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Olafur Eliasson, Eric Ellingsen & Christina Werner

PRESENTING - WORDS-
AS-SCULPTURES TO-

CELEBRATE LOVE

ND How did the Institut fir Raumexperimente
came into existence # Where and when did it start?
Was it an idea that you already had in the back of
your mind for some time, or did it happen by scci-
dent, a coincidence &

©E | think it really came out of an cspiration | had
in developing my studio fo see creativity as a driving
force. As | started to leciure more and more over the
years, | slowly began to realise that the lecturing, the
communication and the involvement in schools and
with students were also an extension of the studio and
the art, So, in a sense, the idea for the schoal came
from thinking cbout different ways of inlegrating a
knowledge-sharing system into the studio. Sometimes
this worked better than others, as we had a flow of
younger artists working here or working as inferns, ond
they were: sometimes very focused and sometimes less
s0. Somefimes we were simply foc busy to allow for the
creative space to evolve, and | would have to push the
studio to such an extent that the slowness needed for
creativity simpty wasn't there. So I'm not trying fo mystity
the studic by saying this; I'm just simply saying it was
an aspiration,

The next thing was that the art school in Berlin, the
Berlin Universiry of the Arts [Universitét der Kiinste ; UdK)
repeatedly approached me, offering me o teaching
position. | hed previously furmed down a number of
other teaching jobs because the travel distance would
have created a huge gap between the life of the studio
and teaching. When the Berlin University of the Aris
asked me, | did not even want to travel across town, |
wanted fc connect the ar-making, the teaching, and the
arworks directly, even thaugh ot the time, | did not have
pedcgegical aims or a curriculum, The idea was that
on a very good day, there would be a sort of- cverall
structure In the studio, where teaching, communicaling,
and making would all-just be seen as one thing and
also very dependent on one ancther.

| think we negotiated with the university for twe and
a halt years, as it wasn't easy fo agree, until we finally
came up with the solution of being both part of the
school and not part of the schoal, at the same fime. This
was mainly related to funding, os the insfitute is support-
ed by a combination of stale money and funding from
the Einstein Foundaticn, a scientific research foundation,

which had a degree of interdisciplinary ambitions i

testing o new school system. This means that the school
probably accepied us os an experiment because we
were funded by an extemnal body and would nof be a
financict burden on the university.

It was alse clear to me that | would only be able
to offer a part of the teaching talent needed to direct
the educational trajectory of our participants. | started
to look around, and | quickly found Christing and Eric.
They were cotually on board before the insfitute staried.
So the course evolved with their cocuthorship from the
beginning, beth in ferms of the "how” of knowledge
production, and also on the structural level of the insti
tute fself,

NE You are a professor at the UdK, but then you
have your class here in your studio. How does that
work in relation to the university program 2

O My jcb at the UK is actually o cenventional
professorship, except that I'm on o fiveyear limited
contract The UdK, lke many institutions, has lifetime
posihons for tenured professors, who in my view need
te be rofated periodically in erder to mainiain o degree
of contemporariness. When | accepted fo feach for only
five years, it was impertant to make the point that you
can start somathing ambitious, end you can also close

something very ambilious.

NE Were there any aspirations and inspirations
aside from the practice of your studio2 When your
experimental school project started and when you
engaged Christina and Eric, did you do some re-
search on past and present educational structures @
Or did you just start to improvise and then saw how
it could grow and evolve 2

OF | had been inferestec in different educational
systems, but | hadn't done in-depth reseaich, as | wank-
ed to develop o system that was based on how we
could potentially maximise the proximity to the studio.
Of course | locked inte ploces like Black Mountain
College and the Bouhaus, and | knew Staedelschule in
Frankfurt quite well and the more experimental class ot
the CCA Kitakyushy, where | also taught, and the fine
art deparment that | costaried with Angela Vettese
at the architecture schocl in Venice, under Marco de
Michelis’ tenure.
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had also been inferested in educationdl syslemns
in another way: to what extent does o museum take
on an educclional component® The museclogical
tradifion in Northern Europe —and in Scandinavia in
particular—has a very clear agende about the universal
right fo have access to creativity. This interest goes back
lo the fact that | was educated in the Danish system,
which was highly influenced by the values of social
democracy, coming oul of the poskwar era.

So | had a genercl awarensss of more or less
utopian schooltype projects. it siruck me, though, hat
despite the great legacy of schools such as Black
Mountain College, their utopian vision had led, to
some extent, fo socially normative idsas, 1o this very
resiricted idea of what is socially productive and what
is socially net productive. And there was This hierarchy
immediately involved within the educationcl system, But
it we disregard the relatively conservefive cult pasition
of the teachers, what is inspiring is that they ectually did
it, that it tock place and this demanded some staming.
And | think that type of stamina is always inspiring.

NB How did you—and maybe this is a question
that goes to all three of you... How did you create a
programme ¢ Were many things planned? Or was
there/is there a lot of improvisation involved 2 Or is
it @ combination of both planning and improvisation,
as well as one of beth the short ferm and long term 2
How did it all get started? Perhaps it's a difficylt
question, because at a certain moment you just have
to start... Did you do brainstorming sessions together
to get all these young people involved, or... 2

OF It's a goed question.

EE Because | wos teaching, | was finishing @
teuching position in Chicago. But | had mer up with
Olafur in the foll. We did video calis. He told me
about this school ideq. | asked him 1o leach o siudio
in Chicago, not realising of course the impossibility of
tnis, because we had some similar ideas that seemad
cligned. We saw eoch other every week, every coupls
of weeks for the course of o few months ; | was also
teaching porttime of the University of Toronto and
then came to Berlin for ien days in January. | mede q
series of syllabuses, which were just Imitations of other
classes they did. | locked at these... The content was
greal, but there was ne reasen to do this in this school.
That's where | started thinking about. . How to come
In with a plan whose plan is not to have o prefixed
plang It's a lot easier 1o say than o do. To know you
want io experiment, but knowing how o experiment is
something different again. You have 1o leamn how fo
experiment, and you have fo learn this inside of doing
. So it is not like something that can be lifted and
plugged into scme ofher place. Not like sewing wings
fo o rat, or something. I's like we are always carrying
handrails around from places we have been in, to try
and profect us in places we are going to. And at first

was sfill bringing classes with a syllabus: “Here's
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a wesk; here’s what you eot; we could do some

experiments..." And then the schoo! siarted. | came as
if it was alieady holfway into the first semester, and the
first semester, of course, was nothing like this at all %
was great.

