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Current Issues in European Cultural Studies:
Introduction to the Proceedings of the 2011 ACSIS
Conference in Norrkoping, 15-17 June 2011

Johan Fornés
Sddertorns hogskola
johan.fornas@sh.se

This is an introduction to the proceedings of ‘Current Issues in European Cultural
Studies: ACSIS Conference 2011°, held in Norrkoping, 15-17 June 2011. The
conference was organised by the Advanced Cultural Studies Institute of Sweden
(ACSIS), whose director Johan Fornés here presents a background to the event.
The text is based on his plenary opening and closing of the conference, and at the
same time serves to introduce these conference proceedings.
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CURRENT ISSUES IN EUROPEAN CULTURAL STUDIES

‘Current Issues in European Cultural Studies’ was the title of an international conference
organised by the Advanced Cultural Studies Institute of Sweden (ACSIS) in Norrkoping 15-
17 June 2011. This gathering event for all kinds of contemporary cultural studies in Europe
today defined cultural studies as widely as the Association for Cultural Studies (ACS) and its
Crossroads conferences, encompassing not only the dominant Anglo-American branches of
this transnational field but also all other thriving currents of critical and interdisciplinary cul-
tural research that have since the 1980s transformed cultural studies from a particular school
of thought to a polycentric, glocal and open-ended intellectual field.

The conference focus was on the greater European area, in turn comprising a large number
of local, national and regional subcurrents. All such geographical divisions and boundaries are
always necessarily contestable, and one may well argue against how we have delimited the
general scope of the conference as well as the regional areas covered by each of the five spot-
light sessions. We all have shifting ways of grouping and organising our field, and it is
instructive to also have a look at official definitions. For instance, the Council of Europe
includes 47 member states, whereas the European Union only has 27 members. Colonial links
also connects tiny areas in Africa and the Americas to the Eurozone, making borders even
fuzzier.

Also, the way Europe is subdivided into regions differs greatly. For instance, United
Nations statistics subdivide Europe into four regions where Britain belongs to the North and
Germany and France to the West, while those who acknowledge Central Europe as a fifth
region usually include both Germany, Poland and Hungary there.

We instead heuristically chosed to link the Netherlands to the German-speaking countries
in the Central Europe spotlight session, restricted North Europe to the Nordic countries and
West Europe to Britain, and kept the border between South (Mediterranean) and East (“New”)
Europe deliberately open. There is no “correct” version, and we could just hope that the con-
stellations we constructed would at least make it possible to in each session highlight certain
patterns, and in the final plenary jointly discuss both commonalities and mutual differences
between cultural studies branches in various parts of Europe. This hope was confirmed, as the
spotlight sessions turned out to offer a fascinating overview over key trends in the field today.

The plenaries and most of the group sessions had no such geographical boundaries.
Instead, they dealt with “current issues’ in contemporary cultural research. Besides the final
plenary summing up the region spotlights and pointing towards the future, we identified four
such key topics. ‘Cosmopolitan issues’ dealt with place, community, glocalisation and citi-
zenship. ‘Cosmic issues’ scrutinised the increasingly precarious interplay between nature and
culture. “‘Chronotopic issues’ focused on remembering, narrating and history. ‘Convergence
issues’ combined materiality and representation in intermedial crossroads.

ACSIS is since 2002 a national centre for interdisciplinary cultural research
(www.acsis.liu.se). This is thus ACSIS’s tenth year of activity, and next spring we can cele-
brate the happy ending of our first decade. Our vision and goal was to establish a networking
hub that would strengthen cultural research by crossing both geographical and topical borders,
linking national universities with international currents and disciplinary with transdisciplinary
discourses. We have managed to arrange this great series of successful conferences, a national
mailing-list network, a stream of individual exchanges and visits, and installing a very
important coordinating body in the form of our national board with one representative from
each Swedish university, chaired by Professor Dan Brandstrom.
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Activities also since 2009 include an open access academic journal Culture Unbound:
Journal of Current Cultural Research, published by Link6éping University Electronic Press
(www.cultureunbound.ep.liu.se). This has become a praised resource, supplementing estab-
lished print forums such as the European Journal of Cultural Studies, together offering useful
publishing opportunities for European scholarship. We have also engaged in ongoing debates,
for instance by publishing an anthology on Swedish cultural studies and an issue of the jour-
nal Kulturella Perspektiv, devoted to the tricky question of how to evaluate the usefulness of
cultural research, which was also the focus of a conference in 2008.

It is not easy for critical and interdisciplinary cultural research to gain acceptance and find
space for expanding in these times of highly problematic changes in basic conditions for edu-
cation in so many countries. How to balance justifiable demands for societal usefulness with
equally crucial requirements of relative autonomy and critical creativity remains a difficult
task. Under shifting labels, cultural studies has emerged as an increasingly open and inclusive
alternative for humanities and social science scholarship, with a capacity to bridge basic criti-
cal research with imaginative interchange with non-academic spheres of society and a clear
awareness of the urgent issues of today. In the various sessions of this conference, one could
trace some of the most disputed frontlines of today’s cultural research in various parts of
Europe, showing how both the drawing of boundaries and the transgression of them are mutu-
ally implicated in our intellectual practices.

The conference was generously supported by the Bank of Sweden Tercentenary Founda-
tion (Riksbankens Jubileumsfond), the WennerGren Foundations, Linkdping University’s
Faculty of Arts and Sciences and the City of Norrkoping. Johanna Dahlin was conference
organiser, assisted by Martin Fredriksson, and Svante Landgraf edited the program book. The
ACSIS board and some European board members of the ACS supported at various moments
of the process in which we initiated this event and laid down its key parameters. The invited
plenary moderators and voluntary session organisers filled our basic ideas with fascinating
contents in terms of the topics and speakers now presented in the programme, with more than
50 individual sessions. A set of local young scholars generously assisted with technicalities in
all sessions.

In all, some 230 cultural studies scholars gathered in Norrkdping for this event. The gender
balance was even (54% women), and participants came from (at least) 27 countries, roughly
half (51%) from Sweden and 42% from the rest of Europe. 8% (19 individuals) came from the
UK, 6% (14) from the Netherlands, 4% each from Denmark (9) and Turkey (8), 3% (7) from
the USA, and participants also from Australia, Austria, Belgium, Bosnia and Herzegovina,
Canada, Croatia, Finland, France, Germany, Greece, Hungary, Italy, Japan, Mexico, Norway,
Poland, Portugal, Romania, Slovenia, Spain and Switzerland. From Sweden, some 20 univer-
sities were present, among them Stockholm (11%), Linkdping (10%), Lund (5%) and Soder-
torn (4%). As for institutional belonging, the many disciplines and interdisciplinary fields
represented are even more difficult to categorise. In a falling scale, participants were affiliated
with cultural studies, media studies, history, ethnology, literature, sociology, music, art, gen-
der, education studies, geography, political science, anthropology, STS, ethnic studies, phi-
losophy, archaeology, architecture, language, economy and religion.

The Council of Europe and the European Union have together established five official
symbols of Europe: a flag, an anthem, a day, a motto and a currency. (For a critical and inter-
pretive study of these and a wealth of other identifying European symbols, see Johan Fornas:
Signifying Europe, Bristol: Intellect Press 2011.) These may well all be challenged and were
also contested by scholars at this conference, who chose to define Europeanness in alternative
or oppositional ways. However, it seems to me that at least the motto is relevant for us today
too, as we are also ‘united in diversity’: finding these kinds of gatherings useful and inspiring
not in spite of our mutual differences but precisely because of them. The field of cultural
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studies really derives its attraction by its ability to make us meet so many others who look
differently on the burning issues we are facing today.

