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Art in Common(s) - Understanding Art and Communality 

Experiences of art are mostly something we have together: we gather for the live 
moments of music and performative art, we mingle around exhibited objects at art 
venues in public and semi-public spaces, we embrace the togetherness in the dark of 
the cinema theatre, and even literature, the solitary nature of reading notwithstanding, 
is a matter of sharing imaginaries, which is probably why we have in turn always been 
so sociable about literature in an ongoing and ubiquitous conversation at dinner tables 
and conferences, in journals and reading circles. Our goings about art are communal, 
and encountering artworks is a particular modality of being together with other people. 
Moreover, the social encounters that take place around art often also delineate common 
spaces, zones of togetherness, or zones of opposition, but always zones that differ 
from other social spaces. The mere existence of art, and all the different uses of art, 
instigate social relations and social forms with a potential import also beyond the 
traditional realm of art. 

Easy as it is to recognize this imbrication of sociality and art—in so many guises, and in 
countless instantiations—it has never been a core piece in modern theories of art. 
Aesthetic experience has been described, analyzed, and investigated with a stern focus 
on the relation between the artwork and the beholder, between the sensuous form and 
the sensitive appreciation. Much less attention has been given to the collective 
experience, and the experience of togetherness, at play in the uses of art. This one-
sidedness is itself a historical legacy of modern art. According to Arnold Hauser, the 
mode of existence of artworks underwent a radical change throughout the eighteenth 
century from being objects commissioned by authorities to being commodities brought 
to the marketplace and offered to anonymous buyers. Under absolutism, art was 
predominantly representative, celebrating sovereign and clerical powers in place, 
whereas in the new bourgeois context, the understanding of art came to focus less on 
its representative function and more on its aesthetic function. Hence, the modern 
understanding of artworks came to focus particularly on the qualities of the artworks 
themselves and the ways in which they are appreciated by their users, especially in 
Europe, whereas other cultures, where the emphasis was put on collectivism rather than 
individualism, display various and different trajectories of how art was, and still is, 
experienced ‘communally’. 

In Europe, the privatization of art experience was accompanied by the emergence of a 
new public discursive space where the experience of art could be made into a matter of 
common concern, as described half a century ago by Jürgen Habermas. The modern 
mode of existence of artworks, then, is twofold: art is a commodity to be delectated 
(and fetishized, of course, as per Marx’s insight in the commodity form), and art is a 
matter of public concern. The traditional focus on the artwork as a source of individual 
experiences mirrors its role as a commodity that can be purchased in the marketplace 
and appreciated by a consumer, and today, as highlighted by Chantal Mouffe, we 
increasingly experience how the framing of art as a commodity is also affecting the 
cultural production of critical art. The focus on the artwork as a meeting place for an 
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interested forum, on the other hand, highlights the way in which art actively 
participates in organizing commons and communities within the public sphere. 

The ESSCS 2021 is dedicated to this other side of art. What is the nature of aesthetic 
experience, when it is no longer considered as an address to me and to my sensation, 
but to us and to our common sensibility? What kinds of publics are being instigated by 
different artworks? What is public in the first place, and how do publics emerge around 
publications, concerts, exhibitions, performances? Which forms of the political agency 
come with the public nature of art? How do publics and counter publics in and around 
the arts include or exclude certain forms of communality? And how can the ways in 
which we gather around artworks inform our understanding of democracy and of being 
in this world together? Moreover, what could be a decolonial path for thinking about art 
and communality? 

The participants of this year’s summer school will introduce an array of approaches to 
better understand the intersection of art and communality, historically as well as 
theoretically, across different artforms, genres, cultural contexts, and political 
situations.  
 
ESSCS 2021 is hosted by the New Carlsberg Foundation’s Research Centre “Art as 
Forum”, University of Copenhagen and organised by:  

Brian Jay de Lima Ambulo (Lisbon Consortium) 

Jonas Bækgaard (University of Stavanger) 

Line Ellegaard (University of Copenhagen) 

Omar Escobar (University of Amsterdam) 

Rasmus Holmboe (University of Copenhagen) 

Amadea Kovič (Lisbon Consortium) 

Sarah Nagaty (Lisbon Consortium) 

Frederik Tygstrup (University of Copenhagen) 
 
Ida Albert (University of Copenhagen) 

 
 
The ESSCS is an annual network-based event offering interdisciplinary research training 
in the fields of art and culture. The network comprises the University of Amsterdam, 
Leiden University, University of Copenhagen, University of Giessen, Goldsmiths College, 
Université de Paris VIII, the Lisbon Consortium, Ljubljana Institute for Humanities, 
University of Trondheim, and Catholic University Rio de Janeiro. 
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P R O G R A M 
23-27 August 2021  

 
 

Monday 23 August 
 
12:30 Welcome by Frederik Tygstrup, Professor of Comparative Literature, 

University of Copenhagen 
 
13:00-15:00 Panel 1: (moderated by Jonas Bækgaard) 

Helene Nymann & Katrin Heimann Experimenting Experiencing 
Reflecting 

Laila Bouziane & Graeme Gerard Halliday A Cyborg Desire 

Emma Sofie Brogaard Jespersen Undying Materialisms - Forming 
Communality Through Illness 

Brian Jay de Lima Ambulo and Megha Shekhawat Homeostatic - a 
collaborative virtual performance (2021) 

 
15.30-17:30 Panel 2: (moderated by Amadea Kovič) 

Gabriella Florenzano 3 Marias - Militant documentary and the 
approach to social problems in times of pandemic in the Amazon 

Sarah Kristin Happersberger Common Concerns? Women Artists 
Campaigning Against the Nuclear War  

Sarah Nagaty ‘Do not Forget Why I died’: The Graffiti of Resistance in 
Egypt’s Arab Spring 

Ziyu Yuan Watercolor and Chinese Gongbi on Shopfronts and 
Shopsigns 

 
17:30   Reception 
 
Tuesday 24 August 
 
9:15-10:45 Panel 3: (moderated by Frederik Tygstrup) 

Niels Nykrog Phantoms of Communal Conscience: The 1660 premiere 
of Gryphius’ Papinianus in Breslau 

Florence Evans Suspicious Normality: Confronting the Citizen 
Perpetrator in Archivo Filoctetes in Argentina 

Alexandra Balona TREMBLING THE STAGE. Dislocations of the common 
in Marlene Monteiro Freitas’ choreographic fabulations 
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11:00–12.30 Keynote: Thomas Claviez Towards a Poetics of Contingency: Some 
Remarks on the 'Metonymic Community'  
(moderated by Frederik Tygstrup) 

 
12:30-13:30  Lunch 
 
13:30-15:00 Panel 4: (moderated by Brian Jay de Lima Ambulo) 

Stéphane Jouan Editorialization vs. programming in performing arts 
by the re-enactment of Cedric Price’s Fun Palace 

Karen Klijnhout Symbolic boundaries in the urban art field: the 
communal as entry ticket? 

Omar Escobar Experiencing without understanding 

 
15:30-17:00 Panel 5: (moderated by Omar Escobar) 

Maria de Cunha Private Sounds in Public Spaces: Live Soundtracks in 
the Post-Digital Age 

Niclas Nørby Hundahl Conflicting communities in the danish 
traditional music scene 

Martin Essemann Dulce Carmen - Communal Singing and Affective 
Structures 

 
Wednesday 25 August 
 
9:15-10:45 Keynote: Isabel Capeloa Gil: ‘Living together with masks. On the new 

faces of culture’  
(moderated by Knut Ove Eliassen, Professor of Comparative Literature, 
Norwegian University of Science and Technology) 

 
11:00-12:00 Panel 6: (moderated by Thomas Claviez)  

Morten Chemnitz Collectivity and impossibility in the poetry of 
Edmond Jabès 

Jonas Bækgaard Lyric Commons: Trespass, Commoning, and 
Subsistence in Contemporary Poetry 

 
12:00-13:30  Lunch 
 
13:30-15:00  Panel 7: (moderated by Sarah Nagaty) 

Vaida Stepanovaite The Destituent Potential of De-Subjectivised 
Communities 
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Mathias Overgaard (Re)presenting community. Public action and 
reflective judgment in Rousseau and Arendt 

Erik Bloom The Faceless Mass 

 
17:00–19:00  Visit to the exhibition After the silence: Women of art speak out  

at SMK and talk by senior research curator Birgitte Anderberg  
(Location: SMK, National Gallery of Denmark, Sølvgade 48-50, 1307 
Copenhagen K)  

 

Thursday 26 August  
 
9:45-10:45 1 hour panel: Eduardo Carrera & Juan Duque The Curatorial and the 

Embodied Experience: Towards a Decolonial Collective.  
 (moderated by Esther Peeren, Professor of Cultural Analysis, University 

of Amsterdam) 
 
11:00-12:30  Panel 8: (moderated by Line Ellegaard)  

Nina Danilova Responsible ones have to respond: emergence of the 
public voice and communal antagonism. Brothers Chapman, Jan Fabre 
and Anslem Kiefer in a traditional museum 

Pernille Lystlund Matzen Whose Bildung? Renegotiating the modern 
art museum through friction in the exhibition Paul Gauguin – Why Are 
You Angry? 

Amadea Kovic Parallel Production as Soft Antagonism: The Case of 
Ana Vidigal’s Bela e Má (2019) at the Museu Leopoldo de Almeida 

 
12:30-13:30   Lunch 
 
13:30-15:00  Keynote: Nora Sternfeld: ‘Museums and Collections as Commons’ 

(moderated by Rasmus Holmboe) 
 
15:30-17:00  Panel 9: (moderated by Rasmus Holmboe) 

Amalie Frederiksen Art as Community Engagement Collecting and 
communicating data of change 

Rene Victor Valqui Vidal ASTRID NOACK ATELIER – a performance 

Dioni Lampiri Monumental heritage as a collective experience against 
social exclusion 

 
18:30  Dinner at Kanalhuset, Overgaden Oven Vandet 62 a, 

1415 Kbh K 
(See p.34 for further details) 
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Friday 27 August 
 
11:00-12:30 Panel 10: (moderated by Nora Sternfeld)  

Line Ellegaard Politics of Hearing and the Art of Conversation: 
‘Rethinking Nordic Colonialism: An Exhibition Project in 5 Acts’, 2006 

Stephanie Smith Presentation of a project: Commonwealth 

Richard Vargas Lopez War Comics as Aesthetic Objects in Public 
Exhibitions: Symbolic Representation and Communality 

 
12:30-13:30   Lunch 
 
13:30-15:00 Panel 11: (moderated by Isabel Capeloa Gil) 

Anders Thrue Djurslev Staging Spectatorship: Museum of the Future 

Barbara Cueto Using blockchain technology to create commons-
oriented ecosystems in contemporary art 

Rasmus Holmboe TOVES – THE SALE: negotiating institutional logics 
and strategies of communality 

 
15:00-16.00   Closing  
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A B S T R A C T S  &  B I O S  

 
 
 
Monday 23 August 
13:00-15:00 Panel 1:  
 
Helene Nymann & Katrin Heimann Experimenting Experiencing Reflecting 
 

Given the usual divide of our society (by age, education, profession, wealth etc.) we are very aware that, 
most often, our experiences and memories of such events differ tremendously. The current pandemic with 
its population spanning effects has arguably shown our interconnectedness. In an art science 
collaboration named EER – Experimenting, Experiencing, Reflecting - founded by artist Olafur Eliasson and 
professor Andreas Roepstorff. We created an aesthetically designed interface allowing online-users to 
share their experiences of past, present and future of these times by leaving single statements following 
the structure: "I/we used to... now I". Following detailed interviews with visitors, using the method of 
micro-phenomenology, an interview technique designed to best avoid confabulation and priming issues, 
as well as, its analytical aspects that allow one to map and asses subjective experiences, detecting generic 
structures among participants. We used this method to explore the experience of our EER website, where 
visitors with the hashtag #weusedto is designed to allow the sharing of past, present and future within the 
pandemic. Our data shows that the website can elicit being part of a larger collective, while also 
portraying the grief and difficulties of a pandemic life. In our current work we are thus searching for ways 
to amplify this effect in other art research collaborations by exploring different ways of collecting and 
representing experiential data. In our talk we will thus highlight our findings and propose methods for the 
advancement of future art research processes and collectives. 
 
Katrin Heimann is trained in philosophy and cognitive neuroscience and currently assistant professor at 
the Interacting Minds Center at Aarhus University where she combines physiological measurements and 
micro-phenomenology (a guided introspection method) to explore playfulness, aesthetic experiences and 
their relation to sustainable development. 
 
Helene Nymann is a visual artist and artistic research fellow at the Interacting Minds Centre, Aarhus 
University. Her project “Memories of Sustainable Futures: Remembering in the Digital Age” engage in 
memory techniques that strengthen the fundamental aspects, by which we process information, store 
knowledge and create memories for more sustainable futures. Nymann holds an MFA from Malmö Art 
Academy and a BFA from Goldsmiths University. 

