bears traces of the participants’ bodies
through the tying of the nets by their own
hands. The work stretches a grid across
the site, like the artist’s grid to get an
overview of what is to be depicted. But
instead of the present, it is the past that is
activated and captured in the mesh of the
art installation.

Songs from the Woods

Over the years, Annelie Wallin’s works
have moved from the inside toward the
outside. From the man-made structures,
norms, and infrastructure, and out into

a wider, more unfamiliar space beyond
human control. One reference that comes
to mind is from science fiction literature.
In Stanislaw Lem’s 1986 space epic, the
goal is to make contact with the life of an
alien planet. But the problem is just how
humankind is going to communicate with
this lifeform while ensuring its own safety.
For most of the book, the crew’s engineers
thoroughly discuss every aspect of how to
go about making contact, but once they
arrive, the planet’s inhabitants seem to
avoid all contact. The crew eventually de-
velops a strategy to force contact with the
alien intelligence, while at the same time
attempting to control the situation with a
weapon of mass destruction. Only once

it is too late and the weapon of mass de-
struction has been fired, does the protag-
onist realize that they’re trudging around
in the middle of a fungus-like moss that
constitutes the planet’s inhabitants. |
imagine this alien intelligence looking
something like the slime molds and
mycorrhizae that Annelie Wallin wants

to help us listen to in her art. Something
alien with a life of its own and motives that
we cannot control, but that we must learn
to listen to before it’s too late.

In the project Songs from the Woods
that Annelie Wallin curated in 2023, she
invited a group of artists to join her in
exploring the practice of listening.

The title is inspired by so-called song-
lines. A songline, also known as a dream
track, is one of the paths across the land
(or sometimes sky) within the animistic
belief systems of the aboriginal cultures
of Australia. These paths act as crucial
connections between individuals and
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their shared history and nature. A song-
line functions both as a navigational aid
and a repository of cultural knowledge.
Embedded in traditional songs, dances,
stories and other artistic expressions, they
enable individuals to cross great distanc-
es and remember important requirements
for the journey. In the project that took
place in Gamle Dal in Trollhattan, the task
was to use this as a basis for engaging
with the forest and creating new traditions
and songs for the place. Here, art can be
seen as a song from the alien that we can
hear if we listen very carefully.

Annelie Wallin’s art installations do
not offer simple answers as to how we
should communicate with the stranger
within us or outside us, but by employing
various methods to alienize the details of
existence and make it more wondrous and
fragile, she reminds us of the importance
of not taking anything for granted.

1 Lawn, Katy. 2022. “Boredom, Art and
Work: Tehching Hsieh’s ‘“Time Clock Piece’
and the Experience of Working Life.”
Organization 29 (5): 897-916. https://doi.
org/101177/13505084221098234.
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Theory in Contemporary Art since 1985, edited
by Z. Kocur and S. Leung. Wiley-Blackwell

3 Miessen, Markus. 2010. The Nightmare of
Participation: [(Crossbench Practice as a Mode
of Criticality)]. New York: Sternberg Press.
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34, no. 1,2013, pp. 25-47
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2024 07.15-08.16 Art Hub Pikisaari
Oulu Finland.

CURATOR and PROJECT LEADER:

2023 “Songs from the Woods” Land art
in Gamle dal Trollhattan Municipality.
Commission to curate the exhibition
and manage the work on-site

COMPETITION:

2015 The EVA competition, arranged
by Eva Bonnier’s donation board.
My proposal “Sunshadow” was among
the 10 winners. More info here:
http://anneliewallin.se/Solskugga.html

PUBLIC COMMISSIONS in selection:
2019 “The Wings of Icaros” Light sculp-
tures The Sports Hall in Jonkdping

2018 “Streams” Light installation in a
residential area in Uppsala

2010 “Venue” Sculptures with benches
Solna City

COLLECTIVE EXHIBITIONS in selection:

2024 07.08-08.09 Pikisaari Biennalen
2024 Oulu Finland

2023 08.20-10.31“Songs from the Woods”
Land art, Gamle Dal Trollhattan

2023 05.11-0514 “Supermarket Art Fair”
Stockholm

2023 03.14-04.02 “Stuff it” Bonnier Art
Gallery Stockholm

2023 03.03-03.26 “Station to Station
#3” Spaceprogram at Molekyl Gallery
Malmd

2022 10.06-11.06 “IDEA:TODAY” ID:|
Galleri 20-years jubilee at Artist House
SKF in Stockholm

202105.21-08.19 Spring Salone 100 years
Liljevalchs Stockholm

2020 ARTIEs Mail Art-projekt

2020 10.30-1115 “Circle” ID:l Galleri
Stockholm

2020 05.20-06.10 Artworks.se a digital
exhibition with members from ID:
Galleri

2019 05.14-05.26 Space 52 Aten Grekland

2018 06.11-06.24, DAS EssZimmer —
Space for Art+ Bonn Tyskland

2018 05.20-05.27 ENIA Gallery Aten
Grekland

2018 0316-03.25 HilbertRaum Berlin
Tyskland

2017 3011-18.01.11 “Forest” Centre des arts
et de la culture de Ville de Saguenay
Kanada

2016 05.24-05.29 Platforms project
Athenes Grekland

2016 09.09-11.09 “Forest life” Mellby
Linképing

2015 08.20-10.31 The EVA competition,
“Sunshadow” Art Academy Stockholm

2012 10.26-0212 “UnTied Notions” ID:l
Galleri 10-years jubilee Designhall
Stockholm

2010 01.22-14.02 “Fire and Water” Mobile
Art Gallery Skeppsholmen Stockholm

2009 13.09-2510 T-A-P-E Temoprary Art
Production Exchange Made in Arnhem
Holland

2009 02.13-02.15 “SUPERMARKET”
Stockholm

2007 02.22-03.11 “Private Sculptur”
Studio 44 Stockholm

2007 02.21-02.25 “SUPERMARKET”
Artist House SKF Stockholm

BIBLIOGRAPHY:

2020 Post-Nordic The rise and fall of the
Nordic art scene 1976-2016 Jonas
Ekeberg The Nordic paradox “When
the shit hits the fan” Overgaden
Kobenhavn 1996 Annelie Wallin
“Swedish Harts” page 266-268
ISBN: 978-82-93104-22-3

EXHIBITION TEXTS AND CATALOGUES:
2025 Annelie Wallin artistry, published
in connection with my solo exhibition
in Jakobsberg’s art gallery the 25 of
January 2025
2023 “The Sea, That Surrounds Us”
Bjorkoé Konstnod, Stockholms lans
Bygdegardar ISBN:978-91-988476-0-4
2022 “IDE-IDAG” ID:l Galleri 20-year
Jubilee catalogue
ISBN: 978-91-527-4435-2
2022 Hjarnstorm nr 146-147 Forest
“Fungus Amantes, the mushroom lov-
er” by Annelie Wallin
2021 Liljevalch’s Spring Salon Exhibition
Catalogue ISBN: 978-9186011-46-8
2016 ”ID:1 Galleri” 2002-2016.
ISBN: 978-01-639-1416-4

REVIEWS solo exhibitions in selection:

2024 02.07 Omkonst “Responsiveness
to coexistence” Kristina Maria Mezei

2006 10.21 DN “Sewing as art” Milou
Allerholm

SCHOLARSHIPS in selection:

2024 Langmanska Kulturfonden for a
catalog for the exhibition in
Jakobsberg’s art gallery

2024 Helge Axon Johnsson for a catalog

2024 Swedish Arts Grants Committee
travel grant for international exchange

2022 Swedish Arts Grants Committee
1-ariga Work scholarship

REPRESENTED:

Broby municipality
Jarfalla municipality
Jonkdpings municipality
Norrkdpings municipality
Nynashamns municipality
Solna City

Sundsvalls Art museum
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