These conference proceedings offer a glimpse of the polyphony orchestrated by the 2011
‘Current Issues in European Cultural Studies’ conference. More echoes will be heard in future
monographs, anthologies, journal articles and theme issues — and new research initiatives.
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Cosmopolitan Issues: Knowledge and Mobilities
in a World of Borders — Panel Introduction

Brett Neilson
University of Western Sydney
b.neilson@uws.edu.au

Twenty years ago cosmopolitanism was new. At least there was a circulation of claims that
cosmopolitanism had assumed new and different forms from its ancient and Enlightenment
precedents. Beginning with Paul Rabinow’s (1986) call for a “critical cosmopolitanism’, these
claims began to escalate as a host of qualifying adjectives rapidly attached themselves to the
term: Benita Parry’s (1991) ‘postcolonial cosmpolitanism’, Mitchell Cohen’s (1992) ‘rooted
cosmopolitanism’, James Clifford’s (1992) ‘discrepant cosmopolitanisms’, Bruce Robbin’s
(1993) ‘comparative cosmopolitanisms’ and Homi Bhabha’s (1996) ‘vernacular cosmopoli-
tanism’. This efflorescence of ‘new cosmopolitanism’ had many purposes and we need to
rehearse these to consider how it has moved on:

- An attempt to resolve problems in liberal political thought without recourse to
universalisms;

- A means of taking stock of cultural diversity in an increasingly globalised world;

- A method for undoing ethnographic practices that assumed the local shackling of the
‘native’;

- A way of describing the mutating relations between the nation, the state and capital;

- A critical means of cutting across discourses and practices of human rights and
international law;

- An attempt to confront the weakening status of secularism before various movements
of faith and affect.

The early 1990s was a heady moment when the market economy seemed to be breaking free
from the constraints of territory and, for some, the dialectic between labour and capital
seemed to be dissipating. Arguments for the ‘new cosmopolitanism’ were theoretically
hitched to notions such as the space of flows, the global/local nexus, post-nationalism, imag-
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ined communities, alternative modernities and the borderless world. Perhaps some conference
participants here today still conduct their empirical investigations within this conceptual
matrix. But it is the gambit of this panel that the conjuncture has moved on.

This is not to claim that we live in a world of resurgent nation-states. Nor is it to suggest
that images of disjunction, hybridity and complexity have given way to some kind of new
order, whether we label it neoliberalism, the ‘9/11 decade’, the anthropocene, commonwealth,
or the era of India and China’s rise. Perhaps one way to chart the drift of the debate on cos-
mopolitanism is to say that there is now greater attention to operations as opposed to repre-
sentations of the global. The proliferation of concepts such as assemblage, infrastructure,
mobilities, standardization, connectivity and contagion is an index of this shift. We tend ever
more to think of the global as an effect of particular, fragmented and material operations.
Finance, science, political norms, advertisement, music, tourism or migration: each of these
domains depends for its global reach on specific forms of connectivity. Each of these forms of
connectivity is linked to different materialities or media: information technology, documenta-
tion, transportation or architecture. There is a burgeoning interest in the different kinds of
logistical calculations, translations, citations, affective imitations and knowledge practices
that govern the ways in which global operations link up the contemporary world.

At the same time there is a realization that global processes have led not to a diminution
but rather to a proliferation of borders. Far from the image of a borderless world we live in a
time of new enclosures and differential inclusions. No longer metaphysical lines defining the
edge of territories, borders now cut through the middle of political spaces, marking out differ-
ent kinds of urban limits, holding zones and funnel necks. As studies of the European migra-
tion regime or Australia’s ‘Pacific Solution’ have shown, they have also been increasingly
externalized or pushed beyond the official frontiers of continental space. Borders are no
longer marginal but central to contemporary cultural, political, economic and social processes.
This is not merely because they have the capacity to block or obstruct mobilities. Borders
always have two sides. They connect as well as divide.

What does this have to do with the social force of cosmopolitanism? This is a question that
the panellists today handle in different ways, touching down in different parts of the world,
each with a particularly anxious resonance for contemporary Europe: on the one hand, China,
and on the other hand, Greece. If China has emerged as an economic power that shifts the
balance of the world away from the North Atlantic axis, Greece is wracked by sovereign debt.
China and Greece are nations that sit at opposite poles of the current economic transition, and
needless to say there are links, such as China’s investment in the Greek ports and logistics
sector. The possibilities and prospects for cosmopolitanism in both these sites look very dif-
ferent from the new cosmopolitan prognoses of the 1990s.

John Urry discusses how a distinctive cosmopolitanism crosses with a strong cultural
nationalism for Chinese scientific elites who seek to create low-carbon innovations. While
Alexandra Zavos asks how the deepening economic crisis in one of Europe’s principle bor-
derlands induces a deep crisis of politics and sovereignty. The speakers come to quite differ-
ent (but related) conclusions about the purchase of cosmopolitanism on the contemporary
global conjuncture. But perhaps this is precisely the point. Since if we are to continue to con-
duct cultural and social analysis under the sign of cosmopolitanism we need to ask how it
crosses the political and economic processes that make the contemporary world.

REFERENCES
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Nature as a Cultural Resource!

Gernot Béhme
Technische Universitat Darmstadt
re.hoehme@t-online.de

The question is after cultural resource for criticism of technological progress or even for
resistance against it. By cultural resources Boéhme does not mean just values but cultural
practices which may substantiate in social movements associations, even laws. He enumerates
four of them: Nature, Creation, Subjectivity, and History. The paper raises the questions

- Are there equivalents to these resources which are quite effective in Euro in other cul-
tures?

- Does not technological progress eat up the resources which were “dispositives” for its
own development, i.e. restrictions as well as patterning conditions?

1 An extended German version of this text has been published in: Elisabeth List, Erwin Fiala (eds.),

Grundlagen der Kulturwissenschaften. Interdisziplindre Kulturstudien. Tiibingen and Basel 2004
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VALUES OR CULTURES

One of the most important factors affecting the future of mankind is the progress at technol-
ogy. In my paper I shall ask how far human values are endangered by technological develop-
ment and, conversely, how far certain restrictions placed on technology by these human val-
ues can be justified. It seems to me, however, that to specify such values and to legitimise
certain restrictions on technological progress would be a very abstract undertaking. We phi-
losophers are often satisfied if we can present conclusive arguments in our papers and books.
Technological development, by contrast, is a very concrete and powerful movement which
impinges on and changes the living conditions of human beings throughout the world. I
should like to call this process the globalisation of technical civilisation? It serves little
purpose to agree in an abstract and universalistic way on certain values which might possibly
be endangered by this process. In my view we ought rather to ask about the resources which
are available in the various regional cultures of humanity to enable those regions to come to
terms with technological development. | am not, therefore, asking about human values in
general, but about values which are realised in cultural praxis, that is, in modes of living, in
customary behaviour, in institutions and, more generally, in forms of communal life. I am not
asking in general terms about the cultural resources for assimilating the effects of technology.
Instead, I shall argue from the background of European or even more specifically German
history and experience. And | am quite aware that the situation looks different looking from
the perspective of a different cultural history.

In what follows | shall be concerned with defining more precisely the traditional resources
which have been involved in the critical debate with technology in Europe. This will lead on
to the critical thesis that we are now in a situation in which these resources themselves are
being consumed by the development of technology.

OBSERVATIONS ON THE CRITICAL DEBATE OVER TECHNICAL
DEVELOPMENT IN EUROPE

I believe that we can identify four major cultural resources which have fed the critical side of
the debate over technological development: nature, creation, subjectivity and history. These
are headings which, as soon as they are stated, may refer to nothing more than values. This
makes it all the more important to investigate how far they have been, or still are, an integral
part of cultural practices.

Let us begin with the theme of nature. This concept has been one of the most important
characteristics of European culture as a whole. Since Greek Sophism nature has represented
one side of a dichotomy, or a pair of opposites, by which practically all the moments of the
European culture and world-view have been structured. For example: nature versus law;
nature versus technology; nature versus mind; nature versus civilisation. These pairs of oppo-
sites have the peculiarity that they place the human being and human forms of existence at the
centre, but at the same time tear them apart. For nature is that which exists of itself, while its
antithesis is that which has been created by human beings. The human being is itself the crite-
rion by which the opposites are split apart, since it is always to be found on both sides. What
is decisive for the project of modernity, however, is that it places itself unambiguously on one
side, positing the mastery of nature as the true goal of humanity’s development. The project
of freedom is understood as emancipation from dependence on nature. It is no wonder that

Wolf Schéfer in his article on Gobal Civilization and Local Cultures. A Crude Look at the Whole, in :
Intern. Sociology Sept. 2003, Vol. 16 (3), 301-319 has — following Max Weber and Robert Merton —
legitimized the differentiation between civilization and culture. | agree with him that this is crucial in
analyzing what the globalization of technology means for local cultures.