 
Laila Bouziane & Graeme Gerard Halliday A Cyborg Desire 

 
The current pandemic has limited our capacity to access culture in the traditional ways we were 
accustomed to. It has created the framework for a genuine posthuman existence within the digital 
landscape. This proposal describes our collaboration on visual representations of the po sthuman body as 
an entangled continuum of being with others that take different forms of interconnections. We propose a 
selection of virtual reality (VR) work and performances together with paintings that highlight the function 
of art as a collective exper ience that strengthens our social bonds. The VR performances and paintings 
depict cyborg bodies in experiences of becoming that mark a departure from a traditional conception of 
the human body that no longer fits in the twenty first century mindset. 
The works aim to explore the idea of becoming and raise questions on the relational nature of existence 
as “being with”. The performance pieces and paintings evoke the uncertainty of the flesh and the fragility 
of our biological matter within the ever evolving technological landscape. In contrast, the VR work is 
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digital manifestations of incorporeal avatars that evoke questions on the materiality of our bodies within a 
digital landscape. 
Through this artwork project, we attempt to reflect on our shared concerns as humans through new 
modes of understanding that involve other humans and nonhuman forms of life, and thus attempt to 
deconstruct categorial hierarchies based on notions of race, sex, class and gender. We emphasize that as 
human being, we have never been alone in our environment, nor an exceptional category. Rather, we are 
always in a dynamic process of transformation and becoming in an infinite entanglement with matter and 
nature. Drawing from posthumanist and new materialist discourses, this project appr oaches the artistic 
experience as collective and relational. The cyborg bodies in this project represents an invitation to 
rethink our isolated relational. The cyborg bodies in this project represents an invitation to rethink our 
isolated humanistic understanding of artistic practice and experience, and to explore the power of the 
humanistic understanding of artistic practice and experience, and to explore the power of the collective 
experiecollective experience of art in creating alternative and sometimes more effective ways of nce of art 
in creating alternative and sometimes more effective ways of understanding. 
 
Laila Bouziane is a PhD candidate and researcher at the University of Amsterdam. She holds a B.A. in 
literary and cultural studies and an M.A. in comparative studies. Her research interests include 
postcolonial criticism, cultural studies, critical posthumanism and environmental humanities. Her current 
research focuses on twenty first century fiction dealing with human and nonhuman forms of life. Sh e was 
also the coordinator of Eco Schools program in Agadir, Morocco. Her publications include “A 
Hermeneutical Reading of Postcolonial Literature”, published in The International Human Sciences Review 
(2019). Laila is also an amateur artist. Inspired by the natural world, her paintings portray life from 
multiple perspectives, emphasizing the connections between human and nonhuman agencies. 
 
Graeme Gerard Halliday. Artist name: Hallidonto is a contemporary visual artist from Dundee, Scotland, 
based in London, England. His practice and research are centred around his “Cyborgia Manifesto”. His 
work is multifaceted, with many layers of meaning. Drawing on a complex imagination associated with 
various media contexts in relation to the future, Hallidonto’s work brings together philosophy, 
postmodernism and notions of the flesh with the mediated body through drawn revelations of the 
technological self. 

 

Emma Sofie Brogaard Jespersen Undying Materialisms - Forming Communality Through 
Illness 

This paper presents an investigation of the relationships between ill, material bodies, economic structures 
of finance capitalism and literary form, as they appear in poet Anne Boyer’s 2019 mediation on breast 
cancer The Undying. More specifically I critically unfold and question the possibilities of collectivity, 
shared realities, and communal forms of resistance emerging not only around the corporal experience of 
being ill, but also in literary expressions of these sick material realities in today’s finance capitalist 
society. A particular socio-economic intersection, in which conceptions of illness are largely dominated by 
individualizing and ahistorical narratives of neoliberalism. Instead, I argue, that breathing, sensitive 
bodies are susceptible to their surroundings, and in Boyer’s work they appear to become sick; sick with a 
world that is sickening itself. 
Departing from an idea of form as a political problem, in this paper I approach these intersections of 
illness, capitalism and literature, by considering what material forms are changing and by virtue of what 
aesthetic forms, or disordering of aesthetic forms, these changes are appearing? By reading The Undying 
with and through works from different feminist and black radical theoretical traditions, I aim to establish 
and discuss an analytical and conceptual approach, from which the sick, or otherwise non-normative, 
material body can be conceived of as a corporeal knowledge of this historical moment of finance 
capitalism in America. From this perspective the sick body is a sensitive and reactive surface, marked by a 
pathologizing world. But beyond this, these sick and vulnerable bodies become ways for envisioning new 
and otherwise interdependent corporealities and disordered collectivities: Ways for rethinking and 
reshaping current narratives of health and care, at a pandemic point in history, where a consideration of 
the aesthetic abilities to form communality in and through illness seem more relevant than ever. 
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Emma Sofie Brogaard Jespersen is an MA student in Comparative Literature at the Department of Arts and 
Cultural Studies at University of Copenhagen. She is a student assistant at the research project “Finance 
Fiction - Fictionalization and Culture in the Early 21st Century” and has recently been granted a 
scholarship in the research project “Art as Forum” at University of Copenhagen. She works, moreover, as 
an editorial assistant at the Danish publishing house Informations Forlag. Her writings have previously 
been published in The Nordic Journal of Aesthetics. 

 
Brian Jay de Lima Ambulo and Megha Shekhawat Homeostatic - a collaborative virtual 
performance (2021) (Running time: 4 minutes 34 seconds) 

 
From the word homeostasis, rooting its origins from the Greek words homoios (similar) and stasis 
(standing still), it refers to “how the human body maintains steady levels of temperature and other vital 
conditions such as the water, salt, sugar, protein, fat, calcium and oxygen contents of the blood” (Rodolfo 
2000). It was coined by the American physiologist Walter Bradford Cannon through his publication of The 
Wisdom of the Body (1932). Initially introduced for biological sciences, it has found its way in social 
sciences as the “integration of impulse and reason, lower and higher desires and values” (Mukerjee 1966, 
76). However, maintaining such a level of equilibrium and constancy is only achieved through control and 
surveillance—internally, within the body, and externally, within the body politic. When the COVID-19 
pandemic hit, the individual and communal balance have been challenged, and modes of control have 
reached new levels of rigour and schema, acting to “produce a transparent body, stripped of its opaque 
singularity” (Gil 2020, 95).What happens when a body is governed to be at home—static? What happens to 
a commanded body when survival is only possible through maintaining distance? Furthermore, how are 
these incorporated into migrant bodies? 
Situating the body as the locus of thinking, homeostatic is a performative exploration and inquiry into 
restricted and suffocating bodies of a pervasive panopticon. Drawing inspiration from a reading and 
translations of a Hindi poem entitled Birth Pangs (2021) by Yashwant Shekhawat, it looks at conflict and 
conviviality through movement and embodiment. 
 
Brian Jay de Lima Ambulo is currently a PhD student in Culture Studies under The Lisbon Consortium at 
the Catholic University of Portugal. He is an award-winning operations officer who worked for the 
Philippine Department of Trade and Industry, managing portfolios on startups and the creative and 
cultural industries, and drafting cultural policy recommendations. He received his BA in History and 
Political Science from the University of the Philippines (2012); and his MA in Dance and Anthropology from 
Norway, France, Hungary, and the UK (2016) through the Erasmus+ programme. His PhD dissertation, 
currently entitled Our Future is Culture: A Manifesto Advancing Creative Placemaking in Post-Disaster 
Philippines continuously navigates the intersections of creativities, cultures, grassroots, governance, 
sustainable development, and policymaking. 
 
Megha Shekhawat is currently a master’s student in Culture Studies at the Universidade Catolica 
Portuguesa in Lisbon (Faculty of Human Sciences). She holds an undergraduate degree in Performing Arts, 
University of Mumbai (India) (2018), Masters in Bharatanatyam from Pune (2020). She was a teaching 
assistant in SIWS school and Nalanda Nritya Kala Mahavidyalaya for the subject Rhythmic Movement and 
Gesture (Bharatanatyam). She has published a paper as a co-writer for The Myth of Kirtimukha - Looking 
through the glass, at International Conference on Language, Literature and Culture (Pune-India). Her 
research interest lies in studying the inter-relationship between art and cognition. She has also performed 
in several prestigious dance festivals like Times Sanskruti Arts Festival and Natyanjali Festival. She 
collaborated with a fashion designer Vaishali S, wherein she choreographed and performed at the Lakme 
Fashion Week 2020. 
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15.30-17:30 Panel 2:  
 
Gabriella Florenzano 3 Marias - Militant documentary and the approach to social problems 
in times of pandemic in the Amazon 

 
This paper proposes the analysis of the political-social discourse of militant cinema, its possibilities, 
implications and objectives within the documentary methodology. Through documentaries, issues that 
need reflection come to the fore, but the movie is not always a promoter of change. Militant cinema, on 
the other hand, would be the cinematographic category that proposes to make social intervention. Within 
the scope of a typology, should we define a barrier between both or understand them as genres that 
coexist and self-validate in different works? Taking Karl Marx’s concept of ideology, militant documentary 
is an anti-ideology type of art that suggests to viewers that they relate the director's view of a real-world 
fact to their own personal experiences, thus becoming themselves actors within the social problem 
portrayed or in their own life context. 
To support this reflection, we will look over the artistic project “3 Marias”, a documentary filmed in the 
Amazon during the COVID-19 pandemic in 2021, which aims to become a tool for social/political 
struggle, both as an agent that provokes discussion/action and as a support for the work developed by 
the three main characters: Sister Raimunda Maria da Consolação Sousa Rodrigues and Sister Maria Josefa 
Iglesias Fernandez - founders of the Ágape da Cruz Fraternity, which maintains the only shelter for 
children and adolescents victims of sexual abuse and exploitation in the Marajó archipelago, located in 
the State of Pará, Brazil -, and Sister Marie Henriqueta Ferreira Cavalcante - coordinator of the Justice and 
Peace Commission of the National Conference of Bishops of Brazil - North 2, who is a nationally and 
internationally renowned activist for human rights and has a significant work against the sexual abuse and 
exploitation of children and teenagers, domestic violence and human trafficking. 
 
Gabriella Florenzano is graduated and post-graduated in Social Communications and in Music (singing). 
Borned in Belém - in the Brazilian Amazon - and currently living in Porto - Portugal, she also lived in São 
Paulo - Brazil, Hamburg - Germany, and Rochester (NY) - USA. As a singer, she performed in several 
operatic productions, classic/jazz/rock concerts and musical theater in Brazil, Latin and North America, 
and Europe. Years after a working experience as a producer in an audiovisual company, she enrolled in 
the Documentary Cinema Master's Degree Program at Polytechnic of Porto (2020/2021), within the scope 
of which she directed the documentary short film "Irmãs Extra", about two fishermen's wives in Póvoa de 
Varzim, and now is working on her first feature documentary, called "3 Marias". Furthermore, she writes 
for the brazilian news website uruatapera.com and is regularly a volunteer teacher of singing and arts for 
underprivileged children in the Amazon. 
 

Sarah Kristin Happersberger Common Concerns? Women Artists Campaigning Against the 
Nuclear War 

 
In the early 1980s, many women were concerned about the imminent danger of a nuclear war. They 
gathered for protest marches, formed anti-nuclear collectives and established peace camps near military 
bases. This paper discusses how women artists engaged in the fight for nuclear disarmament.  
Using process-based artworks by US-American artists Sisters of Survival and Helène Aylon as examples, I 
will investigate which artistic and political strategies women artists relied on in order to foster 
commonality around their cause. Both Sisters of Survival and Helène Aylon went on the road to express 
their anxiety about the looming danger. Travelling across the United States and Europe as part of their 
work, they connected with other women and activists in order to build networks of resistance. In my 
analysis, I will investigate how the artists engaged with their intended audiences. Which opportunities for 
the bonding of project participants and a wider audience did they integrate into their work? How did they 
design, situate and promote their projects in order to provoke numerous responses and attract media 
attention? Which role did images and symbols play in their attempts to mobilize a large audience? I’m 
particularly interested in the dynamics between the artists’ call for everyone to take responsibility and 
protect the planet earth from a nuclear catastrophe, and their tendency to involve particularly women in 
their work. How did their reliance on a rhetoric of sisterhood and connectedness interact with their talk of 
common concern and the earth as most valuable common good? By linking the artists’ works with 1980s 
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women’s anti-nuclear protests on the one hand, and 1970s women’s tactics of coalition-building and 
media engagement on the other hand, I will show that their attempts to foster commonality are rooted in 
methods and ideals from the 1970s women’s movement, but closely relate to contemporary happenings 
in the field. 
 
