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Dear visitors,
Since 1987, Magasin 3 has built one the most significant collections of contemporary art in Europe. This unparalleled body of work
generates boundless opportunities for the institution’s curators to
create challenging and innovative exhibitions. It is also a chance to
rediscover treasures that have not been presented at Magasin 3 for
many years, and to show them in a new context alongside recent
acquisitions.
For the 2013–14 season, chief curator Richard Julin has focused on
Irish artist Siobhán Hapaska, who lives and works in London. Siobhán
is one of the few artists who still fabricates everything on her own,
and she explores a broad range of subjects with dedicated precision.
Richard took notice of her work back in the nineties, and in 2000 he
included her in a group exhibition at Magasin 3. In 2010, she was
included in our popular Thrice Upon A Time exhibition. Magasin 3
now owns one of the most extensive collections of Siobhán’s work
in the world.
Bronwyn Griffith, collections curator, has selected five artists for
inclusion in her exhibition Otherworldly: Annika von Hausswolff,
Anish Kapoor, Charles Long, Pipilotti Rist, and Per B Sundberg. When
brought together, the individual works form an eye-catching and
surprising whole. These are five distinct temperaments that coexist
as a patchwork of shared ideas.
Welcome to Magasin 3!
David Neuman
Museum Director

Siobhán Hapaska

The first time I saw Siobhán Hapaska’s work was in 1997 at Documenta X. The sculpture Here (1995) was the first work I encountered
when I stepped into her exhibition space, and it struck me with astonishment. Here is a multifaceted work that at first glance is reminiscent
of an abstract sculpture in the spirit of Barbara Hepworth or Henry
Moore.
Upon closer inspection, one discovers that the work functions as a
sort of inverted fountain, in which water subtly flows from the edges
back into the center of the sculpture. The water emits a slight hint
of chlorine, adding to the experience. A contrast of materials arises
between the lambswool cover and the glossy hull of pearlescent
white lacquer. Black straps urge viewers mentally to buckle themselves in to the sculpture, and to imagine inhaling oxygen from the
mask. My encounter with this work made such an indelible impression on me that Siobhán Hapaska was the first artist I wanted to work
with when I joined Magasin 3 as a curator.
In 2000, I organized an exhibition with Siobhán Hapaska from Ireland,
Charles Long from the United States (who is currently represented
with a work in the adjoining installation Otherworldly), and Ernesto
Neto from Brazil. Grounded in my understanding of Magasin 3’s thenthirteen-year history, my aim was to create an exhibition that showed
how the medium of sculpture could be experienced at the beginning of a new millennium—a proposal for an expanded definition of
sculpture in the form of an exhibition. Diverse expressions stood side
by side complementing each other within the physical and mental
experience offered by the exhibition. All the senses were engaged,
with various sights, sound, smells, and tactile sensations using a variety of materials: everything from polyester, Lycra, soap and Styrofoam
to stone, wood, water, spices, clay and fur.

Three of Siobhán Hapaska’s works in that exhibition were then
acquired by Magasin 3. The above mentioned Here, the wall-mounted sculpture and sound piece Shadow (1999), and the mobile sculpture Ecstatic (1999). Over the years, these works have been shown in
other collection exhibitions at Magasin 3, but never together. Three
additional works by Siobhán have been added to the collection in the
meantime: Snow Seared (2008), the nose that lost its dog (2010),
and light lives in a box (2012). The full set of works is now being
presented together for the first time.
As with my introduction to Siobhán’s work at Documenta sixteen
years ago, Here is the first work that you encounter in this exhibition.
It is bathed in blue light—a tribute to the exhibition we organized in
2000, when all of Siobhán’s works were lit in this manner.
Richard Julin
Deputy Director/Chief Curator