20



whenever this project has taken concrete form, that is, when it was to be realised through
technical development, it has aroused opposition. The counter-movements are found in prac-
tically all areas of culture, in pedagogy, in agriculture, in medicine and even in art. If Enlight-
enment philosophy advocated the disciplining and control of inner nature as an educational
ideal, that is, mastery of the body and the suppression of bodily impulses, this gave rise to a
counter-movement seeking to give scope to the spontaneous development of the child, and
aiming to promote the expression of human sensuality through what was called the education
of nature. Through its “discovery of childhood as an autonomous, self-contained phase of
human development which is not merely a precursor to adulthood, this kind of pedagogy did
also influence the educational mainstream. The pedagogical systems of Montessori and Wal-
dorf and the school of Summerhill should be mentioned here as separate movements.

In the field of agriculture the technological appropriation of nature has been carried for-
ward primarily through the industrialisation of agriculture, by its mechanisation and “chemi-
cising”. From the first this process has met with opposition from the rural economy, and in
Germany has prevented the complete industrialisation of agriculture up to now. Nevertheless,
the methods of industrial agriculture, mechanisation and the widespread use of chemicals,
have also penetrated rural farming operations. However, in our century *“organic” or biologi-
cal-dynamic forms of farming have been developed, and have become firmly established both
legally and economically through the introduction of special brands, quality criteria and mar-
keting systems.

In the field of medicine, the opposition to modern technical-pharmacological medicine has
led to the development of natural healing methods, homeopathy, anthroposophical medicine
and similar “alternative” healing procedures. What is important here is that these tendencies
do not consist merely of counter-concepts and alternative theories, but are establishing an
alternative praxis and specific healing professions. For example, a special case in Germany
which should be mentioned here is the profession of the Heilpraktiker, or non-medical practi-
tioner, which has become a social institution through the recognition of a specific training
course and a diploma, but especially through recognition by the insurance system.

Finally, art should be mentioned as the last specific area of cultural praxis in which nature
has been cultivated in opposition to the mainstream of the Enlightenment project. Here, the
classic example is the antithesis between the French and the English landscape gardens. While
the French park expresses the human will to subordinate nature by exact, geometrical plan-
ning, the objective of the English landscape garden is to make visible the autonomous activity
of nature, and to create, by means of conscious arrangement, natural scenes of the kind which
might have been produced by nature itself. By contrast, the mainstream of European art, like
the project of modernity as a whole, is dominated by the emancipation from nature, and espe-
cially by a rejection of the classical maxim that art should be an imitation of nature (mimesis).
In the art of 20" century, however, we find tendencies in which artists work within and with
nature. I’m thinking of a genre such as land art, which articulates and makes visible nature as
such, and of artists who deliberately allow nature to collaborate in their works, exposing them
to weathering, for example, and integrating an element of decay and evanescence into the
artistic process. There are also artists who see it as their task to enable people to rediscover
their own natural, bodily level of existence, and to develop their sensuality, through the expe-
rience of art.

I have now said enough about nature for the present, especially as it repeatedly overlaps
with the other three themes | wish to discuss. One might think, for example, of the widespread
development of the nature-protection movement since the late 19th century. Through the

% Philippe Ariés, Die Entdekcung der Kindheit, Miinchen 1978.
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activities of associations, this has become a reality to the point where it has affected legisla-
tion.

I shall now turn to the theme of creation. This is related to the theme of nature, but is dis-
tinguished from it by an entirely different form of cultural integration: creation is a funda-
mental conception of Christian-Judaic religion. The whole cosmos, and especially nature, is
regarded as a divine product. In the beginning God arranged the world in a certain way, and at
the end of the process of creation He Himself observed that this arrangement was good. This
means, however, that by virtue of the idea of creation the state of the world is God-given, and
is to be regarded as a divinely sanctioned order. Now, there is no doubt that the position of
man within creation is highly ambivalent. On one hand, he is himself a creature among crea-
tures, and is obliged to respect the divine order of creation. On the other, he is elevated above
the mass of creatures in that he is held to be made “in the image of God”, and has been
entrusted with the task of “having dominion over the earth”.* This task arising from creation
was certainly used at the beginning of modernity’s project to legitimise the radical domination
over and technical appropriation of nature. Yet, on the other hand, a different attitude devel-
oped out of the respect for nature, and gave rise in Europe to very significant cultural praxis
and to opposition to the unfettered technicising of nature - of both external and human nature
- an opposition which was supported by the churches. Implicit in the idea of man’s creaturely
nature is an acknowledgement of animals as fellow-creatures, and this idea has been adopted
as a principle of animal protection legislation in Germany.> According to this law, animals
must be respected as fellow-creatures. Furthermore, there is significant resistance from the
Catholic Church to the manipulation by medical technology of the entire reproductive sector,
that is, the process extending from conception to the birth of human beings.

I shall now turn to the third of the themes | mentioned, subjectivity. Unlike nature and
creation, subjectivity is a value which does not go back to antiquity, but is itself a product of
modern thought and modern modes of living. It is true, there is a background to subjectivity
within Christian-Judaic religion: it stems from God’s concern for the individual human being,
in that God both addresses the individual person and calls that person to account: “I have
called thee by thy name.”® However, subjectivity in the sense of a view of the world focused
on the individual human subject and governed by the notion of the non-fungible responsibility
of the individual person, is a product of the late 18th and early 19th centuries, that is, of the
French Revolution on one hand and Romanticism on the other. Here, too, it must be said that
subjectivity is not merely an idea, but is integrated into forms of living and is secured by
social institutions. Thus, since the French Revolution there have been individual human
rights, and since Romanticism the custom of the individual choice of the marriage partner.

Subjectivity as a way of life and as a social institution is at present developing into an
important resource for resistance to the unrestricted manipulation of human beings. Subjec-
tivity is one of the most important moments in the concept of human dignity. The inviolability
of personal dignity requires that people’s subjectivity be respected in one’s dealings with
them. This self-perception by human beings, or this interpretation of human dignity, under-
pins, for example, the ban on cloning in Europe today. To clone a human being would be to
endanger him in his uniqueness and non-fungibility, and, 1 would like to add, in his entitle-
ment to regard himself as a new, original subjective entity. On a world-wide scale, that is, at
the level of UNESCO, the understanding of human beings as subjectivities is underpinned by

*  Bible, Genesis 1,28

For detailed analysis see my book Ethics in Context. The Art of Dealing with Serious Questions.
Cambridge/Engl. 2001.

®  Bible, Isaiah 45,4
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the ban on reducing them to their genetic equipment. The UNESCO declaration on gene tech-
nology contains a passage according to which a person’s identity cannot be equated with his
or her genetic code.

Finally, I come to my last theme, that of history. To have a history, to be embedded in a
history, was not discovered as a value until the period of Romanticism. Only in a period
which, through social revolutions, industrialisation and technicisation, confronted human
beings with an incessant annihilation of the past, and imposed on them constant partings, did
connectedness to the past become an autonomous value. This, too, it must be said, was by no
means an abstract value; to live historically became a way of life and gave rise to social
institutions. A multitude of tradition-orientated associations came into being, devoted, for
example, to cultivating traditional dialects and traditional music, to preserving regional cos-
tumes and, lastly and most important, to protecting and fostering regional values. The move-
ment to protect regional homelands is the real source of the nature conservation movement in
Europe.” The latter was never concerned with the conservation of nature as it may have been
in itself, as a wilderness, but with landscape as it had been shaped by history. Historicity as a
cultural resource therefore means resistance to the arbitrary remodelling of the given envi-
ronment by technology. It demands that innovations should respect tradition and incorporate
the new harmoniously in the old. This means respecting not only built monuments but also
natural monuments. In Germany, both of these are anchored in different forms in the Basic
Laws of the federal states. Nature conservation has been declared a state responsibility, and
encompasses not only the protection of nature as such, but of nature as a human living-space.