Sarah Kristin Happersberger, M.A., is a PhD researcher in Art History at the Graduate Center for the Study 
of Culture (GCSC), Justus-Liebig-Universität Giessen. Her dissertation is entitled Connection, Community, 
Kinship, Network. Women Artists Performing Togetherness in the 1970s and 80s and discusses how 
women artists negotiated the notion of ‘togetherness’ in collaborative artworks that were produced in the 
context of the women’s movements in the US, the UK and Germany. Prior to starting her PhD, she worked 
several years as a curator, specializing in time-based art, public art and community-based art. Amongst 
others, she developed and implemented exhibitions and projects for ZKM, Karlsruhe (DE), Arnolfini, Bristol 
(UK) and Liverpool Biennial (UK). Since April 2020, she has worked with artist Jorgge Menna Barreto on a 
collaborative art magazine for Liverpool Biennial, which will be launched in April 2021. She has designed 
and taught courses on socially engaged art, feminism and activist practices in museums. 

 
Sarah Nagaty ‘Do not Forget Why I died’: The Graffiti of Resistance in Egypt’s Arab Spring  

 
‘Glory to those who remain unknown’, ‘Dance to the melodies of the revolution, say NO to emergency 
law’, ‘El Tahrir Square, a free area’, ‘Silence is not for us’, ‘Don’t forget why I died’, those captions, like 
thousands others, accompanied graffiti which depicted images of the fighters, the dead, and the prisoners 
of the Egyptian revolution (25th of January 2011). During the year of the Revolution, and also for a couple 
of years after, the walls and the streets of Cairo became a site for the voices of those who were for a long 
time, denied visibility in the public space. Street art, and particularly graffiti, was used as a tool to claim 
the right to the city (Lefebvre) and to retrieve what was perceived as a denied agency. The content of the 
graffiti also included resistance against religious fundamentalism as well as violence against women 
(especially those who were sexually assaulted for their political activism). Whilst the authorities gathered 
with tear gas, rubber and real bullets against the protesters, the protestors gathered around different 
forms of street art which primarily aimed at preserving the vulnerable memory of a history in the making. 
In this paper, I draw on Sarah Hassan Awad’s works on the interrelation between Egyptian street art and 
activism in my discussion of how revolutionary street art actively attempted to regulate and preserve a 
community’s collective memory of the revolution, especially of the violent practices of the authorities in 
order to maintain the spirit of social resistance. I also discuss the implications of such interrelation 
between art and activism, particularly when many graffiti artists did not perceive their own works as art, 
such as Ammar Abo Bakr who stated that his graffiti should not be seen as a work of art, but as a political 
message. This triggers further questions about the possibility of drawing a line between art and activism. 
When do we stop referring to it as art and start calling it political activism? And what does that tell us 
about our different positionalities which shape our understanding of art, political change, and the 
intertwinement of the two? 
 
Sarah Nagaty is a doctoral student at The Catholic University of Portugal. She receives funding from the 
Portuguese National Foundation for Science and Technology. Sarah did her BA in English Literature from 
the University of Alexandria in Egypt. She also received a grant from the European Commission to pursue 
her MA in Literature & Cultural studies at the University of Sheffield in the UK and the University of 
Perpignan in France. She has some publications in the field of cultural studies in both English and Arabic. 
Her research interests include: affect theory, memory studies, Middle Eastern studies, and Arabic 
literature. 

 
Ziyu Yuan Watercolor and Chinese Gongbi on Shopfronts and Shopsigns 

 
My dissertation is a cross-cultural study of Chinese shopfronts in European cities with a semiotic 
approach. This art project on shopfronts is related to my academic interest. During the pandemic time, I 
have been trying to create watercolor shopfronts in both East-Asian, and in Europe on a regular basis to 
motivate myself for my research. The shops on the paintings are mostly the Third Place in Ray 
Oldenburg’s definition, bistos, restaurants, barber shops, bakeries, second-hand bookshops, breakfast 
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stores, sweets shops, ect. The discursive world of Habermasian public sphere is of course included in this 
collection; coffee houses and tea houses are recurring themes. In the real world, these shops articulate the 
private household to the public working places. All these places were shut down in the lock-down period, 
which dimmed the daily practice of urban social life. In my artistic practice, painting them restores the 
Erfahrungen and freshes the Erlebnis. When I paint a shop from my home town, a breakfast store, where 
my family partonise frequently, I enjoyed letting my mind flow. As I was doing some theopeutic renderings 
on the paper, I indulged myself in my memories.I also noticed some differences in the presentation 
between European shopfronts and East-Asian shopfronts. I spend a considerable amount of time 
representing the details in the display windows of European shopfronts, wheareas I have to pay more 
attention to the handwritings of shopsigns of East-Asian shops. This difference is influenced by the 
various semiotic modes in different cultural context, which I would like to discuss in my presentation. This 
project is about the missing daily choreography in the Corona time. It is also a presentation of my life 
story, inasmuch as I have been to most of the shops and shopfront is also my research topic. At the 
moment, I have 25 watercolors on shopfronts and 3 Chinese Gongbi on shopsigns (I think I will have more 
when the summer school starts). 
 
Ziyu Yuan is a Ph.D. student in the Department of Arts and Cultural Studies at Copenhagen University, 
with a strong research interest in the interplay of urbanism and Chinese culture. She is an accredited 
landscape architect, who also works as an independent artist, creating watercolors of shopfronts and shop 
signs. 

 
Tuesday 24 August 
9:15-10:45 Panel 3:  
 
Niels Nykrog Phantoms of Communal Conscience: The 1660 premiere of Gryphius’ 
Papinianus in Breslau 

 
The 17th century German mourning play found its most important stage at the Breslau school theatres. 
Here, in the unstable aftermath of the Thirty Years War, the students played the part of mad tyrants, 
scheming advisers, and suffering martyrs. Through haunting choirs, sepulchral rituals, and ghostly 
visions, these plays developed a political aesthetics of communal conscience.  
This dramatic practice took place in a political situation very different from that of contemporary theatre 
scenes in Madrid, Paris, and London. After the 1648 Westphalian peace agreements, Germany was still a 
patchwork empire of overlapping jurisdictions and authorities. The Protestant city-state Breslau was a 
cultural hub in Habsburg Silesia, a region where the dominantly Lutheran population was the target of 
imperial counter-reformatory policies. The writers of the mourning plays were all Protestant civil servants 
and part of a Silesian public concerned with the region’s political stability and autonomy. 
Andreas Gryphius’ Papinianus and its 1660 premiere in Breslau bears witness to this political and artistic 
community. By staging the martyrological death of the Roman prefect Papinian (142-212 AD) at the unjust 
hands of his fratricidal emperor, the play mirrors the horrors of war in the Holy Roman Empire of its own 
time. In a closing pietá scene, a funeral crowd transforms the jurist’s passions into a communal image of 
righteousness able to endure tyrannical power politics. 
This reading of Papinianus and its public challenges Walter Benjamin’s thesis that solely figures of 
sovereignty bore moral dignity in the German mourning plays. Against his influential Schmittian analysis, I 
argue that the play stages a much broader political community, and that it should be read as an attempt 
at a theatrical transformation of communal conscience. 
 
Niels Nykrog is a PhD Fellow at the Department of Arts and Cultural Studies, University of Copenhagen. 
Questions of art and communal emotions are pivotal to his project ‘Scaffolds of the Self. Representations 
of Passions in the Early Modern Martyr Drama’. In it, he revives Spanish, French, and German martyr 
dramas from the seventeenth century, reading them as haunting renderings of inner life while comparing 
them to developments in contemporary theory of art and feelings. 
Niels’ earlier employments include teaching courses on pre-modern literary history and Goethe’s Faust, as 
well as working on a cross-disciplinary research project on the role of the home during the Covid-19 
lockdowns. During his BA and MA studies in Comparative Literature in Copenhagen and at the Humboldt 
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University in Berlin, he was involved in university politics. Meanwhile, he developed a strong scholarly 
interest in the relation between art and the sensory fields of political communities. 

 
Florence Evans Suspicious Normality: Confronting the Citizen Perpetrator in Archivo 
Filoctetes in Argentina 

 
One morning in November 2002, twenty-five latex human dummies appeared in pedestrian locations 
across Buenos Aires. These plausible ‘bodies’ were positioned to infer a state of unconscious- ness or 
death. Each was accompanied by volunteers who photographed and observed public reactions. Created by 
Argentinian theatre-maker Emilio García-Wehbi and entitled Proyecto Filoctetes, these interventions into 
the urban landscape emphasized homelessness as a gratuitous form of state violence. García-Wehbi’s 
provocation intended to reframe the spectacle of homelessness, “not as an act of violence [against the 
public] but as an interrogation of a suspicious normality”. Significant here is a view of civic life is a daily 
moral performance wherein violence is enacted anew on the homeless body through a performative socio-
spatial exclusion. Photographs and video footage documenting public reactions revealed intense feelings 
of outrage over being tricked, and dismay over the realworld problem of rough sleeping. The artists’ 
intention to engage citizens in their shared responsibility for one another occurred concurrently with 
unprecedented public debate over violent events of the country’s last civil military dictatorship (1976-
1983) during which up to 30,000 Argentineans were forcibly disappeared. 
Using Ariella Azoulay’s recent conceptualisation of the citizen-perpetrator, I investigate this aesthetic 
disruption of urban life in terms of its provocation of questions to communities as collective stakeholders 
in subtle and overt forms of state violence. Close analyses of archival material from this performance are 
coupled with a selection of insights from theorists working in cultural memory, which will demonstrate 
how Archivo Filotcetes, the archive produced to preserve memory of this performance, subtly transmits a 
productive form of community through a sense of Argentineans’ shared citizenry with victims. I conclude 
that this archive reveals the illusory but vital process of repair and recovery of memory in public life to be 
a fundamentally aesthetic and communal activity. 
 
Florence Evans is a PhD Candidate at the University of Amsterdam’s School for Heritage, Memory and 
Material Culture. She holds an MSt in History of Art and Visual Culture from the University of Oxford, and 
a first-class BA (Hons) in Art History from the University of East Anglia. Evans is investigating alternative 
visions of Argentina’s last dictatorship (1976-1983) during the nineteen-nineties and early 2000s. She is 
interested in linking together public artworks, performances, political demonstrations, and 
commemorative practices which encouraged new perspectives over the recent past, and which inspired 
citizens to view themselves as implicated in the past in previously unseen ways. Themes and areas of 
interest include cultural memory and post-memory, intergenerational narratives of conflict, narrative 
frames of memory, LGBTQ+ memory, archives, and crisis. 

 
Alexandra Balona TREMBLING THE STAGE. Dislocations of the common in Marlene Monteiro 
Freitas’ choreographic fabulations 

 
In her choreographic fabulations, Cape Verdean choreographer Marlene Monteiro Freitas, awarded the 
Silver Lion by Venice Biennale in 2018, summons overdetermined figures that are guided by openness, 
impurity, and intensity. In her figural work, hybridity and animism evoke queer and multi-species 
entanglements that dislocate some of the Western modern Grand Divides, namely, the subject-object or 
human-nonhuman animality, operating as a decolonial artistic practice in the context of Western 
European contemporary dance. “Interweaving performance cultures” (Fischer-Lichte, 2014) of European 
and Cape Verdean influences, challenging cultural forms predicated on ethnic-absolutism, and conveying 
creoleness as fugitivity in the line of Gilroy’s Black Atlantic (1993) as an interstitial space of relationality, 
Marlene proposes dance as a space of negotiation beyond identity politics, countering gender and racial 
Western modern hegemonic discourses, as well as assumptions on European dance ontology. Inquiring 
about art and communality entangles with the long and vexed relationship between art and the political, 
epitomized by Jacques Rancière’s concept of dissensus, for which art and politics disrupt the perceptual 
and hierarchical space, challenging social and aesthetic distribution. Politics and art, according to 
performing arts scholar Bojana Kunst, allow for an antagonistic place of the common and for catalysing 
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processes of subjectivation. Art and contemporary dance can open the sensory and the aesthetic to the 
unforeseen and have a transformational impact on the “intensity of co-being, and the existing paths of 
subjectivation” (Kunst, 2013: 169). However, in the era of neoliberal cult of performance which 
commodifies subjectivity and creative modes of experimentation, philosopher Bojan Manchev proposes 
dance as an “affirmative counter-act, (…) with the irreducible drive for freedom” (Manchev, 2013: 175). 
Marlene’s choreographies build upon that radical openness towards an irreducible and uncontainable 
freedom. Through a poetics of relationality, her dance becomes a place for questioning the common as an 
ethical-political event, where “trembling thought” (Glissant, 2009) finds open alleys to appear. 
 
Alexandra Balona is an architect, writer and independent curator. PhD Candidate at the European Graduate 
School & Lisbon Consortium and researcher at CECC-UCP, she is a programmer at the non-profit art space 
RAMPA, Porto, and co-founder with Sofia Lemos of PROSPECTIONS for Art, Education, and Knowledge 
Production. She is co-curator with Miguel Amado of FUTURE PAST IMAGINARY, (forthcoming Rampa, 
September-December 2021). 
Co-curator of METABOLIC RIFTS (2017-2019) and co-edited METABOLIC RIFTS. A Reader (Berlin: Atlas 
Projectos, 2019). She is a member of Sinais de Cena editorial and scientific board, and writes for Art Press, 
Contemporânea, and Público. 