©E Our confidence in why we were doing it was
very high, but then there was the reality of actually
having to find people whe could come by. It was quite
clear that we could not spend a ot of money fling o
lot of people around the world, so, early on, we simply
hed o invite people who were passing through Belin
anyway. This meant that the first three guest lecturers
were o scientist working with ariificicl intelligence, Luc
Steels, with whom | had worked before; Ute Melg
Baver, whom Christing knew well and who was ot MIT:
and then a dancer from Denmark, Steen Koerner, who
hes a street dance® background and had colloborated
with me in the past.

We approached pecple rather informally. We never
told people that they should come because we were im-
porfart. We always said that we wanted them fo come
because we felt they were important. This is maybe not
tne right way to phrase it, but | just want to say thet our
approgeh fo hospitality was crucial,

When Eric joined, it wos very clear that he was
coming from an American university background, where,
as he just said, he had an entirely different experience.
And Eiic actually had much more experience than |
did, and maybe more than Christing, toc, in terms of
actually teaching actual classes. | immediately scw
the difference between the educational traditions of
America and Furope. We had fo sit down and clarify:
what does 1t mean to be informal @ 1t is stil something
that has a form. In the beginning, we simply divided the
week nio roughly three days of leaching and two days
off, where the participanis could work hard Inferestingly
encugh, this was alieady three fimes as much tecching
as any other classes that the university offered. So what
we took from the American model was the quantity of
teaching. Obviously, we were very ambifious at the
beginning.

€W Yes, and we told the participants who applied,
before they actually started, about the programme’s
involverent. ..

OF We told them directly that, in principle, the pro-
gramme was fo be driven by the works the participants
were interested in doing themsalves : the warks that they
were working on. We made it very clear right from
the beginning—and we still do that with every new
participant—that they are as much arfists now as they
will be when they finish school, and in ten or twenty
years” time. There's not more or less respansibility and
seriousress now than there will be later, They might
be fumbling more, be less precise and more insecure
and so on and so forth, but essentially they are clready
artists. This is not a school for pecple whe want to be-
come arfists ; this is a schoal for artists,




€W | remember that redlly from the beginning, af
thal firsl mesting when Eric inroducad versions of the
curiculum, it was cear: “There is ne curriculum fo
follow.” If was clzar that the curriculum had to develop
and would enly be visible in refrospect. We wers navi-
gating by detecting fields of interest in the participants’
works and their focus. The content production was
oriented fowards a co-production where possiole.

There were a few ideus we knew we'd be interast
ed in exploring and we started fo develop with more
depth. We talked about the “Walks" as a repefitive
experimental formatfand a tocl for experiencing and
cenneciing ‘o the street. |t was more a rough skeich than
a theoretical framework for a methodelogy of getting
started. Alsc very early on, there was o trajectory in
mation of inviting o guest to corinvite additional guests.
For instance, Peter Waeibel returned to the programme
on a somewhat reguiar basis with a number of different
guests, which developed into another form of copro-
duction end corauthorship of content ard “curriculum”
praduction. It was dlso something that evolved. We
inviled him 1o co’nvite a guest and we developed our
programme around and info those encounters.

EE And we could see our changes and what need-
ed to be developed while we were changing, by being
with the same peoole o few fimes over the course of
five years. We could see ourselves betier by seeing him
and the others he brought.

OF ke Oswald Wiener...
¥, .. and Ottc Réssler. .

EE... and he invited Thomas Macho, who eventually
same withuet VWelbiel. There were sven ideas of bring-
ing all-of Hans Ulrick Obrist's interviews and just having
a full archive of his iferviews as our library ..

S The formai became very much about introspec-
tive caitism

EE And about repetition. It allows for an openness,
a vulrerability, a trug spoce. | mean, it you could think
of ¢ course, for instance, as the same person coming
three times or four times over five years, you could put
that together as o kind of medel for a non-premeditated
syllabus, in a strange way. A nonsloppy syllcbus that is
inflected by each encounter. [ think Olafur did this in Ad-
dis Abcba. Olalur visited every few weeks, and would
structure his visits around this pulse of thought that turned
inle a rhythm of talks, And the talks were dlso opan fo
the entire art school and university in Addis Ababa, so
the insfitute turned iself into a kind of inside-out school.
like a glove. And then you can fit the glove from the
left hand onte the right hand by turning yourself inside
out. Things like this. So somehow the relafionships...
Wa've grown this school together from our different re-
lationships. Vith the students being in University for five
years fo pick up a degree, some of them will ke in the

institute from the beginning to the end, as student-artists.

As students, on the cne hand, gefting a degree, and as
arlisls having a practice somehow outside of the Univer
sity, but within the energy and conversations and eriticel
energy of the instiute. And the guests that come over
and over again are also our teachers; the repetition is
really amazing.