Important social movements have drawn their strength from the resource of historicity, and
are still active today in the form of associations and interest groups. Unlike my other three
themes, that of historicity contains a moment which makes it especially capable of assimilat-
ing technological developments. If a mode of life is determined by historicity that certainly
does not mean that it only generates resistance to innovations. Rather, that which is to be pre-
served is understood as a human product - nature as a landscape cultivated by man, for exam-
ple - so that the aim is not to reject any change, but to foster the preservation of continuity.

When I review these four resources for coping with technical progress, it seems doubtful to
me whether they can be universalised. At any rate, | am aware that these themes are embed-
ded in certain constellations of European cultural history. And | wonder whether functional
equivalents, with similar potential for coming to terms with technology, could exist in other
cultures. Nature was originally conceived in contradistinction to the consciousness of free
self-development in the Greek polis. The concept enjoyed a renascence in the period of
Rousseau, when civilisation was experienced for the first time as oppressive and restrictive.
The understanding of the world as a whole as the creation of a God is an expression of Judao-
Christian religion. Subjectivity came into being in conjunction with the bourgeois revolutions
in Europe in the 18th century. Historicity is a concept which evolved in opposition to the
Industrial Revolution about 1800. These four, nature, creation, subjectivity and historicity,
have formed the resistant framework within which technological development has been
channelled and retarded, but also, in part, constructively shaped. This means that scientific
and technical progress up to now has had to conform to legislation regarding nature con-
servation and animal protection that industrial innovations have to pass official tests of their
environmental and social compatibility that progress in medical technology is bound by
respect for human dignity and is governed by laws and approval procedures. All this works
more or less well. The question raised by the globalisation of technical civilisation, however,

" R.P. Sieferle, Fortschrittsfeinde? Opposition gegen Technik und Industrie von der Romantik bis zur

Gegenwart, Munich 1984, esp. Ch. 13.
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concerns not only the possible universalisation of these resources for coping with technical
progress, or the presence of functional equivalents in other cultures; it is also the question
how far and for how long we can continue to rely on these resources.

THE EROSION OF THE RESOURCES FOR COPING WITH TECHNOLOGY

The sceptical thesis | would like to put forward now is that the advance of technology is itself
progressively destroying the resources which have enabled it to be constructively assimilated
in Europe up to now. This is bound up with reasons which oblige us to say that we now live in
a technical civilisation. In our century technology has itself taken on the status of a civilising
factor and has thus marginalised traditional cultures, even in Europe. We are no longer deal-
ing with civilisations or cultures which only make use of certain technologies; rather, the
technologies have themselves acquired a function which shapes human and social life. This
process can best be described as a technicising of all spheres of life.

This process is seen perhaps most strikingly in the case of nature. Even today, people are
still apt to invoke nature when advocating alternatives to technicised modes of life or
attempting to curb technical developments. But what is nature? Has not nature been investi-
gated and understood in an experimental, technical context since Galileo? Did not Descartes
equate the knowledge of nature with its technical reproduction? Have we not long included in
nature not only what is already given, but what we produce technically, for example, super-
heavy elements or polymeric fibres? The more we succeed in reproducing nature technically -
and this includes the areas of medical and genetic technology - the less easy it is to understand
how one could draw a boundary between the natural and the artificial which would command
respect. If this boundary shifts or becomes completely blurred one wonders what basis is left
for resistance to the genetic manipulation of species, including man, to transplant technologies
and the arbitrary modification of ecotopes. If nature is not simply that which manifests itself
and is therefore given, but is that which is producible in accordance with natural laws, then
the concept of nature loses its normative significance as a sphere which must be respected and
cared for, and which sets limits to technical development.

The situation is very similar with the concept of creation. Since the trial of the physicist
Galileo, the role of the churches in shaping our view of the world has been in retreat. Since
the church has been obliged to leave it more and more to natural science to say what nature is,
the concept of creation has been progressively devalued. It was essential to the concept of
creation and to the order predicated on it that creation was completed on the seventh day, in
accordance with the Bible. The pressure of natural science on the Christian churches has
obliged them to reinterpret the concept of creation in a form compatible with the theory of
evolution. This has given scope to theological ideas which were originally regarded as hereti-
cal - pantheistic ideas that God is nature, and ideas of a permanent creation. Today, such ideas
have become acceptable under the heading of Process Theology. It is clear from this, how-
ever, that the concept of creation, the idea of a fixed entity which must be respected, has been
abandoned: nature as permanent creation continues to develop further, and can therefore also
be developed further by human beings.

If the erosion of the religious resources has been primarily a result of the adaptation of the-
ology to science, technology itself is penetrating the cultural area | referred to by the concept
of subjectivity. This is happening in various ways. Psycho-pharmaceuticals are making it pos-
sible to manipulate the sphere of the emotions - precisely the sphere which is essential to
subjectivity as a realm of responsibility. The identity of a human being, which was founded
culturally on his or her responsibility for biographical continuity, might be reduced to a pure
fact by the method of the genetic fingerprint. On the other hand, the technical production of a
diversity of realities constructed of images and data opens the possibility for individuals to
multiply their own identities. For many people life on the Internet is becoming a part of their
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real life, but in it they split themselves into a multitude of identities on which they cannot and
need not confer any unity. There are cultural practices - in this case the use of psycho-phar-
maceuticals for non-therapeutic purposes, the criminological technique of the genetic finger-
print and storage of such fingerprints in databases, and virtual play on the Internet - which are
dissolving away the possibilities of resistance based on invoking an individual subjectivity
which should be respected.

Finally, we come to the theme of history. Here, there is a famous example - admittedly, an
example in a novel - of how history can be destroyed. Orwell’s novel 1984 envisages a situa-
tion in which the past is re-written by manipulating existing data in order to adapt it to current
policies. That is a fiction, and no doubt an exaggerated one, but it does show the possibilities
open in principle to technology. On a concrete level, we have today the problem that a photo-
graph can no longer be used as an historical document because of the possibility of technical
manipulation. However, technology can make the past disappear not only in this negative
way, by erasing and re-writing it, but by the precise opposite, by keeping it present without
any loss. History as cultural praxis requires forgetting and remembering, it requires tradition.
But electronic data carriers have the tendency to keep everything present without distinction
or loss. Whether positively or negatively, the technical possibilities in the management of
data, texts and images are depriving the past of its weight, of what might be called its inertia,
and thus of its potential to resist innovative developments in the present.

CONCLUSION

This brings me to my conclusion. What | wished to show you is that European culture, which
can be regarded with some justice as the mother of modern technological development, once
contained the resources to cope with this development. Modern technology has the potential
not only to expand the modes of human existence to an unprecedented degree, but also to
destroy humanity actually, or to destroy qualitatively what we have regarded up to now as
human values. From the experience of European culture | have tried to show which resources
have been available up to now to determine and secure the content of human values by cul-
tural praxis. | am far from wishing to recommend these possibilities, developed within the
context of European culture, to the family of humanity as a whole, especially as I am
extremely sceptical, as you have seen, whether these resources will be sufficient in the long
run to withstand the divergent tendencies of technological development.
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Over the last three decades attitudes toward cultural studies in Germany have
developed in contact and conflict with different disciplines like ethnology,
anthropology, sociology and sociology of culture , literary studies and last but not
least Kulturwissenschaft(en). On the one hand there is a strong interest in how
cultural studies views and analyzes popular culture, media culture and the every-
day. On the other hand borderlines between humanities and social science remain;
these lead to criticism of and conflict with cultural studies and its achievements.

In my paper | will discuss some of the problems concerning the percep-
tion/reception of cultural studies among practitioners of Kulturwissenschaft(en)
and sociology and | will draw on the role of cultural studies in thematizing cul-
tural change and conflicts, and its ability to do so in a way that points out that
culture and politics matter.
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PINPOINTING CULTURAL STUDIES IN THE GERMAN SPEAKING
REGION

Over the last three decades we saw different phases within the reception of cultural studies in
the German speaking region as well as in Germany itself.! The reception first started in the
1970s and took great interest in questions of ideology and youth culture analysis with a focus
on forms of resistance and style, that developed in the 1980s (cf. Gottlich/Winter 1999).

Within the 1990s the focus switched more an more on popular culture as well as on media
and television studies. Television, texts and audiences became a side of struggle with main-
stream media and communication studies, especially in the implementation of the decod-
ing/encoding model as well as in analysing the active audience and media reception.