 

 
11:00- 12:30 Keynote: Thomas Claviez Towards a Poetics of Contingency: Some Remarks on 
the 'Metonymic Community' 

 
Thomas Claviez is Professor for Literary Theory at the University of Bern. He is the author of Grenzfälle: 
Mythos – Ideologie – American Studies (1998) and Aesthetics & Ethics: Moral Imagination from Aristotle to 
Levinas and from Uncle Tom’s Cabin to House Made of Dawn (2008). He has co-edited numerous 
volumes, most recently, with Kornelia Imesch and Britta Sweers, the collection Critique of Authenticity, 
published 2019 with Vernon Press. He is the single editor of the collections The Conditions of Hospitality: 
Ethics, Aesthetics and Politics at the Threshold of the Possible and The Common Growl: Towards a Poetics 
of Precarious Community, both published with Fordham UP in 2014 and 2017. Forthcoming, also with 
Fordham UP, is the collection Throwing the Moral Dice: Ethics and Contingency (2021). He is currently 
working on a monograph with the title A Metonymic Community? Towards a New Poetics of Contingency. 
He has published widely on topics such as literature and ethics, populism, 19th and 20th century 
American Literature, and eco-criticism.  

 
13:30-15:00 Panel 4:  
 
Stéphane Jouan Editorialization vs. programming in performing arts by the re-enactment of 
Cedric Price’s Fun Palace 

 
The curator stands between the public and the artists, between the spectator and the creator. In France, in 
the 1980s, known as the Lang years (1), cultural policy tilted the curator towards the side of the 
professional, i.e. towards the creator and the artist. This policy led to the development of a supply model 
that is still very active today. From then on, the role of the curator consisted above all in programming, 
focusing on the "what", i.e. the works for their aesthetic quality. Would tilting the curator towards the 
public have the effect of limiting the consumerist and productivist effects of the supply model? This 
inclination implies thinking first and foremost about the question "for whom" and its corollary "why". Not 
to try to meet the supposed expectations of the spectators, but to define the conditions of the common 
experience that they could have, confronted with the works. The curator then moves from the role of 
programmer to that of editorializer (2). Editorializing implies taking an interest in the way in which an 
audience is constituted around an art form and in the effects of the rituals of gathering on the emergence 
of forms and on the context of their realization. 
The Fun Palace is a heterotopia imagined in 1961 by the architect Cedric Price and the theatre director 
Joan Littlewood. This project of a modular and infinitely transformable structure, capable of 
accommodating a large audience while involving them individually in the presentation of any form of 
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artistic production, never saw the light of day. However, it carries with it the idea of a new type of 
institution that attempts to construct rituals of gathering and formats of presentation of works, adapted 
to their time. Its re-enactment in 2021, 60 years later, in a radically different social, economic, 
environmental and political context, could constitute the suitable ground for experiments in 
editorialization. 
 
(1) named after then-minister of culture, Jack Lang 
(2) term borrowed from digital culture 
 
Stéphane Jouan has since 2014 been running the Avant-Scène theatre in Cognac (France), a 
multidisciplinary conventioned theater and the Coup de Chauffe festival in the public space. In 2020, he 
followed a predoctoral course at the university research school ArTeC in Paris 8 University. Since last 
October, he has undertaken a doctoral research project under the direction of Catherine Perret (EDESTA - 
Paris 8). This research, which is part of his practice as a theatre and festival director, consists in defining 
forms of editorialization of the presentation formats of works in the field of the performing arts. 
 

Karen Klinjhout Symbolic boundaries in the urban art field: the communal as entry ticket? 
 

In my contribution I will use a focus on the communality of art and on Habermas’ public sphere and its 
feminist adoption, to look at development of the spoken word scene in Rotterdam and its recognition 
within the urban art field. As critiques on Habermas (Benhabib, Fraser, Young) have pointed out, the 18th 
century public sphere was not accessible to all, nor was it free of social and symbolic power differences in 
society. This focus on in- and exclusion adds to my analysis.  

The spoken word scene is an interesting one as it presents itself as inclusive and collective, exhibiting a 
more communal way of creating and sharing art. Performances are shared experiences, and often touch 
upon personal experiences with societal injustices. There is a strong community feeling, and more 
experienced artists take responsibility for introducing novices. As a voice, spoken word artists are now 
invited outside their own circles- spoken word artists are invited to enliven official meetings, write lyrics 
for special moments. Their often both hopeful and critical social commentaries show what role art can 
play in the public sphere.  
While recognition in the public sphere is growing, recognition and inclusion in the art field are hampered. 
Here, although the spoken word scene is appreciated for bringing in new audiences, their artistic quality is 
sometimes questioned. Public subsidies prove hard to acquire. Furthermore, only incidentally spoken 
word artists are invited by established institutions, where they then must work within the practices and 
(artistic) environment of a host institution. The social strength of the art form often gets suffocated in the 
process.  
I will analyse both the promising communality in the spoken word scene, and the tension between 
“traditional” evaluation criteria and practices in the arts field and the values and practices of this scene.  
 
Karen Klijnhout is a PhD candidate at the Erasmus Research Centre for Media, Communication and Culture 
at Erasmus University Rotterdam. Her PhD research Competing Conceptions of City Culture and Cultural 
Diversity focuses on city culture; from city narratives to performing arts. It is supervised by Susanne 
Janssen, Isabel Awad and Marc Verboord. Karen presented findings at ESA conferences and Imiscoe 
conferences, and also publicly online in a blog and a lecture.  This PhD position followed upon a research 
master Sociology of Culture, Media and the Arts at Erasmus University Rotterdam. Before joining 
academia, she worked in the Rotterdam art scene in positions ranging from museum guard to theatre 
director and policy advisor: https://www.linkedin.com/in/karenklijnhout/ 

 
Omar Escobar Experiencing without understanding 

 
Length: 30 minutes divided in two segments: A performance of four minutes, followed by a discussion of 
10 minutes; a second performance of four minutes and its discussion of 10 minutes.  
How do we experience art when we do not have all the tools to comprehend it? Art has the power of 
making us feel and experience even without fully understanding the techniques, the language, the 
context, etc. This presentation aims to demonstrate how our bodies understand art, making its own 
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interpretation according to what it hears and sees. First, the interpreter will sing a not-so-popular song 
using only babbles, vowels, etc. and will ask the audience what they understand. What do they think the 
song is about? What are the emotions that are being conveyed through the singing and the music? How 
are the explanations mentioned by other participants adding on (or not) to their own interpretations of the 
song? Then the interpreter will sing the same song using English lyrics. What changed? How does the 
understanding of the lyrics modifies the liking (or not) of the number? Does it convey different emotions 
now that the full message is understood? At some point during this discussion, the interpreter will also 
give the full context of the song (explaining briefly what the musical is about and what is happening 
before and after this song). After seeing the presentation in a language they can understand and getting 
its context, the audience will probably generate a new judgement of the number, and even though they 
might still experience differently the song according to their backgrounds, they will understand it from 
the creator’s perspective, highlighting the importance of getting the full context of an artwork before 
generating a judgement. 
 
Omar Escobar is a PhD Candidate at the Amsterdam School for Cultural Analysis, located within the 
Faculty of Humanities at the University of Amsterdam, with a research project focused on Musical Theatre. 
He has previously worked in cultural management positions at university level and in the musical theatre 
field as a performer, director, producer, and dramaturgist. His academic titles include a Master of Arts in 
Theatre and Performing Arts from the International University of La Rioja, Spain, a Master of Arts in 
Cultural Management and Cultural Policy from the University of Arts in Belgrade, Serbia and a Master of 
Arts in Development of International Artistic and Cultural Projects from the University Lumiere Lyon II, 
France. He completed a B.A. in Communication Science from Tec de Monterrey, Mexico and a Diploma in 
Musical Training from the Faculty of Music at the Autonomous University of Nuevo Leon, Mexico. 

 
17:30-19:00 Panel 5:  
 
Maria de Cunha Private Sounds in Public Spaces: Live Soundtracks in the Post-Digital Age 
 

This paper critically examines the flows of musics, musicians, aesthetics and ideologies between the Arab 
Gulf (Kuwait) and the Arab Levant (Lebanon). It argues for the centrality of such flows in re-establishing 
Arab regional dynamics with new centres for cultural production in the Arab Gulf region facilitated by an 
increased investment in ‘cultural capital’. Such investment, I argue, feeds into an effort of rebranding by 
some of the Arab world’s most traditional societies into twenty-first century competitive international 
cultural markets. Nonetheless, at the start of the COVID pandemic in March 2020, state owned cultural 
institutions were holding private rehearsals for performances that had no new date to premiere. This 
paper questions: what happens to performances when their social communal element is withdraw or 
moved onto the digital sphere? 
By drawing upon fieldwork material gathered at the Sheikh Jaber al-Ahamad Cultural Centre (JACC) in 
Kuwait City during February and March of 2020, this paper analyses the processes of creation, co-creation 
and rehearsal of the music soundtrack by the Lebanese electroacoustic duo Two, or the Dragon for theatre 
play iMedea, a contemporary adaption of the Greek myth of Medea whose premiere was cancelled due to 
the outbreak of the Covid-19 pandemic. It probes the role of music in re-enacting the myth’s original 
themes of conflict, migration, exile and socio-political justice applied to the contemporary waves of Arab 
migration to Europe. The adaptation is told against the backdrop of a dystopian post-digital world as 
created by director and playwriter, Suleyman al-Bassam (Kuwait- France). 
The analytical framework proposed here relies on ethnomusicological literature focusing on the 
intersections between music, capitalism and cultural economies (Taylor 2016, Attali 1985, James 2014, 
Negus 1999,) music, digital and post-digital cultures (Mazierska & Rigg 2018, Whiteley & Rambarran 
2016) and ethnomusicological literature ( Born 2005, 2010, 2011, Urkevitch 2015, Rasmussen 2012) 
 
Maria M. Rijo Lopes da Cunha is a Musician and Ethnomusicologist born in Lisbon, based in Copenhagen 
since 2019. She is a Danish Institute in Damascus (D.I.D.) Postdoctoral Research Fellow at the Centre for 
Arts and Cultural Studies of the University of Copenhagen (I.K.K.). Her work examines the flows of musics, 
musicians, music aesthetics and technologies between the Arab Levant (specially, Lebanon) and, for now, 
the Arab Gulf ( Kuwait). It questions the transnational impact of rise of the ‘oil economies’ in the Arab 
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Gulf, during the 20th century and the current 21st century global calls for sustainable economies, in 
musical life and flow between and within the Middle East and Europe. 
She earned a Ph.D. degree in Ethnomusicology in 2017 from SOAS, University of London where she also 
taught at the Centre for Innovation, Learning and Teaching of SOAS. Between 2017 and 2019 she was a 
consultant for the Aga Khan Music Initiative (AKMI) for the 2019 Aga Khan Music Awards an initiative that 
rewards musicians from all over the Islamic World. She has been a guest lecturer at Queen University 
Belfast and NYU AD. 

 
Niclas Nørby Hundahl Conflicting communities in the danish traditional music scene 

 
According to Hansen (2018) the two significant movements have happened in the danish traditional music 
scene in the past 25 years. The first happened in 1996 with the creation of ROD, a gathering of you 
people with a focus on co-creation and co-musicking around what they themselves loosely described as 
‘folkemusik’ – this subsequently lead to the creation of a proper ‘folk music education’ at the Carl Nielsen 
Conservatory in 1998. The second, happened in 2012, with the creation of ‘Danmarks Rigsspillemænd’ 
(Denmarks National Musician), an organization focused on preserving and spreading knowledge of Danish 
traditional music, through elevating select musicians to a community of ‘Rigsspillemænd’. Whats a stake 
between these two organisations, is a similar dynamic to the process how the folk music revival played out 
in denmark in the 1970’ies, where similar organizations battled for control of ‘who owned the tradition’. 
This paper aims, through archival research and select interview with key figures in both camps, to 
investigate how different forms of communality and counter-communality are playing out in a some-what 
niche genre, that since 2017 has steadily been on the rise in Denmark. How is the past, recent and 
historical, being used to gatekeep some communities by insisting on an inherent ‘danishness’ of the 
music, while the same past, is used by others to precisely challenge notions of what danish traditional 
music is and can be. Drawing on Slominski (2020), I will challenge both positions and instead propose 
alternative strategies for community building in the traditional scene. 
 
Niclas Nørby Hundahl holds an BA in Musicology and a MA in Modern Culture, form the University of 
Copenhagen. He is employed as research assistant at the Rhythmic Music Conservatory and as music 
history teacher at the folk-department of the Danish National Conservatory. His research focuses on 
Danish music in relation to wider currents, with a current project researching the fusion of the danish folk 
and world organizations, under a shared umbrella called ‘roots’. 