Biography
Siobhán Hapaska was born in Belfast, Northern Ireland in 1963. She
lives and works in London. Her recent solo exhibitions include the
Barbican Centre, London (2010); Glasgow Sculpture Studios (2009);
and Camden Arts Centre, London (2007). She is a recipient of the Paul
Hamlyn Award (2003), represented Ireland at the Venice Biennale
(2001) and participated in Documenta X (1997).
She has also participated in various group exhibitions including British
Sculpture: A View Through the 20th Century, the Royal Academy of
Arts, London (2011); Islands Never Found, Palazzo Ducale, Genoa,
Italy, which traveled to the State Museum of Contemporary Art, Thessaloniki, Greece, and Musée d’Art Moderne de Saint-Etienne, France
(2010); Causing Chaos, The Museum of the University of St Andrews,
St Andrews, Scotland (2010); Life? Biomorphic Forms in Sculpture,
Kunsthaus Graz, Austria (2008); Micro-narratives: tentation des
petites realités, Musée d’Art Moderne de Saint-Etienne, France
(2008); and Neo Futur, Les Abattoirs, Toulouse, France (2008).
She is represented in the collections of Magasin 3 Stockholm Konsthall, Stockholm; Moderna Museet, Stockholm; Tate Modern, London;
the Hirshhorn Museum and Sculpture Garden, Washington, DC; and
the Massachusetts Institute of Technology, Cambridge, MA.

Here
The sleek, undulating form of Here alludes to the aerodynamic design
of a racecar. But in contrast to first impressions, this work is an admonition to explore stillness: the condition of being present. Rather than
being a safety harness to help one withstand high speeds, the straps
are there to aid the viewer in assuming the proper position to engage
with the work. The idea is to be comfortable but receptive, not to curl
up and fall sleep.
Siobhán suggests that we all intrinsically possess the potential to
activate this engagement with the here and now, and that the work
merely has a placebo effect. Several of the works included in the exhibition explore the longing to be free, and Here stands as a key point of
departure for this artistic investigation. The largest and most complex
of those works she has created from fiberglass, it is also the only one
that suggests a performative function. Unfortunately, the surface of
the work is too delicate to allow visitors to interact with it physically.
The perfectly smooth surfaces were achieved through computermodeling and countless hours of meticulous labor. By polishing and
reducing, Siobhán removed all trace of herself from the work in order
to provide the viewer with a potent unmediated encounter. She has
called it “removing the umbilical cord” from the work.
I wanted them [the works] to have a cultural amnesia. You couldn’t
bring everyday references to them, they would slide off like a Teflon
surface. SH
Here has previously been shown at Magasin 3 in the exhibition
Siobhán Hapaska, Charles Long, Ernesto Neto (2000).

Here, 1995
Fiberglass, opalescent paint, acrylic lacquer,
lambswool, harness, piped water and oxygen
365 x 78 x 208 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

Shadow
In Shadow, as in many other works, Hapaska plays with the categories “art” versus “object for use” and shows the falsity of this division.
Contradictions exist between the work’s form, material, and function:
it is made from conventional audio speaker materials and it emits
sound, but its form refutes a purely utilitarian interpretation.
The artist created three similar works in 1993–1995, each titled Heart
and taking the form of a distorted heart. In Shadow, this form has
mutated and divided in two: a large supine section underneath a
small overhanging drum. The dimensions are human-sized, while the
composition suggests a horizon line or landscape.
The sound of birdsong and flowing water emanates from the large
section, punctuated at intervals by the deafening roar of a jet engine.
From the smaller form comes the steady hum of white noise. Hapaska
has described this work as a meeting between the idyllic and the
fear-inducing. Panic and turmoil may strike at any moment, but they
just as surely fade away again. An enigmatic presence on the wall,
Shadow speaks but does not explain itself.
Shadow has previously been shown at Magasin 3 in the exhibition
Siobhán Hapaska, Charles Long, Ernesto Neto (2000).