Another scope lies on the culture of the everyday and questions of identity in different
research projects within European Ethnographie and Kulturwissenschaften. But although in
media studies questions of identitity and power in a global mediasphere became a central
topic at the turn to the new century. Beside this main areas of interest that show a strong rela-
tion with media and communication studies and Kulturwissenschaften we also find particular
interest in gender studies and the record of qualitative methods within cultural studies.

Taking this short sketch of cultural studies reception in the German speaking region as a
starting point for my discussion on the current relationsship with Kulturwissenschaften and/or
Kultursoziologie (sociology of culture) one can say that attitudes toward cultural studies have
developed in contact and conflict with different disciplines like ethnology, anthropology,
sociology and sociology of culture , literary studies and last but not least Kulturwissen-
schaft(en).?

In general the broad reception of cultural studies within thirty years shows a strong interest
in how cultural studies views and analyzes popular culture, media culture and the everyday.
Against this background cultural studies in Germany as well as the German speaking region is
not a newcomer. But in Germany we don’t have any university institute, chair or professor-
ship that is exclusively dedicated to cultural studies. What we can find instead are university
institutes, where people work within different research projects - mostly within media studies
- on or within cultural studies with an interdisciplinary understanding. To put it short:
Whereas cultural studies in the UK, Australia and the US has achieved an identity of its own,
even if it is no discipline, culture studies in the Germany as well the German speaking region
have not reached that state.

Despite of this broad reception, what remains are borderlines between humanities and
social science; these still lead to criticism of and conflict with cultural studies and its
achievements. Even when most of the conflicts seemed to be resolved, what remains are not
only theoretical and methodological problems. Especially when we focus on the relation of
Kultursoziologie with cultural studies within German sociology we also meet different tradi-
tions of cultural criticims. But behind this differences, when reflecting this relation, it comes

Speaking of cultural studies in Germany or the German speaking region is not at random. Already the
reception in Austria, Switzerland and Germany has different occassions and takes part in different
university systems, the perspective on culture often has the same roots within the Geisteswissenschaften. So
it cannot be avoided to speak for the "region" as one, even when the problems referred to are treated and
considered different in accordance to the nation and its academic institutions, where cultural studies is done.
When discussing the relation of cultural studies and the sociology of culture the text mostly refers to the
situation in Germany.

This is partly true for the reception in the GDR that took part in the 1970s and early 1980s with a special
interest in youth culture analysis and the writings of Raymond Williams. After the fall of the wall this
special Marxist perspective on cultural studies was not continued.
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true what Inglis already highlighted for British Cultural Studies, that "of all sociology’s
‘strange others’, cultural studies is perhaps the least unfamiliar" (2007: 99).

The reason for the ongoing existence of struggle with this differences in cultural criticism
Is interesting because it was the cultural studies way of dealing with questions of culture that
generate a new interest in the sociology of culture at the beginning of the late 1980s. For
many students of sociology a new perspective on culture was opened, whereas the Kultur-
soziologie in the tradition of Weber, Simmel or Mannheim and also the Frankfurt critiques
seemed to be a too special stuff even for academic teaching at many universitys at this
moment. The problems that grew out of this special situation lead to different questions of
possible combinations, as well as at the existence of opposition, between cultural studies and
the sociology of culture as well as Kulturwissenschaft(en), and are not easy to handle.’

It turns out that the main question of all still is, if the opposition cultural studies is faced
with has to do with the recognition that they are still emergent in different ways but not a
project or a special German-formation by its own, or do we simply have different traditions of
looking at culture and communication that cannot easily be combined. Different concepts of
culture are still helpfull when they are used to theorize cultural developments or problems.
They hinder scientific research and development, when entrance requirements are made up of
them. My aim with this paper is to show, that there is a sociology of culture within cultural
studies that all sides in this game can benefit from.

To do this we have to look briefly at the specifics of how cultural studies is recognized in
Kulturwissenschaften and German sociology when we want to understand some of the ongo-
ing oppositions before we can consider in a next step how to handle the different positions
and which role the sociology of cultural studies can play nowadays.*

WHAT IS CULTURE ANYWAY?

Up to now, as many of you know, the term culture has not been an easy word, especially in
Germany and german language, where it falls under the influence of the humanities, e.g.,
Geisteswissenschaft, which claims to hold definitory power in cultural questions. So culture
has the status of a theoretical concept; it is no simple word; in some ways it is a sort of "Welt-
anschauung”. And this defines the first borderline between cultural studies and Kulturwissen-
schaften as well as Kultursoziologie in a classical understanding:

According to Geisteswissenschaft — whose offspring is Kulturwissenschaften, and which
has designated this youngster as its legitimate heir - cultural studies are interested only in the
"everyday", as well as in social practices, rather than in questions of "Sinn" [i.e., "Meaning"].
But can this be the main reason for the opposition or is this only the surface, which conceals
the main reasons when dealing with culture in the way cultural studies stands for?

In an introductory book on Kulturwissenschaft by Hartmut Béhme and others (2000),
intended to orient students to Kulturwissenschaften, we find at least only three pages on cul-
tural studies, in the form of opening remarks that function not only as signifier for the still
existing borderline. Viewed closely, these pages revitalise stereotypes on cultural studies as
positioned in opposition to culture — that is, to culture in the sense in which Geisteswissen-
schaften normally uses the term - that -in my opinion - do not supply no further understanding
of cultural studies.

We worked on this topic in different academic circles and on different occassions in conferences and
workshops within the Deutsche Gesellschaft fir Soziologie as well as the Deutsche Gesellschaft fiir
Publizistik- und Kommunikationswissenschaft since the 1990s.

We can not look in detail at all aspects of the reception over the last thirty years.
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The main arguments in this text highlight that in Cultural Studies is [after all the years of
academic success in the UK and USA] no theoretical concept or theory that is solid and that
stands against the backdrop of a consensus. Terms like "contextualization™ signal, with
respect to method, that only heterogenous elements are combined. "Othering™ is just another
term for the alliance of ethnography and cultural anthropology. "Mapping” tends to give cog-
nitive maps of cultural phenomena and the discurse on minorities works as an instrument to
differentiate and to particularise the [Kollektivsingular] collectivised individual culture.

For the authors “the risks of this development are evident* because "within the sphere of
influence of ethnic and minority groups, the term culture tends to lose its analytical and syn-
thetical function within ideological critique. The place of the traditional canon is taken by a
poorly considered new canon of particularities combined in an additive way." (Bohme et al.
2000: 13)

I think this passage gives a good impression of how cultural studies are viewed and how in
a certain way the problem of the term culture remains unresolved. Apart from this opposition
with Kulturwissenschaft things are a little bit different in relation with sociology. Again Inglis
can be cited here with his hint that cultural studies and sociology of culture are warring twins.
For him, "(t) hey ‘agree to have a battle’, because the battle brings certain gains in identity for
them both. But beyond rhetorical displays of dissimilarity between them, once one examines
their shared epistemological assumptions, one sees that it is actually their very likeness that
compels them to engage in the ritualized conflicts they embark upon.™ (Inglis 2007: 118)

In this paper | will not further discuss the reasons for this likeness. Instead of this | will
give some hints on how to overcome the opposite both sides stick to when the term culture is
mentionend even when there is a likeness. And this is done by showing, that there is a special
sociology of culture within cultural studies from which we can start to build a cultural studies
formation in Germany as well as an transdisciplinary setting for the study of culture.

A GERMAN FORMATION OF CULTURAL STUDIES?

Generaly spoken the reception of cultural studies stands for the opening up of new horizons in
the Kulturdebatte (cultural debate and criticism) over the last thirty years within the German
speaking academia. This can be seen as a good starting point to discuss not only the
specifities of sociology of culture within cultural studies. It must also become clear, if cultural
studies deals with questions of culture, why the critical view on cultural studies starts with the
assumption that it is about culture and that Kultursoziologie has to say more about it than
cultural studies.