 

Martin Essemann Dulce Carmen - Communal Singing and Affective Structures 
 
This performative lecture will present some selected observations from my research into communal 
singing, to generate discussion on how best to understand and describe such public situations, arguing 
that we should be careful not to focus too much on the apparent content of them, but be attentive to the 
way they structure and limit pre-existing affect. It presents a row of examples of current social events that 
fit more or less comfortably into the category of communal singing (: singalong concerts, karaoke, yoga 
studio chanting, football hooliganism, and, most recently, people singing together from open windows 
and balconies; but not the riot, protest) and asks on what basis such categorical distinctions are drawn. It 
compares this to a historically repeated viewpoint that might be called something like “aesthetic 
suspicion” — raised by Plato on the corrupting powers of poetry; or in discussions between different 
Protestant denominations on the appropriateness of hymns rather than psalmody in Christian worship; 
and more recently by that loose group of critical theorist who sought to examine the phenomenon of 
mass-media propaganda. 
Without dismissing the important suspicion, this performance tries to direct the focus towards the ways 
the structure of a communal event predetermines how affect is allowed to surface. And in the case of the 
summer school and its modus operandi it might be fruitful for the participants to allow themselves new 
ways of engagement — perhaps even in the sweet form of song. 
 
Martin Essemann is an artist/researcher based in Amsterdam, currently pursuing an MA in Artistic 
Research from the University of Amsterdam — following a BA in Fine Art from Chelsea College of Art. His 
artistic practice focuses mainly on performance, writing and moving image work, and it explores themes 
of queerness and performance ethics. He is currently looking into the role of Sweetness in contemporary 
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art and is interested in finding new ways to approach community and participation in art, in order to re-
inject it with a sense of ethical imperative even in times of increasing privatisation. 

 
Wednesday 25 August 
 
9:15- 10:45 Keynote: Isabel Capeloa Gil: ‘Living together with masks. On the new faces of 
culture’ 

 
All of a sudden, an unexceptional icon has come to define our novel mode of living together. In pandemic 
times, the ordinary mask has become the medium of a global politics of exception. The mask is a frontier, 
it sets the boundaries to perceived identity, be it as a strategy of defense, or disguise. It connotes an 
ontology – the quality of being and identity; an anthropology – the experience of human-to-human 
interaction; and necessarily an aesthetic and political approach. From Barthes through Levinas, the 
presentation shall undertake an analysis of the ontology of masks and its relation to our contemporary 
condition. In addition, it shall discuss how the mask mandate questions, subverts or underwrites late 
modernity’s total visibility mantra and arguably resists the surveillance capitalism project. 

 
Isabel Capeloa Gil is Full Professor of Culture Studies and Rector of the Catholic University of Portugal 
(UCP). She studied in Lisbon (U. Lisbon), Munich (Ludwig Maximilian University) and Chicago and holds a 
PhD in German Studies. Her research deals with contemporary culture, visuality and violence and has been 
published in New German Critique, Dedalus or Colloquia Germanica, amongst many other journals. Some 
of her most relevant books are Visual Literacy. On the Disquiet of Images (2012), The Cultural Life of 
Money (de Gruyter, 2016), Ballet Russes. Modern Times After Dhiaghilev (co-edited Paulo Campos Pinto, 
2018) and Posthumous Images. The Freud family movies (2020). She was a founding member and is a 
senior researcher at the Research Centre for Communication and Culture (CECC), where she coordinated 
the research group Culture, Art and Citizenship (CULTCIT) and she was the founder of the Lisbon 
Consortium. Isabel Gil is furthermore Honorary Fellow at the IGRS, School of Advanced Studies, University 
of London and holds a position as Visiting Professor at USJ (Macao). Previously she has been a Visiting 
Professor at Stanford’s Freeman Spogli Center, and at the National University of Ireland (Galway). She is a 
member of the Advisory Board of the Gulbenkian Foundation. In 2019 she gave the Commencement 
Speech at Boston College and her work was recognized with an Honorary Doctorate in Humane Letters. 
She was the first woman elected as President of IFCU (2018-2022). 

 
 
11:00-12:00 Panel 6:  
 
Morten Chemnitz Collectivity and impossibility in the poetry of Edmond Jabès 

 
Based on my ongoing Ph.D. project on forms of collectivity in late 20th century French poetry, I will in this 
paper present some reflections on the use of the first person plural nous (we/us), in the works of Edmond 
Jabès (1912-1991). This collective position of enunciation in Jabès is characterized by being radically 
non-affirmative, marked by terms of negativity, passivity and impossibility, hereby testifying to the 
horizon of historical violence in which the works of Jabès are inscribed; at the same time, the nous offers 
a figure of fragile communality in spite of and in resistance to these conditions. I'll argue that what Jabès 
invites us to reflect upon is both a critique of the lyrical we as enlarged subjectivity (a "dilated I", to use 
Benvenistes formulation) and a form of collectivity related to what we meet in the contemporary writings 
of Blanchot who, in an anonymously authored declaration from May 1968, envisioned communism as "ce 
qui exclut (et s'exclut de) toute communauté déjà constitutée". I want to propose, then, that the collective 
position of enunciation in Jabès is exemplary for a certain way of configuring communality in French 
poetry of the post-war decades - as a (historically necessitated) radical refusal of the authority of any 
given position, including that of the poetic voice itself, while at the same time enacting for and in the 
reader(s) this de-positioning gesture as shareable and collective. 
 
Morten Chemnitz was born in 1984 in Copenhagen. He has published three collections of poetry, along 
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with a dosen translations from French into Danish (Marguerite Duras, Patric Modiano, Jean Genet, Édouard 
Levé, Leslie Kaplan, Maël Guesdon among others). He is part of the editorial comitee of the small press 
Forlaget Arena. He holds an MA in French Studies from the University of Copenhagen and is currently 
enrolled as a Ph.D. fellow at the Department of Comparative Literature, University of Copenhagen with the 
project Bound by the impossible - Forms of collectivity in late 20th century French poetry. 

 
 

Jonas Baekgaard Lyric Commons: Trespass, Commoning, and Subsistence in Contemporary 
Poetry 
 

The almost illegible sign: No Trespassing// Privat area I don’t think you/ should respect it.// A child 
shouldn’t respect it. (Tua Forsström, Anteckningar (2018), my translation)  
 
In this paper, I propose “Lyric Commons” as a concept for lyric modes of attending to spaces, times, and 
experiences that current ecological and economic development enclose, threaten, and render invisible. 
Most well-known for association with singular, individual expressions and temporal and ecological 
vocabulary and attention, lyric poetry provides a perhaps surprising space for discussing literature and 
commonality. The strange persistence of both the lyric and lyric reading in modern society preoccupied 
Adorno already—who linked lyric isolation to man’s alienation from society (1957)—and in our present 
age writing and reading lyric poetry still appears as a curious response to continued ecological 
devastation and enclosure of the commons. This paper therefore asks what might be gleaned from 
poetry’s engagement with the commons. In the first part of the paper, I will glance at moments in the past 
decades of theorizing the commons—E. P. Thompson, Silvia Federici, Lauran Berlant, Raymond Williams, 
Anne-Lise Francois, Fred Moten, and Stefano Harney—in order to propose a way of using the concept in a 
contemporary social and aesthetic context. Turning to poetry, I will then look for figures for trespass, 
commoning, and subsistence that persistently bring forth literary experiences at the margins of the 
sovereign subject. How, I ask, do these (—"almost illegible sign[s]”—) counter processes of enclosures and 
unsettle social and environmental relations? 
 
Jonas Taudal Bækgaard is a PhD candidate at the Department of Cultural Studies and Languages at 
University of Stavanger, affiliated with the Greenhouse, an Environmental Humanities Initiative at UiS. In 
his PhD project, he researches the fate of lyric poetry and the commons in post-1945 Scandinavian crisis-
scapes. The project traces if and how modern and contemporary poetry unsettles current ecological-
economic enclosures and offers alternative modes of experience and different ways of living. He holds BA 
and MA degrees in Comparative Literature from University of Copenhagen and has been a visiting student 
at UC Berkeley and Universiteit Leiden. 

 

13:30-15:00 Panel 7:  
 
Vaida Stepanovaite The Destituent Potential of De-Subjectivised Communities 
 

The paper inquires into the modes of non-subject communing, and their destituent potential to engage in 
non-oppositional resistance against the precarity in the art field. A question is raised, How can ‘we’ form 
as communities in the art field, and how can ‘we’ build self-organised communal structures without 
replicating the neoliberal organisational logics?  
The inquiry approaches the question by thinking of ‘us’ as non-subject communities, following the 
writings by André Lepecki and Marcello Tarì. Such communities come together not based on common 
subjectivities ascribed as immobile (nationality, race, class, gender…) but on the affective political impulse 
that arises from it; an understanding which allows to engage in the processes of resistance without self-
subjectivising into social hierarchies. For Marcello Tarì, who largely draws from Giorgio Agamben 
including his writings on whatever singularities, the non-subject is always intertwined with the non-
power; power being Capital and its vertical relations. This is one of the arguments of destituent politics 
that Tarì and several other thinkers and activists make, taken up as a proposal to address (self-
conditioned) structural precarity in the art field. The proposal is set to enable a revolutionary coming 
together without establishing new precarious institutions and institutionalised subjectivities, as has been 
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the woe of so many attempts of institutional critique. 
 
 
Vaida Stepanovaite is an active curator of contemporary visual art and cultural and political discursive 
practices contextualised mainly within the histories and presences of the post-socialist region. They work, 
think, and write (almost entirely collectively) in and through the so-called independent art field, at the 
moment co-running two project spaces – one nomadic, and one on-site in Vilnius, Lithuania – as well as 
an array of initiatives arising from and around them. Vaida is currently undertaking practice-based 
research into instituent communal practices in and through the contemporary art field as a researcher at 
MPhil/PhD Advanced Practices at Goldsmiths College, University of London. 

 
Mathias Overgaard (Re)presenting community. Public action and reflective judgment in 
Rousseau and Arendt 

 
In his 1758 letter to d’Alembert, Jean Jacques Rousseau famously makes an argument against the 
establishment of a theatre in his hometown Geneva. Rousseau is particularly anxious about the way an 
aestheticized behavior and the imitation of roles on the stage introduces a problem of representation 
which diffuses into practices of everyday life – that is, the concern with how one appears as one truly is 
and in accordance with one’s social identity. Since spectacles is a societal necessity in Rousseau’s analysis, 
he recommends the popular festivals as an alternative because in these performative events the 
community stands before itself and presents itself without mediation.  
This paper seeks to frame these aesthetic and social themes posed by Rousseau through the thinking of 
Hannah Arendt for whom notions of appearance and collective action are concerns as well. In a parallel 
reading of Arendt’s unfinished The Life of the Mind and Rousseau’s later work on The Social Contract, the 
latter’s critique of the aestheticization of the public realm is viewed not as a democratic problem but as a 
democratic force. Inspired by Arendt’s interpretation of Kant’s Critique of Judgment, I propose the notion 
of reflective judgment as a way to comprehend and rethink the aesthetic and communal paradoxes 
inherent in Rousseau’s “general will” and the question of political representation. On the other hand, I 
argue that Rousseau’s influential conceptualization of collective self-government functions as an 
empirical challenge to the alleged transcendentalism of Kant and Arendt. 
 
Mathias Overgaard holds a MA in Comparative Literature from the University of Copenhagen. He is 
working as an associate researcher and translator at the New Carlsberg Research Centre Art as Forum. 

 

Erik Bloom The Faceless Mass 
 
In this paper, I explore a set of contemporary cultural shifts through an analysis of popular culture. 
Firstly, I set up a very brief historical background of the re-purposing of aesthetic material as it came 
about with the invention of the camera, reproducible photo negatives and film stock and finally, 
instantaneous digital reproduction. The reproducibility of the image cast the artwork out of – borrowing 
the term from Walter Benjamin – ritual use and into new and increasingly diverse social uses where 
reproducible visual images presupposed new kinds of structures within which to use them. I employ 
Gernot Böhme’s idea of aesthetic workers to explain the production of products alongside works of art – 
and alongside virtually any other kind of production – characterized by a uniform aesthetic presentation 
which cuts away at their cultural designations.  
Secondly, I observe how these changes have led to a new cultural body among cultural objects, namely a 
disembodied cultural subject – the aesthetic subject of the mass. The mass appears usually as a reaction, 
primarily on social media, as that which makes visible through a spontaneous process of focusing 
attention, like massing as if out of nowhere in viewership of cultural objects as the cultural subject. In this 
way, the mass judges what is worthy of being seen. The mass is greatly helped by social media reactions, 
posts, shares and comments and it is strengthened because of its place among commodified cultural 
objects, which emerge as suspect quasi-cultural objects.  
Lastly, I am concerned with how these changes upset democratic political order. The mass dispossesses 
all that it makes visible and reveals itself faceless and silent as no one stands for the cultural selections. 
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Doubt emerges around the necessary idea for democracy and how we live together: that the mass is 
capable of meaningful visibility.  
 