Shadow, 1999
Wood, speaker cloth, audio components
178 x 127 x 30,5 cm
Edition 2/3
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

light lives in a box
A sturdy cube, faced with black leather, is mounted to the wall with
a hinged arm. The cube’s sides are held together with steel brackets,
and the interior is lined with mirrors that reflect each other endlessly.
Inside the box sits a limestone-walled chamber: here sit four short
wicks floating in olive oil, above a hollow filled with moss. The wicks
are lit and give off a warm glow.
For me, in the beginning, the process of making sculpture was about
reduction. It became an economy of means. … [N]ow in a way this
process has changed or reversed, and it is now about addition.
I have always really loved materials… SH
In light lives in a box, domestic and ritual associations vie with industrial and natural materials. Facile interpretations glide off the work as
easily as light bounces off its mirrored surfaces. The flames can be
read as votive offerings, or a form of memorial remembrance.
The artist has used votive lights in other recent works. In footings (2011), 25 small stone cubes are placed in a grid on the floor.
Each cube holds a lit votive. The cubes resemble the footings used
as the foundation for tall buildings, and this work has been described
as “alluding to the footprint of the World Trade Center towers” in
New York.
The work was acquired by Magasin 3 in 2012 and is being shown
here for the first time.

light lives in a box, 2012
Solid aluminum plate, stainless steel fittings, mirror-polished stainless steel,
leather, brass, micro mosaic limestone, olive oil, candle wicks, moss
Dimensions variable
Edition 1/6
Collection Magasin 3 Stockholm Konsthall
Photo: Petter Lehto/Courtesy Andréhn-Schiptjenko

Ecstatic
The tumbleweed is a symbol of a mythical American West with wideopen spaces that are the perfect stage for escape, retreat, and reinvention. Detached from its roots and blown by the wind, it disperses
seeds in order to reproduce while gradually destroying itself in the
process. It is a hybrid structure containing elements of both death
and rebirth.
In Ecstatic, an actual tumbleweed circumnavigates the perimeter of
a low podium with a stuttering motion. Its brambly form stands in
contrast to the smooth, dark mirrored surface of the podium. Its
normally random movement through open landscape is here contained and controlled, though not entirely stilled. It has been chosen
for display but is denied the enactment of its fundamental nature.
When you travel very fast you begin to feel stationary. It’s as if the
surrounding landscape is only a moving projection. SH
Hapaska offers us a juxtaposition of natural and artificial, free and
constrained, wild and tamed. But the work’s title leads us beyond
these simple oppositions, underscoring the artist’s ongoing interest
in travel, rootlessness, and yearning. Why, ever restless, do we long
for escape? In a state of ecstasy—of being outside of yourself—you
accomplish a form of escape in which no physical travel is required.
Ecstatic has previously been shown at Magasin 3 in the exhibitions Extension (2002–2003) and Siobhán Hapaska, Charles Long,
Ernesto Neto (2000).

Ecstatic, 1999
Plexiglas platform, American tumbleweed, electrical components, magnets
101,5 x 114 x 101,5 cm
Edition 3/3
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

the nose that lost its dog
A sinuous form rises upwards from a scrap of animal pelt. At its tip, a
black dog’s nose protrudes from a fold in the fur, one nostril plugged
with a small object of uncertain material. Five acupuncture needles
extend from the nose like porcupine quills on a dog’s muzzle—the
natural outcome of “sticking your nose where it doesn’t belong.” The
wide black leather collar resembles those used to prevent dogs from
licking their wounds.
Fur or wood or loofahs or leather or any of those porous materials
seem to almost have a built-in cultural and historical memory, so
they can mean something to a person immediately. SH
The fur is from a coyote, also known as a prairie wolf, an animal
native to the Americas. It is an opportunistic scavenger, a rascal sniffing for scraps along the edges of what is accepted. How do you read
the bodily orientation of the work, a hybrid of nose and tail? In this
upended world, the instruction to “follow your nose,” to trust your
instincts, is thwarted.
the nose that lost its dog has previously been shown at Magasin 3 in
the exhibition Thrice Upon a Time (2010).

the nose that lost its dog, 2010
Coyote fur, steel components, leather, stainless steel
and copper acupuncture needles, iron powder in resin
53 x 54 x 28 cm
Edition 1/20 + 1 AP
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