With me coming from architecture and from iand-
scope architecture, i¥s responsible for different things.
The stucture, the education, and the discipline. The
school is physically in Olafur's studio, for example. ..
Yet everyone else in Olafur's studie works for Olafur,
and Clafur works for the school. There were these over
laps... While we were sharing the same spaces, o sys
tems of art practice, there were spatial and social and
creative differences between a teaching praciice and
an art production practice, between the arfists in the
school and everyone else that moves through the same
studio system. Differences that are structural, responsible
for different energy, attention, awareness, relations.
The school and the studio share people, and fake peo-
ple’s ime and ctiention in different ways, people like
Christing and Olafur, people overlapping and trying
to wssimilate and exiract themselves at different fimes
with these different systems, and these overlaps are
alse the space of the school. The responsibilities and
desires squeeze the school —cnd studia—into ditferent
forms, like the way that temperature squeszes waler into
dilferent forms, ar the way in which wind flowing over o
hill bumps the pressure systems into crystallising weather
into differen! walers. So the school and the crfists in the
school each semester, and the studic itself, and let’s
say the city, too, all pressure us in different ways that
overlap without neatly resolving correspondences.-

OF You know, there is a kind of naivetd that is full of
energy. Because when you're naive, you can tcke huge
steps in unconsidered, clumsy ways. Although | de think
we've done a few things very precisely : we insisted that
the “making of” must always be seen before the film,
or whatever was being mede. Christina and Eric led
a “making of" filn course. | don't know if you then also
watched the actual films.

EE No. It fipped the usual way of locking ot what o
film means, to lock at the relation of how it is made to
all the siructural consideraticns, like budgets and tools
and emolions and tensions ; how the politics of a place
affects the film's shoofing, rather thon ifs story; tricks
to pull things off; o way of working within sometimes
painful and unsupportive reclifies.

OF And | think it allowed for a different kind of riti-
cality. It was an introspective type of working that was
not didaclically safe, but opened cenversctions on how
and why you make something and how all the whys
and hows meet the world. Inside of how, you have to
aultivate enough why, so that when people are involved
in a oroject, o work, a collective endeavour, they both
svaluate whot they are doing and also maintain the



e

vibrant feeling of what they're doing, to let the world in-
tensify the quality of why they are doing it- We did not
cultivate a dogmatic crificism, where why is more con-
ventionally taught as @ deconstructive nofion. Instead,
the why has to be in the action itself. It has to be visible.

This kind of class was also created as a way of
inviting people. Ve often invited people to the insfitufe
who ask why inside of what they do. People like Steen
Koemer, the anti-gravity dancer. He talked about mak-
ing physicality explicit through your body, showing, for
example, that you are working in the fradition of mime,
like Marcel Marceau... To show the cantext is also
about insisting upes its existence. Whereas traditional
choreographers; like Bruno Vandelli, are always about
being weightless, Steen actually performed a kind of
critique. Steen explained his dance coniextually. The
narrative in his performance was the context. That con-
text might be very didactic of theoretical or whatever,
but still it created an identification pattern, where you
can say: "l identify with what you are doing”.

W |t clso has to do with informality and the oppor
tunities that are tied to this informality ; the opportunity
for uncertainty... We deliberately invite the guess 1o
present and say things in a way that is different from
what they would normally do. The way we phrased the
invitations aimed fo make them comfortable enough fo
allow for this uncertainty, 1o fry something else, some-
thing unexpected. Then frying fo extend this feeling of
being in a group where you can show vulnerability and
trust the communclity was important.

The format of the "making ofs”, which alternated
with reading praciices, a way of starting with a student
picking something and then Eric and | responding with
another suggestion, was really important for building
up this atmosphere for discussion, or rather for an ex
change. The "making ofs" helped by virtue of them not
having 1o falk about their own work. There was no need
to defend themselves in reaction to criicism. Instead,
everyone could exchange thoughts and opinions about
the infentions of someone who wanted fo say some-
thing — by making a film. So through the diferent media
or genres, we could talk indirectly to the artists in the
school about making their own arf, and about infentions
and decisions. And the reading pracfices were structur-
ally similar: a participant chose something that he of
she found inspiring. Something they just read, something
they wanted to present and discuss, and our second fext
is a response, fo parallel and accompany their choice,
a crossteading. We could say: “If you're interested in
this, maybe this is something else for you and for the
group to encounter.” We contextualised and searched
for common grounds and new directions. And we
would fake this from week fo week. It spiralled —with
some guidance —but in ways that were unforeseeable
at the same time.

Similar dynamics grew out of Otio Réssler's engage-
ment. He was invited by Peter Weibe! the first time he
visited the institute, and then the participants invited

Risssler over and over again, because i spoke to their

inferests and inspiration. This really evolved out of a
situation of mutual trust and interest.

EE For sure. You have to be vulnerable. I mean you
can be wulnercble in a way that doesn't make you
defensive, but which opens up an honesty in a way.
Teaching and leaming is @ frust spoce. Everyone is
exposing themself ; no one can stand outside of it. That
outside is a fake peripheral view some place on the
perimeter of the non-vulnerable is where professors usu-
ally profess from. But we didn't want to put ourselves in
the centre or the circumference, we wanied to move and
be moved with the experiment we were in and the ex
periment we were conducting together. This happened
with some of Olafur's teaching, | think. The first two
years we falked about demystification of the artist of the
artist's career, and sfill it took a while for the artists in the
insfitute to become comfortable with talking with Olafur
about what they were inferested in, in @ way they were
comfortable discussing it, the questions and inspirations
that were driving them. If's hard to want fo impress and
find approval and to find your own way, and not simply
imitate or confirm or repeat, and fo be able to disagree
with someone where there is © felt difference in struc
tural power, or experience, of practice. To be able to
say: | disagree, and | think something different, while
sfill saying that | respect the spacesof being able to say
that | disagree and that | think something different. If's
hard fo trust that space and it s something that is built
fogether. It has 1o be culiivated. Sa it's sill, | mean, like
a dancer, like a ballet, as Jonathan Burrows says, if
is that repetition that builds up o kind of patterning of
experience and skill, @ thythm of awareness and ability.
In that repefition, litle changes can become incredibly
significant, kicking a known thing info an unknown orbit
and in that unknown you become @ something else. You
are sfill the thing you started as, the arfist, the school...
Because the uncertainty, which Christina was just talking
about, s restructured into the experiment rather than
being filtered out of the experiment.

OF That's why it's inferesting fo close the school,
because we have started to develop a known form.
We are on the brink of becoming good at what we
are doing, although we're not quite there yet. And this is
maybe also a sign that our naiveé is still alive.