Erik Bloom is a Swedish-American student who holds two degrees in Philosophy from Emory University in 
the US and from the University of Warwick in the UK as well as a postgraduate degree in Filmmaking from 
The London Film School in the UK. He is currently studying for an MA in Practical Philosophy at Uppsala 
University and his research interests are primarily in Aesthetics and the Philosophy of Science.  
Bloom also has a video art practice, where he self-shoot self-reflective images which are 
then manipulated using visual effects and animation. His films have been shown with Experimental Forum 
in Los Angeles, Anthology Film Archives in New York, with the Experimental Film 
Channel, with collaborative work shown at the Los Angeles Film Awards, TopShorts, Doku Baku, and 
London Independent and Lebanese Independent Film Festivals  

 

 
Thursday 26 August  
 
9:45- 10:45 1 hour panel: Eduardo Carrera & Juan Duque The Curatorial and the Embodied 

Experience: Towards a Decolonial Collective  
 

The aim of this panel discussion in the curatorial is to instigate a critical position by questioning which 
curatorial practices out of the conventional forms of exhibition-making as knowledge production could 
foster a sense of community. The first panelist Juan Duque will define epistemic diversity in the curatorial 
by introducing the decolonial theorist Nelson Maldonado Torres and his concept of ‘coloniality of 
knowledge, coloniality of being’. Duque will question the repercussions of Maldonado Torres’s decolonial 
thinking onto the foundations of Western exhibition practices. Consecutively, and seeking to introduce the 
second panelist’s presentation, Duque will reflect on how – through the collective production and the 
experience in community of symbolic material – dissident and oppressed bodies ‘transform’ their 
condition as a collective emancipatory practice. For that, Duque will elaborate on the concept of ‘The 
Brown Commons’ by Jose Esteban Muñoz in dialogue with the liminal third space of enunciation in Gloria 
Anzaldua’s essay ‘La Conciencia de la Mestiza/Towards a New Consciousness.’  
 
The second panelist Eduardo Carrera seeks to investigate the relationships between queer, cuir* artistic 
practices and sexual dissidence identities. Based on the review of curatorial projects, artists and archive 
material, Carrera will develop a reflection on the relationships between archives, exhibition practices, and 
the politics of memory that have occurred in different sociopolitical contexts historically marked by 
colonialism. Carrera asks: If we name some kind of curatorial practice cuir/queer or deviant, what are the 
other categories of curatorial practices? If we talk about cuir or deviant curatorial practices, are 
there normative curatorial practices? 
 
* The term proposes a displacement in the place of the enunciation of what is queer understood as an 
Anglo-Saxon term. Cuir, cuyr, cui (r) suggests a linguistic and academic use, thought from postcolonial 
studies; it refers to rare, black, indigenous dissident sexualities. 

 
 

Eduardo Carrera Rivadeneira is a curator and cultural manager. He currently serves as the Coordinator of 
the Centro de Arte Contemporáneo de Quito. He has a degree in Visual Arts from the Pontifical Catholic 
University of Ecuador and a Master in Cultural Management from the International University of Catalonia. 
He completed the Independent Studies Program at MACBA, Barcelona - PEI 2019-2020. He has done 
curatorial research residencies at Matadero Madrid, FelipaManuela and Queer City São Paulo. His texts 
have been published in L'internationale, Artpress, Artishock, ArtsEverywhere and Terremoto among 
others. 
 
Juan Duque is a Colombian architect, artist and researcher in curatorial practices currently living in 
Brussels. Duque is a PhD candidate in Critical Practices at the Centre for Arts, Memory and Communities at 
Coventry University, UK. His practice implements the potential of embodied knowledge and non-academic 
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research to generate ‘otherwise’ ways for being together. In this sense, his research in the curatorial 
explores how ‘affect exchange’ shapes and articulates formal, somatic and semantic discourses, focusing 
on the political structures and the interplay between artworks, bodies and infrastructures within and 
beyond institutions. Duque’s research interests include decolonial theory, queer phenomenology and 
trans-individuality. Over the last decade, he has participated in the following curatorial projects: Perpetual 
Travellers at SAVYY Contemporary, Berlin, in co-curation with Belgian curator Pieter Vermeulen. In 2022, 
he will show an upcoming curatorial research project at SixtyEight Art Institute in Copenhagen. 

 
11:00-12:30  Panel 8:  
 
Nina Danilova Responsible ones have to respond: emergence of the public voice and 
communal antagonism. Brothers Chapman, Jan Fabre and Anslem Kiefer in a traditional 
museum 

 
In a traditional paradigm, the major goal of any museum was to preserve and study cultural heritage. For a 
museum, these serious obligations came with the authority of an esthetical and cultural judgement. Until 
recently, museums were considered, by the public and by its workers, temples of art, sacred spaces where 
only the chosen ones were granted the freedom to speak and disseminate knowledge. The public, of 
course, reacted to it in many possible ways and was allowed to form its own opinion – however, it did not 
affect the larger picture.  
Nowadays, museums (officially in order to be more democratic, and, less officially, in order to keep in the 
loop of public interest and stay profitable) are opening up and establishing a dialogue with its visitors. 
The newer the art they exhibit, the less likely is a constructive dialogue. In the walls of a traditional 
museum, exhibiting contemporary art too often becomes a walk through a minefield.  
In my paper, using three case studies of an intensive and problematic communication with the public from 
my own curatorial experience (controversial exhibitions by Chapman brothers, Jan Fabre, and Anslem 
Kiefer at the Hermitage museum in St. Petersburg, Russia), I analyse communal reactions on exhibitions of 
contemporary art. The main questions that I tackle are the following: How far the dialogue between 
museum and public should go? Who can moderate it? Where are the limits of this public penetration and 
how and by whom are they established? And, finally, what such emergence of the public that has a voice 
and tools (e.g. coverage in social media) means for us as a society? 
 
Nina Danilova is a contemporary art curator and a PhD candidate in Culture Studies at the Catholic 
University of Portugal. Her research is funded through the Fundação para a Ciência e a Tecnologia. She 
studied art history at the St. Petersburg University and the Humboldt University of Berlin. She worked for 
the Contemporary Art Department of the Hermitage Museum, where she curated several projects, e.g. 
exhibitions of Lee Ufan and Anselm Kiefer. In 2018 she collaborated with Palazzo Strozzi (Florence) in 
preparation of the exhibition on Natalia Gontcharova and Russian avant-garde art.  
Her research interests lie in the area of memory, archive, and time-perceptions as sources of everyday life 
documentation in contemporary art. Her thesis project Watching Oneself Live: Tempo-Mnemonic 
Transformation in Contemporary Art examines contemporary practices of image-making as a mediation 
for the ways we perceive and handle time and explores the ways digital technologies come to be 
embedded into art. 

 

 
Pernille Lystlund Matzen Whose Bildung? Renegotiating the modern art museum through 
friction in the exhibition Paul Gauguin – Why Are You Angry? 
  

Can we form a collective identity without “othering”? Is it possible to escape this plot?” 
(Løvholm, 2019)  

 
As public institutions receiving state funding, art museums have a special obligation to create inclusive 
social spaces and to make cultural heritage accessible to a general public. Historically, this public role of 
the museum could be encompassed within the notion of ‘Bildung’, which in its conception was a central 
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means to the education – and disciplining – of the new national citizen in 19th  century Europe (Bennett, 
1996). Today however, it has become increasingly clear that the Enlightenment tradition which Western 
museum institutions were founded upon, is by no means self-evident or universal. Important academic 
and artistic critiques have shown the supposed universalism of the art museum and its constructions of 
aesthetics, history and identity to be a particularism, and have thus pointed attention to how museums in 
general have been ‘out of sync’ with democratizing movements outside the institution (Chambers, De 
Angelis, Ianniciello, Orabona, & Quadraro, 2014; Mirzoeff, 2017; Pollock, 1999; Sternfeld, 2018, 2019).  

 
How is it possible to work within the museum – whose institutional structures are often built on 
exclusionary, historicist and imperialist models, and at the same time adhere to new claims for cultural 
democracy and egalitarian practices? Through a close reading of the art exhibition ‘Paul Gauguin – Why 
are you angry?’ (Glyptoteket, 2020-2021) the paper explores the exhibition as an example of how public 
art museums can actively work with the frictions or tensions that arise in the clash between their historical 
role as Bildung-institutions in light of new perspectives, voices and societal conditions. The paper seeks 
to discuss and explore whether this exhibition practice might provide insights into renegotiating and 
rethinking the role of the art museum as a public institution today. 
 
Pernille Lystlund Matzen is a Ph.D.-fellow (2020-2023) at Aarhus University and Louisiana Museum of 
Modern Art with a project called “A concept of Bildung for the 21st century? Renegotiating the role of the 
art museum through exhibition practices”. She is a freelance critic and has published articles in Dagbladet 
Information, Politiken, Senses of Cinema, Mayday Magazine and others. Art curator at BLOOM – festival on 
nature and science from 2019-2020 and curatorial assistant and researcher at Louisiana Museum 2016-
2018. 
 

Amadea Kovic Parallel Production as Soft Antagonism: The Case of Ana Vidigal’s Bela e Má 
(2019) at the Museu Leopoldo de Almeida 

 
This paper takes as its point of departure Ana Vidigal’s Bela e Má [Beautiful and Mean] exhibition held at 
the Museu Leopoldo de Almeida in 2019, in the shape of a monumental installation stretching twenty-
seven meters in length and consisting of twelve chariots, stacked with notebooks and other personal 
objects. 
As noted by the exhibition’s curator Hugo Dinis, the museum space in this case plays a significant role in 
relation to Vidigal’s artwork. Leopoldo de Almeida was one of Estado Novo’s most celebrated sculptors 
whose work was promoting normative gender roles that correlated with the regime’s social system. During 
the time of Estado Novo, an artistic career in Portugal was almost exclusively accessible to men; in this 
context, Vidigal’s artwork represents a message of resistance and changing social norms (Dinis 2019, 87). 
Focusing on the personal, domestic, and feminine as the carriers of historical narrative, it challenges de 
Almeida’s sculptures, carrying messages of duty and stoicism. 
The purpose of this critical analysis is to unravel multiple layers of the seemingly oppositional relationship 
between the museum space and Vidigal’s work in the context of Bela e Má, and examine the ways in which 
their contrasting relationship emphasises the activist component of the artwork. Building upon Chantal 
Mouffe’s defence of the possible critical dimension of traditional art practices embedded within traditional 
artistic institutions (2013, 121), W. J. T Mitchell’s expanded definition of medium (2005), as well as Robert 
Copeland’s examination of the aesthetics of collage as opposition to the ideal expressed by Wagner’s 
Gesamtkunstwerk (2002), I argue that the juxtaposition of the installation and the museum in this case 
actively transforms the museum space into an integral part of the artwork, as their correlation adds a key 
layer of meaning to the piece. 
 
Amadea Kovič is a second-year PhD student of the International Doctoral Program in Culture Studies of 
the Lisbon Consortium at the Faculty of Human Sciences – Universidade Católica Portuguesa with the 
support of the EDP Foundation. With her background in Art History and Slovene Studies, her research 
interests include contemporary and activist visual art. Her ongoing PhD research focuses on investigating 
contemporary feminist visual art production in Portugal and Slovenia. 
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13:30-15:00  Keynote: Nora Sternfelt: ‘Museums and Collections as Commons’ 

 
The history of public collections is often told in museology in connection with the French Revolution. In 
the Louvre, something essential actually happened in connection with the ownership of objects. The 
representative things of the nobility and the church became public in the revolutionary museum - in other 
words to an appropriation of the collections for the general public. Whereas until then they had served for 
the representation of power, they were now socialised. In the process, the objects underwent a change in 
their value and their meaning: a revolutionary de- and recontextualisation. Since then, we have assumed 
that public museums and their collections are not only simply for everyone, but also belong to everyone. 
But who is everyone? Who is addressed when institutions address everyone? And who is excluded? How 
ethnic is the idea of "everyone“? What role do economic criteria play in this? I will argue that a radical 
democratic museum is the place where precisely this idea of „everyone" remains negotiable as the demos, 
which exclusions are reflected. The radical democratic museum as commons would thus be a place that 
belongs to all and in which everyone is negotiable and expanded. 
 