The problem has to do with the term culture itself and the understanding that is associated
with this term. To prevent a misunderstanding, we can refer to Grossberg in his latest book,
where he denys that cultural studies is about culture (Grossberg 2010: 8). But when we do so,
I doubt that things become clearer in the German speakink region, because in a certain way,
many people think that when cultural studies is not about culture than it must be that it is
about power, because this is the second feature that is highlighted when speaking about cul-
tural studies in many discussions. And many people doing cultural studies highlight this
aspect too. As one result, power and culture are often dealt with in an essential or substantial
understanding, whereas the question of culture and cultural theory can help to sociologize
instead of essentialize the understanding of power as well as culture.

One solution to sociologize the term culture in a cultural studies way is, when we go back
to Williams understanding of culture Hall strongly refers to that provides an understanding of
culture as ongoing processes as practice. In this perspective cultural studies’ methodological
value derives from Williams® basic principle of avoiding language which massifies others
(Williams 1958: 306). Williams suggestive formulation relates ‘culture’ to the sum of the
available descriptions through which societies make sense of and reflect their common expe-
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riences. To put it short it is here where cultural studies deals with questions of cultural prac-
tices in a sociological way of understanding and thematizing the production and reproduction
of social life and the everyday. And this prospective comes along with questions or problems
of power and hegemony starting with the early work of Thompson and Williams. In reference
with this argument, we can follow Grossbergs arguments a little bit further.

Cultural studies [...] is concerned with describing and interverning in the ways
cultural practices are produced within, inserted into, and operate in the everyday
life of human beings and social formations, so as to reproduce, struggle against,
and perhaps transform the existing structure of power. (2010: 8)

And according to this tasks cultural studies itself is a certain practice. Taking this arguments,
we have to discuss a way that allows to deal with the problem of power within cultural theory
as one problem amongst a bundle of sometimes more important questions than power. | think
of questions how practice reproduces culture and society. Here we are at the core of all
thinking within Kultursoziologie or Kulturwissenschaften in "opposite"” to cultural studies, so
that within the reception many people don’t get this point right that cultural studies is not
about culture or power but about its different practices.

To achieve a first turn in our perspective we can rearticulate this special understanding,
like (again) Grossberg puts it in Cultural Studies in the Future Tense. "Culture"” is the deepest
and most solid rock of our common sense.

Instead, too often, the concept of culture - and other related categories - is
assumed, appropriated, generalized and even univerlized. (Grossberg 2010: 169)

And | will add that we can say this for power too.

If we take this arguments, we can imagine how the struggle for the term culture leads to
nothing more than to erect oppositions. The main difference between cultural studies and
sociology as well as Kulturwissenschaften lies not in the term culture or power as such or in a
special way of cultural criticism but in the two/three disciplines* outlooks on cultural pro-
cesses and everyday practices.

When we compare the agenda for sociology of culture with that for cultural studies from
this point, we can start to consider if it is worth while to search for an agenda of compromise
and interdisciplinary or if it is better to go one’s own way than to attempt such a perspective.

When "[...] cultural studies is not about interpreting or judging texts or peoples, but about
describing how people’s everyday lives are articulated by and with culture™ than "(c)ultural
studies is about the historical possibilities of transforming people’s lived realities and the
relations of power within which those realities are constructed and lived, and it is about the
absolutely vital contribution of intellectual work to the imagination and realization of such
possibilities.” (Grossberg 1999: 24)

From this point of view only cultural studies can be defined as political in the strict sense
of the term; as proactive. That means that cultural studies don’t work in a sense, Meaghan
Morris criticized when telling us "that cultural studies, in spite of its self-conception as inclu-
sive, was at best a sieve that sorted the fragments of everyday experience into those it could
collect into a particular narrative of celebration/resistance and those it could not." (Couldry
2007: 14)

When this development was true, than the outcome is not far away from the idea, the oppo-
sition represents. But we can argue the Kultursoziologie as well as Kulturwissenschaft is more
above the battle and abstracted from the everyday. Given this description, one has to ask if the
need exists to bring together cultural studies and Kulturwissenschaften in the German speak-
ing region to reach the aim of building an own formation. Perhaps cross-fertilization within
intellectual questions is beneficial; if so, the question can be addressed only if we define how

31



intellectual work matters. The position held by Kulturwissenschaften is deeply rooted in the
history of the German university system, and, hence, in the role in which many scholars see
themselves. From this point of view cultural studies in German speaking countries faces the
problem that Kulturwissenschaften in some ways tries to substitute itself for cultural studies
in order to evade, to efface, the political implications of the newer discipline.

RESUME

At least, there can be no simple answer to my questions and the problems discussed if there is
a chance for a cultural studies formation in Germany. The idea of cross-fertilization with
Kultursoziologie or Kulturwissenschaft puts more questions onto the agenda than it can clear
away. And the way to dicuss the sociology of cultural studies is faced with the assumption
that sociologies strange others are not sociology (cf. Goéttlich 2007).

Whilst the question how the positions of sociology or Kulturwissenschaften and cultural
studies can cross-fertilize one another seems to be a logical one, I doubt if bringing together
such different intentions helps to overcome the borderlines that individuals can cross, or even
for themselves abolish — but that still are maintained directly behind the backs of people who
decide to meet with open minds.

Through such combinations, cultural studies runs the risk of becoming one element in the
"garbage can" as which Kulturwissenschaften was described by Dirk Baecker (1996). And -
even if there is a good reason to combine the positions of sociology and cultural studies - we
have to face the further question of how this may help academic circles in the German speak-
ing region to overcome their fear of the popular (culture), especially when cultural studies is
seen as the popular‘s strongest agent.

It such a situation is better, I think, to do cultural studies as a constant demonstration of
what we can contribute from this sociologically concerned and active position, than to search
for a cross-fertilization that will not help to overcome the borderlines between both traditions.
Cultural studies cannot provide another discipline with an excuse for losing touch with the the
everyday and its politics. It is, like Nick Couldry pointed out, a concern to hear the range of
voices that characterise the social terrain, and not reduce their complexity. But this concern
overlaps with cultural studies’ “politics’: its aim of responsibly accounting for others in its
account of the social world (cf. Couldry 2000: 126-130).

It was not my intention to erect borders where no borders are. But coming a long way in
this reception of cultural studies one can be astouned when arguments in this confrontation go
around in a circuit and don’t reach the next step that lies in the challenge of transdiscipli-
narity.
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Cultural Studies in Portugal: The Present Scenario®

Sofia Sampaio
Lisbon University
pso_sampaio@hotmail.co.uk

In this paper | discuss the situation of cultural studies in Portugal by looking into
its presence in Portuguese universities and research centres, especially through
their master and doctoral programmes. My results suggest that cultural studies is
experiencing a fast academic expansion. Yet, the name ‘cultural studies’ continues
to cause unease in some academic quarters (namely, in literary studies) and there
is ambiguity regarding what is meant by it. My results also suggest that the cur-
rent expansion of cultural studies in the academia is entangled with top-down
institutional changes, closely related to the Bologna process and the growing
importance of the cultural industries, as part of a more general shift to the ‘new
economy’.

1 This research was funded by the Portuguese Foundation for Science and Technology (FCT).
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CULTURAL STUDIES IN PORTUGAL: THE PRESENT SCENARIO

It is not easy to describe the present situation of cultural studies in Portugal. To start with,
there is no Portuguese Cultural Studies Association, which might provide us with some hard
facts concerning, for instance, the number of members (an index of how many people actively
identify with this practice), its founding moment (which would give us an idea of when and
under which circumstances cultural studies — or its naming — became important) or the record
of past and present activities (always a good indicator of what is going on in the field). Fur-
thermore, there are no regular publications overtly committed to cultural studies topics or a
cultural studies approach. On the whole, it is difficult to say how many people are doing cul-
tural studies in Portugal today and how this is being done; even more difficult is to establish
whether it makes sense to speak of a Portuguese Cultural Studies, a question far too complex
to address in this short overview.”