Thioughout those ten  semesters, the skill-sharing
between myself, Chrisiing, and Eric created a very
robust frame of reference. Christina’s network— her relo-
fionship to people like you, Nico—and the knowledge
she brings from a more political and cultural studies
background and her communication skills... She has
a sensitivity that few people have, and that sensifivity
< based on critical thinking and evolves around her
network of arfists, curators and thinkers. And this is @
very inferesfing combination, which has turned out to
be incredibly important for the school, as it is a special
talent, one of sharing and reflecting.

And the same goes for Eric; Eric's background is
both in landscape architecture and architecture, and he



is @ person who acfively translates what he does info
who he is: he is what he does, or how he does what
he does. But then on top of that, Eric, you are obsessed
with language and the shape of language and words
and poetry and the breathing of poetry, the body of
words, 1o the extent of the words being almost physical,
and the sculpture as a work of sculpturing, and so
on. And there’s the fact of Eric speaking English and
Christina speaking German and | have a third language
that's my mother tongue.

But when Saral Maharaj came in, thanks fo
Christina’s relationship with him from prior projects, he
presented 1o us the idea of stickiness, which is a longer
story, a story whose grains of rice, | think, are already
in some of the overlaps we have had together with you,
Nico, during your Sticky Rice workshop in the school.
Just to say briefly : the way Peter Weibel brought in
Otio Rossler is an example of the principle of Sticky
Rice, which is this kind of informal formality. That's the
glue. The stickiness. lt's a system, but it stays informal.
s not informal in ferms of being anarchic, or in a dis
wptive sense. It also creates the possibility for itself to
be sticky in a vibrant situation. This is Sarat's obsession
with poetry, for example, where even the pronunciation
of a word becomes part of the poefic momentum. There
is a polifics of pronunciation. So his presence became a
very hedlthy, let's say, mechanics of knowledge produc-
tion. And very non-dogmatic.

EE | think Sarat was the first person that articulated
so clearly that what is unique about the school is that
the curriculum comes later. | was trying out a little ex-
periment in the “Sticky Rice” workshop where we would
build syllabuses together and he said, no, that's not so
inferesting really. And then he said that's actually where
you as a school are inferesting, because you do not sit
and build things like @ syllabus before doing i

ND How does it get perceived by the UdK, of
which you are a part? Are parts of your programme
leaking info their system, or not at all 2

OF No, the informal relationship with the UdK has
come through the participants, the students, whose
friends visited us and, after the first semesters, came in
increasing numbers. They actually started to accept us
because we have this open-door policy. We actively
ified fo present ourselves as not being about inclw-
sion—exclusion. But the university itself has shown little
interest in us. Or, to be more clear, it's not that the Berlin
University of the Arts is nof interested in us; it's just that
they are neutral.

ND And the influence towards your studio 2

OF That's a long chapter. | think there were a
number of things that | had nof thought through when
the school sarted. It's imporiant o be very honest
about this. | thought that the students would become co-

producers of creativity in the studio to o greater extent.

| was mistaken. The responsibility | have towards the

siudents does not allow for a master-siudent relationship.

The reason | did the school was precisely fo gef
away from this traditional hierarchy. Very soon affer
starfing the school, | made a clear statement about the
separation between the two. Having worked so hard
fo get this department of the school, the institute, in the
same building as my studio, it was almost a paradox
for me to say: “Of course the sfudents cannot work
for me." Instead, we then actively worked to allow for
siudio/school overlaps, and the kitchen became the
meefing place .. So the lunch break became important
as a social space.

But the fruth is that the siudio has also been going
through @ phase of professionalisation, and this means
that the studio has become this highly efficient machine,
incredibly focused and obsessed with the success of
what i's doing. I'm very happy about this, but | also see
the problems this creates with regards fo the open-end-
edness of creativity.

But it has cerlainly meant that the students who come
down fo the studio get a shock. Because the brutality
of the studio’s efficiency makes the students immediately
feel incredibly inefficient themselves. And | did not want
this 1o happen ; | had hoped fo create space for the stu-
dents in my studio in a less clumsy way. | don't want to
ruin their dream about what a big studio is. | want them
io come in and believe that one day they too will have
a studio—not necessarily one like mine, but their own
studio, and it will be full of dreams. But | can be very
honest and say : “There are plenty of days in my studio
when there's no dreaming at all” | have practical prob-
lems, but | also have problems with my dreams. And the
two are closely related when it comes fo demystifying
the relation between studio, school and life.

EE Over the course of this time, you are the scale
of your pragtice. Olafur didn’t know exactly where it
would go, but as Olafur's studio grew in scale. Olafur
shifted @ fot more info the position of @ teaching dean in
the school. For example, Olafur comes in and the three
of us set up a trajeciory for o semester that fills up as
we go. | mean we place a few iskands in front of us as
possibilities to anchor fo. | think from the poinf of view
of Christina and myself, we became a bit of a curatorial
team as well, curating Olafur back into a dean of the
litle daily details of school as well. Making sure he
stays in on some of the little things. The litfleness matters.

Organising the school also started to compete with
the school and the studio for Olafur's time. In reality,
Christina ends up taking on a lof of the responsibilifies
within the institute’s negotiation structure. So on the one
hand, Chrisfina is negofiating between the UdK and the
insfitute and. on the other hand, between the institute
and the studio. So these are two different systems with
different forces and AC/DC currents... | mean, this is
more “making of” details now, but these are positions
with real forces and needs, which constrain fime and af
fention and energy. They help shape which overlaps are
possible ; they help fo limit the field of potentials inside




an infinite variety of possible forms the school could
iake. An hour of teaching is not the same as an hour
of making decisions in a meeting, though a lot of pro-
fessors with practices treat those hours the same. | don't
think attention works that way in teaching. If's harder to
focus than a laser beam efficiency. It's not like a light
switch. Attention has fo take the fime to get to know the
particular ecology of forces in the institute ; it Is like @
cat clawing ifs way into position. And the arfists in the
institute, and these overlaps of inferests and needs and
ideas, are always shifiing. To say that dreams have to
be short and happen quickly in a school because there
is @ lot of non-dream ferritory in the studio space doesn’t
make it work that way. And while Olafur's studio might
be speeding up, this is not the same as in the school,
where sometimes we have to slow down a lot, where
we have to bring slow-motion dancers like Steen into
the school so we can learn how to be slower.