Snow Seared
In the mid-2000s, Hapaska broke away from her focus on meticulously smooth surfaces. She felt she had reached a natural conclusion
in her efforts to reduce her visual language to the furthest possible
point. Reversing course, she began to incorporate the natural
materials—wood, fur, wool—that she had so long avoided due to their
capacity to harbor “cultural and historical memory.” Snow Seared
characterizes this turning point in her practice.
I have never wanted to make work about a political situation, growing up in Belfast with the trouble… I’m more than the sum of those
media images. But I guess, unless you keep a very clean mind, this
stuff filters through into your bone marrow. SH
The coconuts can be seen as stand-ins for human beings. In the
earlier work Playa de los intranquilos (2004), the artist subjected
coconuts to terrible acts of genocide. She arranged coconuts in front
of a screen upon which they “watched” a video of other coconuts
being hacked to pieces: images of their own destruction.
In Snow Seared, the coconuts appear to inhabit a calmer world, nestled in the looping limbs of a fantastical Christmas tree-like structure.
But this is a troubled calm, for dangling from these limbs are charred
snowflakes: “seared snow,” a grim contradiction in terms that elicits
numerous associations.
The work was acquired by Magasin 3 in 2012 and is being shown
here for the first time.

Snow Seared, 2008
Pure sheep’s wool, copper, fiberglass, aluminum, English
oak, birch, coconuts, silver solder, cotton webbing
170 x 227 x 143 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

Otherworldly

Last spring, Magasin 3 acquired Untitled (2012), a recent sculpture
by Charles Long. While each new acquisition increases the potential
pairings within the collection exponentially, some juxtapositions are
especially compelling. Such is the case with the new work by Long
and Anish Kapoor’s Void IV (1989), another wall mounted sculpture
that has been in the collection since 1990. The idea of bringing these
two works together came up the first time David Neuman and I discussed the new acquisition. An irresistible combination, it became the
starting point for this exhibition.
Both Kapoor and Long succeed in presenting viewers with something strange and unanticipated. The works operate like metaphysical
opposites: one absorbs all light, creating a negative space or absence,
while the other pops out of the wall surface as a neon orange presence encrusted with found objects. Left without clear references, our
vision is stimulated. Our eyes wander, scanning the surfaces, seeking
out something recognizable. Through an abundance of detail in one,
and a lack of information in the other, the works succeed in creating a
sense of the unfamiliar. They embody the concept of the otherworldly.

Annika von Hausswolff
Anish Kapoor
Charles Long
Pipilotti Rist
Per B Sundberg

While researching and selecting additional works for inclusion,
I discovered that some recently published essays by Siri Hustvedt
captured the experiential essence common to Untitled and Void IV.
Writing about art and the act of seeing, Hustvedt argues that ”expectation is crucial to perception.” Our life experiences inform how we
read and interpret what we see, and by encountering the unexpected we are incited to see anew. Rather than being a passive activity,
seeing is an active activity that engages both the conscious and the
unconscious parts of the brain. Through scale, spatiality and process,
the works included in Otherworldly explore the act of aesthetic perception and experience.

All of the chosen works are phenomenological by nature. The viewer experiences them directly without the application of theories or
direct references. This is evidenced by the difficulty of capturing them
in photographs—no matter the angle or lighting used, some crucial
element always remains hidden or left out. To truly see the works
requires a firsthand encounter.
Deine Raumkapsel (Your Space Capsule) by Pipilotti Rist can only
fully be experienced if the viewer is curious enough to approach
the humble crate and peek inside. The faint music requires an attuned ear and the projections that move across the walls are never completely visible. To get a proper look one must walk around
it, moving in and out of the miniature world the artist has created.
Suddenly, on the wall, a detail comes to light that was not evident
in reproductions of the work: a poster of a still image from the artist’s video Blood Room (2006), showing two large hands holding
the moon. Both the motif and its proportion to the room are eerily
similar to Annika von Hausswolff’s Untitled produced the same year—
one of the unexpected connections that can occur when you exhibit
different works together.
Charles Long has created a work that is beguilingly simple when
viewed from the front: an elongated circle that reads like a planet
floating in the gallery. But upon closer examination there is an entire
world lurking on the reverse. This surreal landscape shifts from an icy
blue to a hot orange as the viewer walks from one side to another,
exploring its forms. The miniature ceramic figures by Per B Sundberg
also demand closer examination to see the details, to try to determine
the materials and contemplate these biomorphic objects. Finally, the
most elusive work of all is Void IV by Anish Kapoor, which evades not
only the lens of the camera, but the naked eye itself.