Nora Sternfeld is an art educator and curator. She is professor for art education at the HFBK Hamburg. 
From 2018 to 2020 she was documenta professor at the Kunsthochschule Kassel. From 2012 to 2018 she 
was Professor of Curating and Mediating Art at Aalto University in Helsinki. In addition, she is co-director 
of the /ecm - Master Program for Exhibition Theory and Practice at the University of Applied Arts Vienna, 
in the core team of schnittpunkt. austellungstheorie & praxis, co-founder and part of trafo.K, Office for 
Art, Education, and Critical Knowledge Production (Vienna) and since 2011 part of freethought, Platform 
for Research, Education and Production (London). In this context she was also one of the artistic directors 
of the Bergen Assembly 2016 and is since 2020 BAK Fellow, basis voor actuele kunst (Utrecht). She 
publishes on contemporary art, educational theory, exhibitions, politics of history and anti-racism. 

 

15:30-17:00  Panel 9: 
 
Amalie Frederiksen Art as Community Engagement Collecting and communicating data of 
change 

 
As part of our ongoing art campaign #VærkDinVerden, Another Public has begun an experimental 
evaluation- and knowledge-sharing project aiming to collect, share and anchor knowledge on the impact 
of using participatory art as a tool in community engagement – produced in connection with the exhibition 
Make A Move happening throughout May in 4 Danish cities with the artists Molly Haslund, Karoline H 
Larsen and Pelle Brage. 
Another Public would like to present and discuss results, method and challenges related to the evaluation 
project. Presentation will include a suggestion for a model of community engagement produced as part of 
the exhibition as well as data, film and analysis, which can lead to further discussion.  
A central goal of the knowledge-sharing project is to try to communicate the value of art in an 
interdisciplinary field and contribute to a common language and a common discussion of art’s potential 
when it enters into dialogue with a community. 
The evaluation project takes place continuously before and throughout the exhibition – and is an integral 
part of # VærkDinVerden's method and vision of testing how art works as a catalyst for involving people in 
shaping public spaces.  
It is a qualitative evaluation project focusing on change and impact, with analyzes of how concrete 
methods and practices used in the project leads to change in the participants’ relationship to their 
surroundings. The change is measured by looking into how the individual artistic grips as well as the 
curatorial format manages to put the participant's experiences and daily concerns into play, building new 
connections between the community and the local commons. 
Working with process-based and participatory method #VærkDinVerden aims to engage people in creative 
conversations and encounters with art in their community. Make A Move is a #VærkDinVerden exhibition 
curated by Another Public and supported by Danish Arts Council Realdania, Augustinus Foundation and 
others. 
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Amalie Frederiksen an independent curator specialized in public art and community 
involvement with an interest in change making processes. In January 2019 Amalie 
founded Another Public, an art agency that works with the objective to engage people in 
their social and physical surroundings, creating new possibilities for humans to connect 
with each other and the world. Resent curatorial projects include Utopia City (Midtfyn 
2020), Living as Clay (Indonesia 2019), Aftercare (New York 2019) #VærkDinVerden 
(2018). Education: Cand.mag in Modern Culture, Copenhagen University 2012. 
 

Rene Victor Valqui Vidal ASTRID NOACK ATELIER – a performance 
 

Astrid Noack Atelier (ANA) is an association established in 2009, composed of artists, local residents, 
cultural communicators and others. Its overall purpose is to work for the preservation of ANA 
(Rådmandsgade 34, Nørrebro, CPH) in order to develop the place, inspired by the life and works of Astrid 
Noack, into an art and cultural environment for and with local residents. Astrid Noack (1888-1954) was 
one of the most important Danish artists of the twentieth century. As a sculptor, she was characterized by 
frugality and scarcity of means and modelled on archaic sculpture.  
ANA’s program draw threads back to the Danish sculptor Astrid Noack’s everyday life and artistic work in 
the studio in the period 1936-1950, where social and professional exchanges with neighbours and artists 
from near and far were part of daily life. ANA’s cross-aesthetic program links the history of the space with 
a desire to jointly develop it which, as a result of gentrification, is left isolated, cut off from its previous 
existence as part of a lively backyard environment with workshops and small industry. ANA is dedicated to 
the notion of art as a public sphere and as a collective reflection tool that can create forms and images 
making us see and sense, ask questions and think about the world and everyday life in new ways. ANA 
focuses with and through art on sharing knowledge, testing ideas and presenting alternative horizons of 
imagination and models of action. 
In the coming years, ANA will further try to emphasize values around slowness, contemplation, 
‘commoning’ and collective (un)learning. A set of values that moves against the productivity- and 
efficiency-oriented structures that characterize the surrounding capitalist society and the art institution, 
and which often result in stress and exhaustion. 
 
Víctor Valqui Vidal, chairman of ANA. Professor Emeritus from The Technical University of Denmark. 
Mathematician, Engineer, Cultural Sociologist, Performer, Visual Artist and Poet. Born in Lima, Peru. 
Studied in Peru, Belgium, Paris and Denmark. Member of UKK. For me, Art is a way to express my ideas, 
reflections, socio-political concerns and visions about a better World. It is storytelling using different kind 
of materials, techniques, images, symbols and mixed media. For me, the creative aspect of Art is more 
essential than aesthetics. In my creative work, I seek to break boundaries and constraints due to material, 
traditions or routines. I usually seek in my work ambiguity, humour, criticism, playfulness and weirdness. I 
make art for the brain, not for the eyes. Located in CPH, Denmark. 

 
Dioni Lampiri Monumental heritage as a collective experience against social exclusion 
 

As part of my MSc thesis for the program "Applied-Clinical Sociology and Arts", I conducted a research 
study about the "Empowerment through contact with the monumental heritage: The case of a group of 
teenagers in an art workshop". 
I studied thereby, the potential of empowerment of an interracial group of teenagers, through their 
contact with the monumental heritage of the area of Evia, Greece. The teenagers, who were Greeks and 
Syrians refugees from the camp of Ritsona, participated in the programme of ‘’The Art Laboratory of 
Chalkida1’’ called «Mythologies of my Land», that took part from November 2019 to March 2020. 
It included guided tours of the archaeological sites and museums of the area, such as the ‘’Sanctuary of 
Artemis at Aulis’’, visual recording by the teenagers during their visits to the countryside and in the 
workshop where they completed them, through the artistic means of photography, sketches, paintings 
and videos. 
The methodological tools of the qualitative research held, were semi-structured interviews and 
participatory observation in the field, as well as the examination of theoretical reflections on the subject, 
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mostly based on Pierre Bourdieu's theory of capitals and the interaction of culture, power and identity in 
modern societies and Alois Riegl' s theory on the values of the monuments. 
The potential of walking, as a way to ‘escape’, combined with the interaction with the monumental 
heritage, to support this socially vulnerable group, was explored and analysed. Questions were raised 
about the social role of culture and the way it can develop a great importance in shaping individual and 
collective identities, while examining the role and the extent to which walking art can enhance such a 
process. 
In my proposed presentation, I will discuss how the young refugees, while getting out of the 
claustrophobic environment of the refugee camp, walking in nature, and learning about the monumental 
and cultural heritage, gained strong stimuli for interaction and artistic creation. This collective aesthetic 
experience offered the children feelings of excitement and mental uplift, while creating conditions for 
socialization, connection and cohesion, shaping relationships and common needs. 
 
Dioni Lampiri lives and works in Athens as a Conservator of Antiquities and Works of Art, specializing 
in paintings, frescoes, underwater antiquities and archival material. She has a master's degree in 
"Cultural Management" as well as in "Applied - Clinical Sociology and Arts". In her postgraduate thesis, 
she researched on the social function of art and culture, in times and conditions of crisis, in socially 
vulnerable groups, as well as with the value of preserving, protecting and promoting cultural heritage. 
She continues to explore the possibilities of the artistic process and its derivatives in empowerment 
and mental healing, while recently she has also been involved in Adult Education and Training. 

 

 
Friday 27 August 
 
11:00-12:30 Panel 10:  

 

Line Ellegaard Politics of Hearing and the Art of Conversation: ‘Rethinking Nordic 
Colonialism: An Exhibition Project in 5 Acts’, 2006 
 

Since the late 1990s notions of ‘public’ and ‘publics’ alongside political terms such as ‘forum’, ‘assembly’ 
and ‘summit’ have been increasingly mobilised in art exhibitions (Nelund, 2020). From Documenta11 
(2002), which proposed a constellation of public spheres through five platforms, to Latour and Weibel’s 
‘Making Things Public’ (2006), the public sphere is cited in contemporary art discourse and exhibitions to 
emphasise political intent and significance. But what forms of political agency come with the public nature 
of art? This case study of ‘Rethinking Nordic Colonialism’ 2006, curated by Kuratorisk Aktion (Frederikke 
Hansen and Tone Olaf Nielsen) for NIFCA, Nordic Institute of Contemporary Art, argues that the political 
agency of such activist exhibition making lies in its operation of a ‘conversational complex’ (Elke Krasny, 
2017) – as opposed to an ‘exhibitionary complex’ (Tony Bennet, 1988). Curatorially informed by a global 
transnational feminist perspective, Kuratorisk Aktion responded to the dearth of public discourse 
concerning colonial history in the Nordic countries. Act 2, for instance, was presented in Nuuk and 
consisted of an exhibition, a film programme and a two-day public hearing titled Debating Independence: 
Autonomy or Voluntary Colonialism? My analysis concentrates on the audio recordings from the ‘public 
hearing’ in order to consider the double meaning of ‘hearing’ – to hear and perceive sound and the 
political format of ‘hearing’ where citizens are heard, but officials are not necessarily allowed to respond. 
What are the political potentials of practices of listening? I propose that such feminist curatorial projects 
provide the infrastructural conditions for ‘an art of conversation’ (Krasny, 2017) that in blurring the 
boundaries between the personal and the political might assist the formulation of new political 
subjectivities. 
 
Line Ellegaard is a curator, educator and PhD-fellow at the New Carlsberg Foundation research 
centre Art as Forum, based at the Department of Arts and Cultural Studies, University of 
Copenhagen. She is working on the project Exhibition as Forum: Forms of solidarity in 
feminist, anti-racist and post-colonial exhibition practises, 1970-2010, in which she is 
investigates the collective process, communal address and public reception of art exhibitions, 
along with their social, political, and aesthetic dimension. 
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Stephanie Smith Presentation of a project: Commonwealth 
 

The upheavals of 2020, including the COVID-19 pandemic and uprisings for racial justice, profoundly 
impacted interrelationships among cultural producers, institutions, and publics. This presentation will 
consider the ways that this context affected the varied publics that formed—and failed to form—through 
the relational processes of conceiving, developing, presenting, and disbursing several works 
commissioned for Commonwealth.  
This multi-faceted project, spanning 2018 to 2021, was developed by a curatorial team working across 
the Institute for Contemporary Art in Richmond, Virginia; Philadelphia Contemporary; and Beta-Local in 
San Juan, Puerto Rico. Together, we probed the concept of “commonwealth” and its legacy in each 
location: conducting collaborative research, commissioning artworks, developing public programs, and 
co-editing a publication (commonwealths.art). Throughout, we asked whether it’s possible to unleash the 
collective power embedded in the term while recognizing its connection to exploitation and colonialism. 
(One provisional answer, as phrased by Michael Linares and Pablo Guardiola of Beta-Local: “Instead of 
thinking about the utopia of putting something together, we work from the reality that things break and 
that it is not bad to operate from the cracks.”) Within 
this framing, I’ll introduce some of the nuanced issues that emerged around commissioned 
works that range from site-specific activism to performance for camera. To support this discussion, I’ll 
share a prescient diagram from artist and theorist Suzanne Lacy’s 1995 essay “Debated Territory: Toward 
a Critical Language for Public Art,” in which Lacy proposes methods to help critics respond sensitively to 
then-emerging forms of collaborative and participatory public practice. Although devised over 25 years 
ago, as part of a specific argument, this tool to visualize interrelationships among project initiators, 
collaborators, and varied forms of audience feels worth revisiting in relation to broader contemporary 
practice and the larger questions raised by the 2021 ESSCS. 
 
Stephanie Smith  is a Chicago-based curator and writer. Smith researches and develops 
collaborative, place-responsive projects that embed contemporary art in larger civic and 
social contexts. Prior arts leadership roles include: inaugural Chief Curator, Institute for 
Contemporary Art at Virginia Commonwealth University, Richmond (ICA); Chief Curator, 
Art Gallery of Ontario, Toronto (AGO); and Deputy Director/Chief Curator, Smart Museum, 
University of Chicago (Smart). Key curatorial projects include Commonwealth (2018–2021, 
co-curated, Beta-Local + ICA + Philadelphia Contemporary); Declaration (2018, co-curated, 
ICA); Provocations: Rashid Johnson (2018, ICA); AGORA: Fourth Athens Biennale (2013, 
co-curated; project received 2015 ECF Princess Margriet Award for Culture); Feast: Radical 
Hospitality in Contemporary Art (2012, Smart); and Heartland (2008, co-curated, Smart + 
Van Abbemuseum, NL). She is an editorial advisor for the journal March and was a 
contributing editor for Afterall journal. Smith is currently working on a PhD in the 
University of Amsterdam’s School of Heritage, Memory, and Material Culture. 