How this all works in the school is really interesfing
because we don't falk about it so much, but it shapes
a lot of what we are because it shapes a lot of how
we can work fogether... | mean, for Chrisfina fo have
fo negofiate as hard with Olafur’s schedule as with @
school budget, and for there to be five or six feams of
fiffeen people or so, each of whom want and need thot
hour or two with Olafur, and Christina has to go in and
say: "Look, we've got fo drive into the UdK, and Olafur
has got to go ond wait fortyfive minutes for a review
to start, which will of course not start on fime, and so
we need four hours of a day in a week where Olafur is
in Berlin for two days and not again for two weeks..."
That is not an easy, or dream negotiation. Because if's
important to spend time with an artist in the school who
hinks folding a paper can change the world, even as
Olafur is frying fo fold a geomeiry of the Opera house
in Reykjavik. That's an amazing sort of negotiation,
which wasn't the same five years ago.

And this is also why we had to close affer five years.
This is the five years coming at us. We talk like this in
the school all the time. Olafur will say something like,
stand from @ point in the future and look back to where
you are now, and change now. Or, there’s a writer like
Charles Bernstein, who says: "You are nof going info
the train sfation. The siation is coming fo you.” So we
feel this, and it pressures us, and we have fo structure
experiments within these backwards times and forward
terms, we feel we have fo... we are closing but nof

closing...
OF It's true.

©W What is also inferesting in this process of
growing both the size of the institute and the studio
is thal we've gone through different phases of
demystification. There have been several ways of
doing this actively : fours of the studio, presenting works
in process in the studio’s workshops to the school, or
show-casing the process of exhibition-making —for
example,  with Daniel Bimbaum—and  discussing

curatorial questions in front of and with the parficipants.

[

In that sense the demystification has always been part
of how we have talked about being where we are.
They experience artistic practice as an integral part of
everyday live. They are part of an everyday sfructure
of an artist's siudio as much as they are exposed fo the
university's structure. They go back and forth, connecting
both places through the city, connecfing the city and
ihe sireet Tisell, since we actively include the street and
city and our surrounding reclity in programming the
"Walks", events af Tempelhof's former landing field,
or extending part of the marathon events info the city,
collaborating with the local theatre, having grantees
from diverse backgrounds such as politics, law, dance,
choreography, philosophy, efc. Even if we're not always
happy with how we demysiify the connection fo the
studio through all those different phases, it is a very
important experience that will stick.

ND It is important not to leave your practice at

home when you are teaching.

EE We're also exposing our participants to Olafur's
pracfice by merely coming in and out of the school, by
walking up the steps.

©W This even connects infor all the institutional
collaborations we set into motion. How does a theatre
production work 2 What are the methods and tools of
other areas of expertise, in natural science, in dance ;
how do you produce knowledge in cultural institutions,
in an art school in Addis Ababa, on excursions and

road-rips...

OF And not just in culture—also in science. There
are so many more points fo this. You'e perfectly right,
Chrisfina. Because we're in it the whole time, we' tend
fo forget. When | go to another school, | reclise: My
God, there's a degree of arogance or hierarchy. They
address the professor as “Herr Professor”. Maybe this is
a German practice. Essentially, | ry to make my studio
hospitable 1o the students. I've always had an open
studio to a cerfain extent, made my studio ransparent to
the outside world. I've insisted upon sharing everything,
even the bigger questions, such as: “To what degree
does authorship actually enfer my space?”, and "To
what degree are the people who work in the studio
also given credit for what they're doing 2" | iry to show
the successes and the failures.

There have been a number of productive elements
in this. People who pass by the studio, great resources
of knowledge, also visit the insfitute, like when Helmut
Friedel who is a specialist in expressionism, just
dropped by upstairs and shared his thoughts for ten
minutes. SANAA architects Ryve Nishizawa and Ka-
zuyo Sejima were here talking and eafing with us, and
then Eric asked them if they knew what the 21# Century
Museum of Conlemporary Art in Kanazawa smells like
because we had visited the museum o year before, and
also because we had just completed a "Smell walk” in
Berlin with Alice Waters, who also came fo the school
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because she visits the studio somefimes. SAANA just
came up fo the school and contiibuied with a few
sentences and then left again in an informal way. So
we have a flow of people like this, where the students
are exposed fo the world and the world exposed to the
students in this very productive and very pragmatic way.

EE What | dlso think is good about this... It's like
what Francisco Varela says; you can't separate what
you know from what you do to know if. So how do we
separate art from an art practice @ How do we feel the
politics of public space from walking down @ sidewalk
This feeling of the systems organising the spaces around
us can be an art practice. And it can help shape a way
of teaching. It's the relationships, it's the bringing the
people in, which develops the language of doing and
at the same fime the language to arficulate the doing.

Why do we pick Ethiopia as o place fo toke @
German. education experiment® When we went fo
Ethiopia with the school for ten weeks, we also chose
Fthiopia because Olafur has had ¢ relationship there for
eight fo fen years. So now we ask how do we represent
that frip, not s something we did, but as something
we are still doing @ These are sticky relationships. We
stick fogether. How do we sfill sfick together What is
the practice of stickiness ¢ In Addis Ababa, we lived
together as an institute in a compound, and we learned
fogether in a kind of satellite space, on an empfy floor
in the Alle School of Fine Art and Design at the Universi-
ty of Addis Ababa. The stickiness of that school and city
are different from what holds ours together, but how and
where and why ¢

So some of these struciural reasons are what we ex:
pose our participants fo, whether it is why we go fo Ethi-
opia fogether, or walk through Berlin being led in the
directions of the smells. Most of the forces of Olafur's
practice are just too far away from the students’ prac-
fices to feel. We see the shapes and forms produced,
but to see the complexity of the stickiness is for the most
part way far away from the forces organising their
own art practices. Again, it's like haha in landscape
architecture : the figer is standing right by the window;
you see how close it is, but it is actually separated from
getiing there by a deep depression.