In transcending their materiality, the works defy a traditional formal
analysis. It is more rewarding to examine how they operate as a
mode of experiencing the world itself. As we know, art serves no
functional, quantifiable purpose. It is created to be perceived and to
elicit response in the viewer. The works in this exhibition effectively
demonstrate that perception is not a passive process, but rather a
creative one. The viewer completes the work of art, in what Ernst
Gombrich called the “beholder’s share.” What that share consists of
remains highly individual. It is in our nature to apply our experiential
knowledge, to categorize or classify, but the works in Otherworldly
somehow foil that impulse and encourage us to explore the realm
of the potential. They attain a dynamic suspension between direct,
phenomenological experience and a transcendent remove from the
here and now. In this indefinable space between the known, the unknown, and the unknowable, lies the otherworldly.
Bronwyn Griffith
Curator of Collection Research/Senior Registrar

Annika von Hausswolff
Swedish, 1967
Reality is made up of completely irrational, illogical images. AvH
Disembodied hands twist, compress and contain opalescent balloons
in a series of eight black and white photographs. By hiding the face
of the person manipulating the balloons, Annika von Hausswolff
enhances the documentary aspect of the images: the lack of identity
lends them an air of scientific objectivity.
Annika von Hausswolff is concerned not only with what we see but
how we see it. Here the image is over-scaled, hung from floor to
ceiling, and repeated in eight variations. The rounded forms appear
to extend beyond the two-dimensional surface out into the room
to engage the viewer. The hands’ exploration of the possibilities
and limitations of the thin membrane evokes in the viewer a bodily
memory of the elasticity and fragility of this material. Our knowledge
of the potential for rupture adds tension to the work, and a feeling
of suspense.
Without the containment provided by the balloon’s membrane, the
captured air would be ethereal, invisible and intangible. The childlike symbol of a balloon is thus transformed, and potential allusions
abound: planets, dreams, anxiety, control…
True to form, von Hausswolff provides no answer or conclusion—
rather, she poses an open-ended question and the act of interpreting
is left to the viewer.
Untitled was previously shown at Magasin 3 in the solo exhibition
Ich bin die Ecke aller Räume (2008).

Untitled, 2006
Eight gelatin silver prints
90 x 60 cm (each)
Unique
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

Anish Kapoor
British, born in India 1954
I am making physical things that are all about somewhere else. AK
Anish Kapoor has been described as an alchemist—capable of transforming simple materials into metaphysical spaces. He considers his
work incomplete until seen by a viewer who acts as catalyst for these
”auto-generated objects.”
Void IV is completely covered in a dense blue pigment that defines
the surface, but that also allows parts of the sculpture to disappear—
to become immaterial without a trace of the artist’s hand. By removing all references and freeing the object from the space around it, the
relationship between the viewer and the object is strengthened. The
lack of contextual information heightens perception and forces the
eye to remain active while trying to read the depth of the object. By
challenging our visual perception Kapoor intentionally induces a state
of reflection.
Void IV marks a turning point in Kapoor’s oeuvre: it is among the
first of his works to produce the appearance of a seemingly limitless
void. After a period of uncertainty, Kapoor began creating increasingly
involuted works, ultimately attaining what he calls ”absorption.”
Unexpectedly, by emptying the sculptures of all content and reference, he succeeds in filling them up with the unknown and invisibly
bestowing the non-object with a quiet force and presence.
Void IV was included in the Magasin 3 exhibition Spatiotemporal
(1998).

Void IV, 1989
Pigment on fiberglass
90 x 90 x 77 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas

Charles Long
American, 1958
I didn’t want to pollute my experience of the world, I didn’t want to
look out at the world and see my work, my thoughts, and I didn’t
want to look at my work and see the world. CL
A glowing oval seems to hover like a planet in front of the gallery wall.
Closer examination reveals that, in contrast to the barren surface on
the front, the back of the oval is completely encrusted with objects.
These accretions, formed like stalactites, create a dense surface that
reads as a surreal landscape or science fiction dystopia.
Long uses architect and designer Eero Saarinen’s iconic tulip table
introduced in 1957 as a point of departure for this work. According to
Saarinen, “the undercarriage of chairs and tables in a typical interior
makes an ugly, confusing, unrestful world. I wanted to clear up the
slum of legs.” Long contends that the problematic elements were
merely compressed within Saarinen’s attenuated design, and that he
has allowed unknown elements that are “intriguing, mysterious and
full of life” to re-emerge. By mounting the ”table” on the wall, the
force of gravity too seems to shift 90 degrees, displacing the viewer
and eliciting a subtle tension between the work and the wall.
Known for his process-based sculptures using a wide range of materials, Long succeeds in creating the truly unfamiliar. The ambiguity
of his non-representational objects is phenomenological—they give
the viewer a direct perceptive experience and encourage free associations.
This work was acquired for the collection in spring 2013, and is being
shown at Magasin 3 for the first time.

Untitled, 2012
Aqua-resin fiberglass and latex paint over steel and found objects
108 x 196 x 76 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Jean Vong/Courtesy Tanya Bonakdar Gallery

Pipilotti Rist
Swiss, 1962
I want to discover new ways of configuring the world, both the world
outside and the world within. PR
A shipping crate sits on a pallet in the gallery. Drawn to the music,
visitors then peer over the edge of the rugged construction to discover a miniature bedroom inside. Every carefully orchestrated detail
contributes to bringing this room to life. The rumpled bed, the open
pizza carton, and the light left on give the impression that the person
who lives there has momentarily stepped out.
Rist often plays with scale and is best known for her all-encompassing
video installations. In Your Space Capsule she literally scales down,
but the effect is no less immersive. The intimate installation draws the
viewer in, eliciting both contemplation and nostalgia. Personal references abound, including stills from several of her video works, pasted
on the wall like posters and gracing the cover of one of the books
casually strewn across the floor. Slow-motion sequences from home
movies float across the walls, leading the eye and slowing the pace.
The spare use of music and faint sounds of galactic winds effectively
convey the sense of being adrift—suspended in time and space. But,
rather than being sheltered, the room has collided with a moon, ripping up the floor and exposing it to the surrounding universe.
Like the golden records filled with images and sounds from Earth
that were launched into the unknown aboard the Voyager satellites in
1977, this work encapsulates Rist’s life and work thus far, and sends
it out to be discovered by us.
Your Space Capsule was previously shown at Magasin 3 in the solo
exhibition Pipilotti Rist, Gravity be my friend (2007).

Deine Raumkapsel (Your Space Capsule), 2006
Video audio installation in a box
Edition 3/3
120 x 110 x 84 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Johan Warden

Per B Sundberg
Swedish, 1964
Contradictions generate energy. PBS
Small objects are aligned in two distinct groups like specimens in
a scientific collection or a cabinet of curiosities. The presentation
encourages one to approach and examine each object more closely,
to decipher their similarities and differences. Basic form and scale
remain relatively consistent, but the surfaces exhibit a broad range
of colors and textures, marking them unequivocally as individuals.
Though diminutive in size, these biomorphic “figures” are concentrated and commanding in their otherworldliness.
Per B Sundberg has mastered a range of techniques in both ceramics
and glass and uses experimentation as a crucial aspect of his creative
process. By breaking with tradition and established methods he has
developed a very individual aesthetic and invented new techniques,
including litograal and fabula glass.
The intricate surfaces of these ceramic miniatures are the result of a
long process of experimentation. Most have numerous layers of glazing and have been re-fired as many as fifteen times. Sundberg has
also occasionally used flocking, a material which has a velvety surface
that contrasts with the glaze. His investigation into the limits and possibilities of the materials have led to unanticipated aesthetic effects
and intriguing forms that defy categorization.
The works are two of the most recent acquisitions to the collection,
and are being shown at Magasin 3 for the first time.

Collection 1, 2012
Stoneware, porcelain and flocking
31 x 52 x 13 cm
Collection Magasin 3 Stockholm Konsthall
Photo: Christian Saltas
Collection 2, 2012 (not pictured)
Stoneware and porcelain
28 x 100.5 x 13.5 cm
Collection Magasin 3 Stockholm Konsthall
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