What is beyond doubt is that Portugal has not remained immune to the cultural studies’
‘success story” of the nineties. The ideas and theoretical framework that informed the debates
on culture and power in the Anglo-American world have found their way into the Portuguese
academia. As in other regions (such as Scandinavia), cultural studies came in tow with the
growing attention that popular culture, youth culture and the media started to receive within
the social sciences. Its appearance in the humanities was more controversial: cultural studies’
trademark attack on the canon, together with its challenge of disciplinary boundaries, met
with resistance in more traditional quarters, namely literary studies. English and American
departments (perhaps for linguistic reasons) were probably the first to take an interest in it —
one of the pioneers of cultural studies in Portugal was Professor Alvaro Pina, based in the
English Department of the Faculty of Letters of the University of Lisbon.® Nevertheless, the
debate also reached Portuguese (Silvestre, 1999) and German departments (Sanches, 1999),*
eventually impacting on Classical and Romance literature departments, as the recent changes
that gave taken place in the Faculties of Letters of the Universities of Coimbra and Porto sug-
gest.

A glimpse at the master and doctoral programmes currently on offer in Portuguese univer-
sities leads one to conclude that cultural studies is on the rise. 2010 saw the launching of two
doctoral programmes in this area: one of them, announced on the official web site as the “first
doctoral programme in cultural studies in Portugal’, is being jointly ministered by the Univer-
sities of Aveiro and Minho (two younger state universities located in the north); the other is

2 Alvaro Pina and the group of graduate students that emerged around the ‘Culture and Society’ programme

were active in the foundation of the Iberian Association of Cultural Studies (IBACS), which took place in
2001, at the University of Alcala de Henares. Between 2002 and 2005, the group was also involved in the
organisation of the three editions of the ‘Language, Communication and Culture’ international conferences,
as well as the 9th International ‘Culture and Power’ Conference. For the latter’s announcements and
programme, see: http://mundiconvenius.pt/2003/cultural/ (last accessed 19/05/2011).

Alvaro Pina and the group of graduate students that emerged around the ‘Culture and Society’ programme
were active in the foundation of the Iberian Association of Cultural Studies (IBACS), which took place in
2001, at the University of Alcala de Henares. Between 2002 and 2005, the group was also involved in the
organisation of the three editions of the ‘Language, Communication and Culture’ international conferences,
as well as the 9th International ‘Culture and Power’ Conference. For the latter’s announcements and
programme, see: http://mundiconvenius.pt/2003/cultural/ (last accessed 19/05/2011).

This makes it difficult to connect cultural studies exclusively to Anglo-American studies. One should also
refrain from assuming a clear-cut separation between the humanities and the social sciences: Sanches’
article (1999) was published in Etnografica, one of the major Portuguese anthropology journals.

This makes it difficult to connect cultural studies exclusively to Anglo-American studies. One should also
refrain from assuming a clear-cut separation between the humanities and the social sciences: Sanches’
article (1999) was published in Etnografica, one of the major Portuguese anthropology journals.
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offered by a private college, the Faculty of Human Sciences of the Portuguese Catholic Uni-
versity, based in Lisbon, as part of a vaster inter-institutional programme called ‘the Lisbon
Consortium’. Both programmes represent an effort to bring together research interests that are
comgnon to the humanities and the social sciences, especially around the topic of communica-
tion.

This interdisciplinary leaning has been felt in other postgraduate and research programmes,
even in the humanities, proving favourable to the implementation of cultural studies: as part
of its M.A. programme in Anglo-American Studies, the University of Porto now offers
courses in cultural studies, inter-art studies and women studies; the Centre for Comparative
Studies of the Faculty of Letters of the University of Lisbon (in fact, a centre for research in
comparative literature) actively endorses interdisciplinarity, as reflected in its major areas that
range from intercultural studies to European literary and cultural studies and inter-semiotic or
‘inter-art “studies. Finally — to finish this short review — since 2010 the Faculty of Letters of
the University of Coimbra has been offering an M.A. and a PhD in Feminist Studies — the
only programme of the kind in Portugal — as well as a doctoral programme in the ‘materiali-
ties of literature’. Both programmes are still very much literature-oriented; however, the for-
mer — taught in association with the Centre for Social Studies (CES), an internationally
reputed research centre directed by sociologist Boaventura Sousa Santos — is also described as
‘interdepartmental’ and accepts students from all academic backgrounds (including the social
sciences). As for the latter, it proposes to study literature vis-a-vis the new technologies of
communication and the other arts, stating as its ultimate aim to contribute to the renovation of
literary studies in Portugal as part of ‘the larger project of rethinking the Humanities in the era
of new media’. According to the programme, students are expected ‘to develop skills and
research methods associated to the scientific domains of theory of literature, cultural studies,
interart studies, digital humanities, and other emerging fields’.’

The Bologna accords — a document signed in 1999 that laid the foundations for the creation
of a common European Higher Education Area — has no doubt played an important role in this
‘interdisciplinary turn’. The pressures to comply with the Bologna guidelines, which encour-
age a more flexible curriculum — one that allows students to customise their education and
become more mobile within the European zone — have made the engagement with cultural
studies a somehow natural, if not inevitable, thing (indeed, most of the new programmes
acknowledge Bologna).® A second factor that could help explain this sudden institutional
interest in cultural studies is the growing concern with the cultural industries, as part of a
more general shift to the ‘new economy’. The idea that culture, through the cultural indus-

This makes it difficult to connect cultural studies exclusively to Anglo-American studies. One should also
refrain from assuming a clear-cut separation between the humanities and the social sciences: Sanches’
article (1999) was published in Etnografica, one of the major Portuguese anthropology journals.

In Coimbra, following the Bologna-oriented reorganization of 2007, the new Department of Languages,
Literatures and Cultures (which brings together people doing Classical, Romance, Anglo-American and
Germanic studies) now offers an M.A. in Literary and Cultural Studies (basically, a comparative literature
programme). Similarly, since 2007, the Department of Portuguese and Romance Studies of the Faculty of
Letters of the University of Porto offers an M.A. in ‘Literary and Cultural Studies and Inter-arts’, which
merges previously separate M.A. programmes in literature. For more details, see ‘Relatério da
concretizagdo do processo de Bolonha, anos lectivos de 2006/2007 e 2007/2008’,
http://sigarra.up.pt/flup/web_gessi_docs.download_file?p_name=F12785065/Relatorio_Bolonha_FLUP200
92.pdf (retrieved 19/05/2011), p. 12.

The former programme is a partnership between the Communication and Society Research Centre (CECS)
of the University of Minho and the Department of Languages and Cultures of the University of Aveiro; the
latter is associated with the Centre for the Study of Culture and Communication (CECC) of the Catholic
University.
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tries, holds the key to the country’s economic problems shapes the two doctoral programmes
in cultural studies analysed above (namely, the one jointly run by the Universities of Aveiro
and Minho and the one run by the Catholic University). Both programmes mention the cul-
tural industries: the former promises to ‘produce’ professionals in the areas of ‘cultural crea-
tion, cultural promotion, cultural animation, cultural mediation and cultural dissemination’, its
main objective being to turn out qualified professionals to work in public libraries, book pub-
lishing, the production of information and cultural events, cultural associations, embassies,
institutes, foundations, cultural centres and the like.? The latter could not be any clearer about
its commitment to interact with the ‘cultural economy’, which it describes, in the brochure of
the Lisbon Consortium, as a growing economic sector already responsible for 2.5% of
employment in Portugal.*® This programme is specifically designed to provide qualifications
in the areas of cultural programming and management. Its incorporation in the ‘Lisbon Con-
sortium’, alongside key elite institutions like the National Theatre Museum, the Portuguese
Film Institute, the National Cultural Centre, the Calouste Gulbenkian Foundation, the Cul-
turgest and the Lisbon Municipal Council', certainly places it in a strong position to achieve
that goal.

It would seem that the current expansion of cultural studies in Portugal is more to do with
top-down institutional changes (one could even speak of a general favourable ‘mood’) than
with overt academic confrontations that lend credence to cultural studies’ international repu-
tation as an intellectual practice with a critical/ political edge. Nevertheless, the name ‘cultural
studies’ continues to cause some unease in certain circles. This is the case of the Catholic
University, which refers to cultural studies, in the Portuguese version of its promotional mate-
rial, as estudos de cultura (“studies of culture’) rather than estudos culturais.*? This could be a
matter of translation option, but the syllabi of some of the courses included in this doctoral
programme do point to an understanding of culture that falls in line with the Kulturkritik tra-
dition, in Francis Mulhern’s terminology (2000), rather than the theoretical work that has
been at the core of the cultural studies project.”