OF You think s0@

EE Sure. Well, | can speak from.my own prectice.
We may align in a space of idegs in the room at ey
parficular fime, agree on something's responsibilities
fo the world, or maybe why we are inspired by how
something is materialised... And faen | twist @ 100-me-
fer rope info a knof, and you design a 100-mefer
bridge into a city. | can get the ideas, which organise
and generate your bridge, for example, but in order to
understand the intricacies of how that bridge forms also
requires having a certain amount of bridge-scale work
experience. There are artists in our school that have only
been in group exhibitions, and somefimes only the exhi-
bitions we have organised. There are others who have

been in the befterknown biennales. When a Weibel or

Maharaj visits the school, the energy of that confent has
o be able to plug into all the different scales of practice
in the room. The same thing has 1o be relevant in many
different ways. | mean, we can all meet in questions
and ideas and feelings and philosophies, but any doing
increases knowing what to ask. | mean, | think one of
your best works is how you practice, allowing these
things to meet in a place, today we call it o school,
tomorrow, who knows 2 The practice also depends on
the production...

W Pracice and produciion are important keywords
and not just in relation to scale—comparing square
mefres of @ workshop, team size and logistic support,
number and budgets. Artistic practice, both in commu-
nication and actual production, could be exercised on
different scales throughout the semesters.

This also happened while living and working in
Addis Ababa, Ethiopia. As the confext changed, the
thinking and doing changed, and the very practice of
the participants’ art had to change af the same time.
We were all confronted with different expectations of
what art is, as we always are, whether in Berlin or
Ethiopia : how art should be presented, what it means,
what it touches, what it may move.

One way o touch upon this is how the insfitute par-
ficipated in events like the Addis Ababa Foto Fest and
Jan Meda. We were invited fo take part in this inferna-
tional photo exhibition, that had @ stronger conventional
framework and we hosted another exhibition, which
was called Jan Meda— GroBes Feld. There were instal-
lations and performances, and there were also public
ialks from people like Molly Nesbit, a poetry night and
film programmes, a festival out in the open field. The
exhibifion we hosted was not exactly just an exhibifion,
but it was our practice of learning and living together;
it was exercising and producing redlity at once. It was
interesfing to listen to the very different ways in which
each of the artists in the school talks about their experi-
ence and about these two exhibitions —facing expecta-
tions of what an exhibition is supposed to be—and to
be able to relate fo those expectations while the place
changes and the work changes and the idea evolves,
and how this meets in different ways of expressing them-
selves, of making art, and of living together. Many of
the ideas and experiments that were realised formed the
energy of the Jan Meda experience, nof from the goal
of producing an exhibition format, but from the urge 1o
shate o pracfice, almost like sharing a language. The
picctice—the Umsetzung—that's how we communicat-
ed. the “hows’ of seeing a glimpse of the reclity we
all share and how we invest ourselves in it. Without
the growth of the exhibition formats that we nourished,
we would have missed an opportunity to communicate
via our practice. We would not have been exposed fo
the local reactions, opfions, doubts and excitement to
enhance the dialogues. Those exhibition formats were a
confinuation of everyone's practice and work, crystallis-

ing and catalysing experiences.




And for this book, and when making @ photo essay
of our trip to Addis Ababa, it will be a different sfory
again, every time. A different story from the one | just
gave, or what Olafur sald, or the story experienced by
any of the artists in our school, or any of the artists in
Addis Ababa, or Molly, who came back o Berlin after
sharing experiences- in Addis Ababa, and let us falk

about it again...

EE It will be a sfory that happens, not one that
has happened. And so we couple together with these
different systems, to also see how we do these ideas
and languages, in terms of these other places, not just
something on the east coast of Alfrica.

We're frying fo do this kind of everywhere, this
artpracticing. These people are coming in, maybe to
see Olafur, maybe because one of us knows them from
before, whatever... They come through here and then
we go out of our past and these things they all spin
fogether now info @ way that starts fo become a form
one day, something driving another form the next time,

an energy changing something from before.

NB For example, the project in Addis Ababa, is
that a new step? Because | felt when | was there,
even though | was there for a very short time, it's a
way of experimenting or maybe experiencing how
to bring many of the ideas that developed here over
the years at the Institut for Raumexperimente, to other
places... to implement it elsewhere. | mean, to con-
tinue it, but...

OF | would not say it's a new step. | would say it's
a relafively robust version of the steps that we've been
taking all along. We did the same thing we did before
and will continue to do afterwards. But, interestingly,
a lot of the condifions were different. tf was also very
different when we did something similar in Brazil. It is
also very different fo do something on a very short frip
somewhere else, and so on and so forth.

EE And in Berlin Tempelhof, rather than in Berlin,
couched at home in your studio. ..

OE ... and in Zurich, which was also very important.
The project in Addis Ababa was not about going out
of where we are, going from the inside fo the outside.
We were just going ! We were just confinuing on the
inside. Another point was very much to make inexplic:
itly very explicit that we were not going there to ‘give”
something !

EE We're on an arf mission.
OF On the one hand, but fo give something fo the

people there was absolutely not the idea. In fact, we
were there fo fake, to use a line of thought taken from

Christoph Schlingensief. We try nof to underestimate the

?—

realifies of the global north and south and the inequality
in the distribution of wealth. It was highly complex, of
course, which made it even more robust, because every
give or fake was robust and strong.