 
Richard Vargas Lopez War Comics as Aesthetic Objects in Public Exhibitions: Symbolic 
Representation and Communality 
 

The expanding innovation in comics regarding content and artistic representation have made comic art 
appealing to curators of museums and galleries who have contributed to broaden the recognition and 
institutionalization of comics in artistic scenarios. Exhibitions have concentrated exclusively on artists and 
their creations. However, key features of war comics to capture spectators’ feelings in public exhibitions 
deserves more attention. In this vein, this paper responds to the call for the academic event: “Art in 
Common(s) - Understanding Art and Communality” and suggests that comics and graphic novels as 
aesthetic objects in public exhibitions may engender empathy and experiences of communality. The aim 
of this paper is twofold. The first objective is to display some strips of comic books that have been used in 
public scenarios to remember victims of tragic events such as war and social conflicts. The second one is 
to evaluate the representational characteristics of such artifacts and their effectiveness in appealing to the 
emotions of audiences, thus creating, and addressing forms of communality. The paper is divided into two 
main sections. Firstly, examples of Joe Sacco’s comics strips “The Fixer” and “Footnotes in Gaza” exhibited 
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in the Cartoonmuseum in Basel between November 2015 and April 2016 will be presented. This section 
will examine the reason why these war comics, also known as ‘comics journalism’, function as sites of 
memory that have an impact on the public sphere. Finally, an interactive digital comic book created by 
children and teenagers who have been victims of the conflict in Colombia will be explored. These graphic 
narratives made part of an exhibition in the museum “Storytelling for Peace building” carried out in 2019 
in the international book fair in Colombia with the objective of visualizing stories of young victims of the 
armed conflict in the country and fostering empathy and communality in audiences. 
 
Richard Damian Vargas López is a PhD candidate at the Justus-Liebig-University Giessen and a member of 
the Graduate Center for the Study of Culture (GCSC) and the International PhD Program: Literary and 
Cultural Studies (IPP). He has been a constant participant and presenter in international events carried out 
by the Colombo-German institute for peace in Colombia (CAPAZ: Instituto Colombo Aleman para la Paz) 
and by Justus-Liebig-University Giessen. He is currently finishing his dissertation on “Forms and Functions 
of Representing and Memorializing Colombian Armed Conflict in Contemporary Graphic Novels”. His 
doctoral thesis examines how space, time, and victims subjectivities including memories, experiences, 
and traumas are portrayed in graphic narratives and their impact on audiences to create mental models of 
the armed conflict in Colombia. His main research interests include visual culture, narrative theories, 
documentary graphic novels, and media representations of socio-political conflicts. 

 
13:30-15:00 Panel 11:  
 

Anders Thrue Djurslev Staging Spectatorship: Museum of the Future 
 
Introducing the coming theatre exhibition project Museum of the Future [Museum for fremtiden], this 
presentation discusses the exhibition’s prefigurative strategy of staging and exhibiting spectatorship and 
its aesthetic, communal, and temporal implications. 
Museum of the Future is a cross-aesthetic and cross-institutional collaboration between contemporary 
arts center Kunsthal Aarhus and the Copenhagen-based theatre Sort/Hvid, combining institutional 
frameworks and contemporary art and theatre practices. Visual artists join theatre makers in conjuring 
“contemporary futures” in a sequence of installations. The artists’ original contributions are staged in a 
museal dramaturgy that, through sound and set design, directs the participating audience in small 
collectives throughout the exhibition. Spectators are in other words instructed to become part of the 
exhibition as living sculptures or temporary statues for each other, rendering the communal sensation of 
experiencing art visible and sensible. As such, Museum of the Future seeks to stage the temporary present 
as a historical object of the past, troubling distinctions between archive and performance (Schneider, 
2011). 
The presentation discusses the aesthetic, communal, and temporal implications of exhibiting audiences in 
Museum of the Future: as social sculpture (Beuys, 1973); as an expression of the double character of 
participation in contemporary art (Rebentisch, 2013); as a critique of the contemporary transformation of 
spectatorship into labor (Steyerl, 2009); or as a summoning of the future as “that point of disjuncture 
where the present begins to appear as past.” (Williams, 2016; Groys, 2020). Drawing on the notion of the 
curatorial as the temporal production of public spaces for social situations (Malzacher, 2017, Bismarck, 
2014), I will share the preliminary thoughts on the curatorial conceptualization of Museum of the Future 
from the combined perspective of dramaturg, curator and researcher. A work still in progress, Museum of 
the Future opens at Sort/Hvid and Kunsthal Aarhus in 2022. 
 
Anders Thrue Djurslev is a PhD fellow (2020-2023) at Aarhus University, Kunsthal Aarhus, and Sort/Hvid. 
His research project Museum for the Future: Praxis-based Curatorial Research on the Presentations of 
Time in Contemporary Art is funded by the New Carlsberg Foundation and investigates the intersections 
between dramaturgy and curatorial studies in the contemporary arts centre and the theatre, exploring 
artistic practices and their temporal-historical implications. Prior to the PhD project, Anders Thrue 
Djurslev was dramaturg at Sort/Hvid and member of the audio drama company AKT1. He holds a Master’s 
degree in Modern Culture from the University of Copenhagen, graduating in 2016. 
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Barbara Cueto Using blockchain technology to create commons-oriented ecosystems in 
contemporary art 
 

This proposal aims to present the curatorial project that leads my artistic research about the new political 
and social imaginaries created by blockchain technology. This presentation is dedicated to think through 
the technology, using it as a tool for social imagination that could create structures for social production 
based on non-capitalocentric values. To do so, I will investigate its affordances and their possibilities, to 
explain how blockchain can create social structures that perform multi-dimensional values and 
motivations inherent to a P2P diverse economic system. They can, for example, make visible and allocate 
worth to often forgotten tasks such as care labour, conflict management, social innovation or social 
reproductions. These alternative techno-social configurations on blockchain affect the notion of value 
and, thus, spawn new ways of organising in a commons-oriented community that circumvent hegemonic 
economic principles like the accumulation of capital and the focus on productivity.  

 
This presentation looks, specifically, into the artistic projects using this technology, as they utilise 
blockchains to perform a type of governance specifically designed towards achieving collective desires and 
goals on a prefigurative manner.  Hence, it will examine blockchains through two complementary angles: 
the politics within the technology and its aesthetic experimentations. On the one hand, it delves into how 
the different uses of the technology develop of new commons-based political imaginaries and new forms 
of digital activism. On the other hand, it explores how artists working with blockchains give rise to new 
forms of aesthetic resistance as they are exercises that recreate, in the present, a desired unwritten 
future. These practices come to deepen the project of Institutional Critique, and expand the medium of 
Socially Engaged Art. As a result, this presentation examines how blockchain articulates new proposals 
that challenge traditional hegemonic orders by organising social life in the post-digital society around the 
commonality of being. 
 
Barbara Cueto is a curator and researcher interested in the intersection of activism, new technologies and 
contemporary art. Currently, she is a PhD candidate at the University of Amsterdam, and she is on the 
Editorial Board of the Dutch Journal of Gender Studies. She is alumna of curatorial programme of de Appel 
in Amsterdam, holds a MA in Arts Management from the University of Maastricht (NL), and a BA in 
Journalism from the Complutense University of Madrid (SP). She has convened and curated projects 
internationally at institutions like MMOMA Moscow for the 6th Moscow Biennale for Young Art in Russia, 
Asian Culture Centre in Gwangju and Museum of Modern and Contemporary Art in Seoul in South Korea, 
La Casa Encendida in Madrid, Bétonsalon in Paris, Marres in Maastricht, Impakt Festival in Utrecht, and de 
Appel arts centre in Amsterdam, all in the Netherlands. 

 
Rasmus Holmboe TOVES – THE SALE: negotiating institutional logics and strategies of 
communality 
 

In this paper I will present and discuss my ongoing curatorial work with examining and perhaps 
reactivating the Copenhagen-based artist collective and exhibition space TOVES that operated from 2010 
to 2017. During the period of activity more than 20 artists were members of TOVES, some only 
participating for shorter periods, while others were active throughout the period in which TOVES made 
more than 70 exhibitions, workshops, interventions, publications and other projects in a loosely tied 
collective manner where individual members of the organization would work together in different 
constellations. 
My preliminary analyses point toward how TOVES deliberately mixed and blurred the boundaries between 
individual artistic production, artwork, curatorial work, business and marketing strategies through a 
confusion of artists’ and collective identities and an insistence on heterogeneity and juxtaposition of 
disparate institutional logics. On the one hand TOVES operated in highly eccentric, pretentious, self-
sufficient and unreasonable ways, while on the other they adopted and examined the slick surfaces and 
excessive formal languages within corporate business and neoliberal governance. 
The final activity of TOVES (as we know it so far) was the collective artwork TOVES – THE SALE, exhibited at 
Museet for Samtidskunst in Roskilde, Denmark in 2017. The artwork effectively put the organization up 
for sale, including both material and immaterial assets such as collective artworks, equipment from their 
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gallery space, estimated brand value, yet unrealized ideas for projects, copyrights, the handover of 
website, email and social media accounts and, most importantly, the “full entitlement to run the 
organization in the future” as the sales prospectus proclaimed. After the exhibition, the museum acquired 
TOVES – THE SALE and is now obligated to somehow try to carry on the institutional logics of TOVES within 
the institutional logic of museum. This also means that two very different ideals of what it means be in 
common have to be negotiated. 

 
Rasmus Holmboe is postdoc at the Art as Forum research centre at University of Copenhagen, where he is 
conducting a practice-based project on art museums and distributed artistic and curatorial practices in 
collaboration with Museet for Samtidskunst in Roskilde, Denmark. His PhD (2019, University of 
Copenhagen) titled The Resonant Museum: Sound, Art and the Politics of Curating explores the relational 
reciprocity between sound, museum, listening, curatorship and the wider social and political contexts 
these constitute and produce. His research interests include curating, museology, sound studies, 
performance and performativity with a clear focus on the historical, social and cultural contexts that 
artworks, institutions and individuals shape and are shaped by. 
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Session formats 
 
 

Panels and keynotes 
The core of the summer school consist of panel sessions where participants come 
together to present and discuss each other’s papers and presentations. During these 
sessions, which are 2,5 hours long, 3 participants (in some cases 2 or 4) present 
their papers (each have 20minutes) followed by plenary discussion (10minutes per 
paper). In these sessions connections are made not only between the papers, but 
also in relation to the keynotes and the overall theme of the summer school. It is 
crucial that all participants attend all panel sessions to assure that a collective 
dynamic can be achieved. 
Keynote sessions are 1,5 hours long and consists of a lecture (approx. 45 minutes) 
followed by a moderated Q&A discussion.  
 

How to respond 
Each session will have a moderator to chair the session. We want to encourage all 
participants to actively contribute to the discussion by responding to papers and 
artistic/curatorial presentations. You can respond either by raising questions 
brought forward by a paper, or comment on content or methodology. Or by pointing 
to shared issues or connections between different papers. The response can also be 
less formal, focusing on a point that you found surprising, disturbing or challenging. 
It is our hope that the ESSCS 2021 will be the site of edifying discussion and fruitful 
collaborative work that enhances our understanding of art and communality.  
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Practical information 

 
Locations 
 
Summer school venue:  

All panels and keynotes take place in: 
Room 21.0.54 (building 21, see map below) 
Karen Blixensvej 1 
South Campus 
University of Copenhagen 
2300 Copenhagen S 

 
Visit to SMK (National Gallery of Denmark)  

We will meet in front of the main entrance to the museum.  
SMK 
Sølvgade 48-50 
1307 København K 
  

Lunch, coffee, tea & refreshments  
Will be provided in room 21.0.54 throughout the week 
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Dinner:  

Thursday evening, we invite all participant for dinner at Kanalhuset – situated in the 
nearby borough of Christianhavn. If you have special dietary needs, allergies, or 
would like a vegetarian or vegan option, please contact Ida Albert: 
ida.albert@hum.ku.dk 

 
For those who do not have documentation of vaccination or previous infection: 
Remember that a negative COVID-19-test is required to access the restaurant.  
 
Address:  
Kanalhuset, Overgaden Oven Vandet 62 a, 1415 Kbh K  
(walking distance from campus or one stop via metro)  
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COVID-19 testing  
 

- PCR Test in Denmark: PCR and rapid antigen tests are free of charge in 
Denmark. You need to register at covidresults.dk to get a PCR test and see your 
test result. Typically, PCR test results are ready after 24 hours. 
 

- You do not need to make an appointment to get a rapid antigen test. Typically, 
rapid antigen test results are ready within 15-30 minutes. See rapid antigen test 
centers in Copenhagen here: https://www.cphmed.com/testcenter-oversigt/   
 

- In Denmark, persons who cannot document vaccination or previous infection 
are required to present a negative test to access restaurants, cafés, cultural 
activities and attractions.  
More info here: https://en.coronasmitte.dk/covidtravelrules  

 