We are seeing, in the times and places in which we
now live, a kind of new confidence and creativity in art,
but we are dlso seeing the opposite : there is also a lack
of confidence, increasing objectification and marketing,
where art and the economy are merging o the extent
of taking away the great potential of creativity. That is
a big discussion, and | am nof necessarily the perfect
person fo verbalise it. | can see it to some extent, and |
can also see that I'm a part of i, because my pracfice
is right there in the middle of that whole complex field.
| think that ! try to balance if out, and | feel the respon-
sibility of arficulating to a young person how incredibly
serious art is when it comes fo not making the same
mistakes that | made.

You have o encourage the students to believe in
their own works of arf fo such an-extent that they can
actually change the world with their works of art. That
change might not be a very quantificble one,.and it
might or might not be a qualifative ona. It requires a
whole other way of measuring.

And this is where | think we have to becoms a little
more utopian. The utopian aspect here lies inchaving
confidence that our actions have effects. We started
out with infrospection, but | think we have evolved
towards "outrospection”. In our arfistic practices, we
find the critical components in the relafionship to what
is outside our pracfices. The why is not fo be seen in
the conventional critical approach, but in a more socidl,
scientific approach, where we actually test the works on
the street, fest them in reality.

So the insiitute actually ended up becoming more
extroverted and spatial than we thought it would in the
beginning. We ask ourselves - "Does what we do have
a new sensifivity to, or confidence in the poTenHul for
art to coproduce reality 2" This might be utopian, buf
art is a co-producer of reality, and a very vibrant or
strong and relevant one af that. It is @ currency that is
becoming more and more valuable, simply because el
the ofher economies that produce redlity are deferiorat
ing. This is something that | am particularly inferested
in how we are becoming more utopian, not because
we are becoming more disconnected or abstract, but
because reality is simply deferiorating. Although we are
becoming more insular, within that bubble, there is oc-
casionally a vibrating interconnectivity with the world ;
there's something really important going on when it
comes 1o what an art school produces in today’s soci-
ety, compared to other schools and other systems and
other reality production machines.

Inferesfingly, when we close the school, we will
now how o make a school, and not before. This is a
beautiful thought because we were students too, and
the students were also teachers. Because they are so
much more sensitive about what's going on—in this




case, in Berlin. | learned a lot about myself and about

ofhers from the students, and also from their art. They
were the teachers or the protagonists, and | became @
student.

This is why | love it when Molly Nesbit speaks.
She's so aware of the unprediciability of the other. Who
knows if there's a revolutionary writer in the audience
She does not exclude that. She rather walks in and
teaches and takes everything in. This is about con-
fidence, right2 This is really about the idea that there
is something and it is worthwhile and let's just be very
careful that we don't miss it. | think these things seep
through fo the students, even though they look at her
and they might wonder: “What is she talking about
But the confidence is clear.

That's why the street is imporiant, and public space
is important ; architecture is important, landscape archi-
tecture is important, social sciences are important, com-
parative sciences are important. . But robofic sciences
are also important, artificial intelligence is important...
You know, disregarding the curatorial, the museum and
so on... And dancers are important, sfreet dancers,
stroet activists, all these things. It all ties together in this
idea of bonding with reality production. Therefore, if's
maybe fair to say, we have not had a very theorefical
class. It has been...

EE When you loak at.... the way Molly was talking
about her responsibility @s teaching art history, it's a
"doing’ theory again. It's in the doing of...

OF That's the poini, yes: If's presenting theory as
activism.

EE Yes.

OF It's presenting words as sculptures 1o celebrate
love, and it shows that words are acfive and.

ND Performative.

OF I'm really opfimistic when it comes to evaluating
the five years. Because, as | said before, | really think
that arfists are the future. Creativity is going fo be the

most valuable thing.




Nico Dockx see page 8.

Olafur Eliasson (horn 1907) ixan artist living and working in Copenhagen and Berlin. His work spans from installatipn and

senlpture to |>|mln"mphy and film and has been exhibited worldwide in institutions such as MoMA. Tate Modern, and the Ve

Biennale. Established in 1995, his Berlin studio today mlmlwh about 80 craltsmen, architects, and art historians. In Apgil 2ot

as a professor at the Berlin University of the Arts, Olalur ln]mssnn [ounded the Tostitut fiir Raumexperimente { Institute |<§r Spafial
Experiments). a five-year-long arts ¢ .ducational research project. summrtu(l by the Einstein Foundation Berlin. The m’.gm,?te was
housed in the same building as Studio Olalur Eliasson. so that sc Tool and studio would mutually benelit [rom th«'i}‘*rr/'s]n tive
activities, and the institute expanded the university into the hroader city of Be r|1u In 2012, together with ¢ n"lmu r Frederik Ottesen.

Fliasson developed Little Sun.a glulyal project and social business that prm]u( esand distributes solar lqmyﬁ 11) houscholds where

electricity is searce or unav ailable. /

¢ Ellingsen (horn 1972) uses bio spacesto squat bio poems. 4

CH

S OPERATIONS #2 ROUTINES KNOT RITL ALS Vs
say INTHE END END IN-ENDED GOT over and over again until you ~l‘1rt {0 hear other words and then start sa.i)\iu;; the other words

vou hear over and over and keep going until you arrive in a sense whene you started.

s
s

o the Institut [ir Raumexperimente since its inception in 2009, Her workat

Christina Werner (born 1975) has heen co-directing

the Tnstitut fiir Raumexperimente vmphawiy«*d not onlyan interest in building pmgrumnmlir links hetween art and other disciplines

hut a comprehensive approach to curating the institutes wide-ranging program of artistie practice and research @ workshops.

exhibitions and publications: food=related formats @ perception experiments: ¢ ontemplative exere ises : feld trips: institutional

collaborations and collaborative initiatives 2 as well as an unobtrusive guidance in choreographing and lacilitating an

open environment for communication and art and knowledge production.

The Institut (ir Raumexperimente (Institute for Spatial Experiments) was a five-year educational research project led by artist
Olafur Eliasson in affiliation with the College of Tine Arts at the Berlin University of the Arts { UdK). One of the central tenets
in the methodology of the [nstitut fiir Raumesperimente was {0 curate learning situations of uneertain certainty. These teaching

experiments allowed unespeeted ideas and energies to emerge from within the unigque micro-ceologies of collaborations with

international guests. practitioners. ccientists, and institutions participating across a broad spectrum ol diflferent disciplines.
By cultivating engagement among divergent ficlds of theory and practice. the program created an atmosphere of (‘\pr*ri|1]0ntuliun that

challenged the norms by which we Jearn how to learn and. consequently. unfolded its curriculum in retrospect.

Christinag Werner carned a degree in Cultural Studies at the Universities of Hildesheim and Tiihingen and completed a postgraduate
program in € ritical Studies at the Lund U niversity/Malmd Art Academy. Sweden. During 200709, she was curator for visual arts

at the Cultural Committee of German Industries. and its artist award and exhibition series ars viva®. Previously. she was director of

the gallery Wohn maschine. Berlin and co-curated various exhibition projects at the nGhK. Berlin. She has served as assistant to the
artistic direetor of Documental L. Kassel, in 2002, worked as a rescarce I assistant at the Institute of Contemporary Arts at the Academy

of Fine Arts Vienna. and freclanced at the Heinrich Ball Foundation. Berlin and ifa. Stuttgart.
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Institut fiir Raumexperimente
graphical concept By Jan Mast

In April 2009, as a professor at the Berlin University
of the Arts (UdK), artist Olafur Eliasson founded the
Insfitut fir Raumexperimente {Insfitute for Spatial Exper
iments ) fogether with his team of colleagues Christina
Werner and Eric Ellingsen. For five years, the insfitut for
Raumexperimente affiliated to the College of Fine Ars
at the Berlin University of the Arts as been an arts edu-
cational research project, supported by the Senate O
fice of Education, Sdience and Research of the State of
Berlin in the context of its Program of Excellence as well
as by the Einstein Foundation Berlin. The insfitute was
housed in the same ‘building as Studio Olafur Eliasson,
so that school and studio would mutually benefit from
their respective activities, and the institute expanded the
university info the broader city of Berlin.

One of the central tenets in the methodology of the
Institut fir Roumexperimente was fo curate ieorni;\g situa-
tions of uncertain cerfainty. These teaching experiments
allow unexpected and surprising ideas and energies
fo emerge from within the unique microecologies
of international guests, practitioners, educators and
scienfists participating across ‘an expanse of different
disciplines. Collaborations with international universities
and different institutions were central fo these education
experiments. Through the past ten semesters, the insfifuie
has developed projects in collaboration with university
departments from the:ETH in Zurich, Harvard University.
Sciences Po in Paris and the University of Addis Ababa
in Ethiopia.

Following an introductory phase over the course of
three semesters, in the fall of 2012, the Institut for Raum-
experimente spent fen weeks in Addis Ababa building
relationships,  educational collaborations, and  art
co-productions. Hosted by and in cooperation with the
Alle School of Fine Arts and Design at the Addis Ababa
University plenty of local collaborations and surprising
arfistic ventures formed and an art festival emerged out
of this collaborative effort.




= LT Al k.



















L

e
. 'a
- s
- -
e
T am g Y
1 9 L

.,
’ -
q i . g
e : .
T
S ¥
* | -

.l'|'.
= T o Y L e :_. -
s L T . e, e
Y B o T A e et e P
" -|.'|lr K= ' - - l-.‘ . By ————
s __4_,._._;;; &
e 2l

; Ul s R, Gy
._- X -_- e -‘1‘"-#--\. iy
s e T - "Ir..t---’ e g A
ks Y ._.T“""' -:.--r' .--"v-r"-ﬁ" " J:“y .
B MR ; o4

" ‘;“"_f..ﬂ‘h‘ =

Fo e " 7
e - ™ A W
o
H | i T N '-!:'- s
oyt g e e e
- k- 4 g R - . ] - -
e S i et . e -
"'11\. 1 - » i w {_‘ * (=i, 1 ; I-..
- A i _
| B L SR Y
5 - - & - U i
; i ;
1 [ 1 =
1 - -t
g ¥
L]
-
—I..':'-‘_l
. :""-‘:i :I_' e
L
MR et i 5










E ]
i T .
! e e
— | LY W S
o) e =
", N
' II“'.III‘:
= -t i .
s .
'l_l.';:lj.l.-l_‘- |y -
o
i
j—
i
e
Pt
g
e e e iy
= 1k
H
- %
e
b -













lj i
f L]










“lw | '1" - - :-'I . -t
v > ]
: ' {
] -
— - 1 i
'r I ] 1 ‘ I










87

Photographs
Nico Dockx & Institut fiir Raumexperimente Archives.

Contributors

Addis Taem Band, Frezer Ademasu, AEAEAEAE,
Malte Bartsch, Markus Hoffmann, Julius von Bismarck,
Rune Bosse, Robel Temesgen, Medin Carter, Julian
Charriére, leon Eixenberger, Olafur Eliasson, Eric EF
lingsen, Tomas Espinosa, Henok Getachew, Tomrat Ge-
zahegne, Andreas Greiner, Rike Horb, Clara Jo, Mihret
Kebede, Felix Kiessling, Fabian Knecht, HonsHenning
Korb, Norgard Kroger, Robert Lippok, Abebaw Me-
laku, Demissew Mersha, Felix Meyer, Simen Museus,
Molly Nesbit, tynn Peemoeller, Vinzenz Reinecke, Nina
Schuiki, Misrak Terefe, Tadele Tewodros, Alkistis Thomi-
dou, Raul Walch, Jonas Wendelin, Christina Werner,

Euan Williams, Helen Zeru.

Choreography
Christina Werner and Eric Ellingsen.

Special Thanks
Olafur Fliasson and the Alle Schoo! of Fine Arts and
Design, Addis Ababa University