To conclude, cultural studies seems to be experiencing a rise in the Portuguese academia;
furthermore, this success story is being largely built at an institutional level. In practice, this
means that a growing number of students and researchers have now a place where they can do

For the programme in Feminist Studies, see: www.uc.pt/fluc/deplic/Cursos/3cic/EF/ (last accessed
29/08/2011). For the ‘materialities of literature’ programme, see www.uc.pt/fluc/deplic/Cursos/3cic/ML
(last accessed 29/08/2011).

In practice, the reforms carried out in Bologna’s name have also meant the streamlining of higher education

to accommodate market-oriented goals, hence the mixed feelings these reforms are likely to arise among

cultural studies scholars.

See the English brochure of the Lisbon Consortium:

www.fch.lisboa.ucp.pt/resources/Documentos/brochuras_cursos/FCH_Consortium_brochura FEV11.pdf,

especially p. 3. The Portuguese version can be accessed at:
www.fch.lisboa.ucp.pt/resources/Documentos/brochuras_cursos/Brochura_Consortium_Portugu%C3%AAs

.pdf (retrieved 18/05/2011).

12 The National Cultural Centre is a cultural society founded in 1945; the Calouste Gulbenkian Foundation is the
longest-running private Foundation in Portugal (it is also one of the most active, especially in the arts).
Finally, the Culturgest is the cultural branch of Portugal’s biggest bank — still state-owned at the time of
writing, but probably not for long.

3 Interestingly, the Catholic University opted for the use of ‘studies of culture’ instead of ‘cultural studies’ at

this year’s conference of the Portuguese Association of Anglo-American Studies (APEAA). While featuring

in the international brochure of the Lisbon Consortium, the term ‘cultural studies’ is nevertheless deemed
inappropriate in another English-speaking (but now national) context. This brief example brings home to us
cultural studies’ national and international power entanglements.
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cultural studies — even if not exactly under the same label or meaning exactly the same thing
to everyone. There certainly is a positive side to this ambiguity, which may allow different
kinds of valuable work to be done. Yet, there is also the risk of cultural studies losing its criti-
cal edge. One of cultural studies’ original strengths was its ability to engage with the ‘here-
and-now’ and establish meaningful connections between apparently disconnected things (such
as culture and society or knowledge and power). Faced with an acute economic crisis and a
programme of extensive public cuts (in line with the recent IMF-EU-ECB intervention), Por-
tugal is now experiencing a moment of fast change. Among other things, a new culture-power
alignment seems to be emerging. There is no lack of research topics, concerning, for instance
the new orthodoxies formed around the “cultural industries’ and the ‘new economy’ (cf. Oak-
ley, 2004; Miller, 2004); the relationship between national and transnational cultural studies
projects (or even between cultural studies and other intellectual movements); the apparent
conversion, in some academic quarters, of cultural studies into ‘intercultural studies’, and so
on.* These are times of intellectual confusion, which call for more critical thinking. Whether
cultural studies will become an actor in such an intellectual endeavour remains to be seen.
This will certainly depend on our ability — as cultural studies practitioners — to understand the
national, local and institutional conditions of our own practice.
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This paper briefly reviews aspects of the historical relationship between cultural
studies and history in the UK university context and illustrates the specificity of
cultural history approaches by drawing on the author’s own work on
cosmopolitanism.
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NOTES ON CULTURAL STUDIES, HISTORY AND COSMOPOLITANISM
IN UK

In this brief paper | will raise a few points about cultural studies and cultural history and their
historical relationship to each other in UK -- particularly at the institution at which I work --
and then illustrate some of these points by drawing on my own research on cosmopolitanism.

So first a very short history of cultural studies at the University of East London (UEL)
where | have worked since 1983 and where | am currently co-director with Jeremy Gilbert of
the Centre for Cultural Studies Research (CCSR). UEL was the home of the first
undergraduate Cultural Studies degree in the country, founded in 1981. In those days the
programme was not modularised and | arrived when the first intake was in its third year so the
broad framework of the course had already been established. What was distinctive about its
design was that all students had to do a ‘core’ and options in one of three main strands:
philosophy, literature or popular culture. The core, running through the three-year course was
a more or less chronological ‘history’ starting in the 17" century, so from the start was an
indication of the way different knowledges were prioritized. It was influenced by Raymond
Williams® work and focused on the history of class formation and class cultures, ‘race’” and
colonial power, women’s lives, popular experience, everyday life, sexuality and the politics of
resistance and consent etc --- all the things you would expect a radical innovative department
to be concerned with but at the time still very unusual. Marx, Gramsci, Foucault, Stuart Hall,
Edward Said, Juliet Mitchell, Sheila Rowbotham, Angela McRobbie and Marshall Berman
were among the influential thinkers students (and staff) were expected to read.

The teaching group came from a range of disciplinary backgrounds: sociology, history,
literature, philosophy, history of art. A few of us had been linked in one way or another to
CCCS in Birmingham. All were on the left. Through the collective teaching of carefully
planned courses we taught each other and ourselves. We also produced collaboratively a
couple of key volumes of essays in 1990s using this mix of intellectual approaches: The
Expansion of England: Race, Ethnicity and Cultural History, edited by Bill Schwarz (1996)
and Modern Times: Reflections on a Century of English Modernity, edited by Alan O’Shea
and myself (1996).

From the beginning there was some tension in the group -- mostly productive tension --
between the ‘proper’ historians, those who had been trained as historians, whose interest and
objective it was to ‘uncover’ and piece together features and narratives of the past,
particularly of an unfamiliar or hidden past, and those whose disciplinary orientation had been
developed in sociology and ‘theory’ and who were more concerned to track the genealogies of
the big political questions of the present, whose interest was conceptually driven. (For a
discussion of these divisions see Geoff Eley 2005; John Tosh 2006).

In general | think the direction of the influence between these two broad camps was
predominantly from cultural studies to history. Over the last decades there has been a
tremendous expansion among the more orthodox historians of what counts as acceptable
historical source material and how to make sense of it, as well as a more reflexive
consideration of the sociopolitical embeddedness and constructedness of all versions of the
past.

Cultural studies in Britain has had an impact not only on history in its various traditions but
on all aspects of the humanities and social sciences -- on sociology, geography, literary
studies, gender studies, urban studies, language studies, visual culture, media studies,
psychosocial studies, philosophy, anthropology, economics, art history and fine art practice
(indeed the plethora of ‘studies’ on this incomplete list is itself evidence of this shift). All
these are among the established university ‘disciplines’ in the UK that have been transformed
by the more iconoclastic, flexible, interdisciplinary, political and contextual approaches of
cultural studies. So does this mean — as Jeremy Gilbert has suggested in the blurb for this
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session — that cultural studies and cultural history have lost their critical specificity and
usefulness?

I think not. 1 will use my own cultural historical work to illustrate this claim. There are of
course many other appropriate examples but my book Visceral Cosmopolitanism (2007) is what |
know best and it does effectively exemplify the shift in that it doesn’t fit comfortably into any
critical mode except cultural studies /cultural history. This is in broad terms because it
privileges argument, draws on an expanded archive (sources include ballet narratives,
costume design, department store promotions, contemporary fiction, film, photographs and
social science texts, media reports, psychoanalytic theory, biography and autobiography --
including my own) and, in the tradition of cultural studies, is less preoccupied with adhering
to methodological convention than | think are its closest neighbours, history and sociology.

It is also an example of “British cultural studies’ in its thematic focus and its concern with
the specificity of postcolonial race relations, cultural difference, gender and everyday life in
the UK context.

Yet it wasn’t in the first instance driven by existing conceptual concerns despite my
rootedness on that side of the methodological divide. My theoretical and historical interest in
cosmopolitanism did not precede my work in the archive. In fact at the time there was
practically no scholarly research on the topic. | came across it by chance when | was working
in the archive of the department store Selfridges looking for evidence of the impact of
imperialism on commercial culture before World War One. | found no references to empire at
all but a good deal in the founder Gordon Selfridge’s own daily syndicated newspaper
columns about how pleased he was that London was losing its insularity and becoming more
cosmopolitan and modern. He wanted his store to be at the heart of these changes and
publicised the launch in 1909 with full-page advertisements in all the major newspapers in the
world welcoming customers in twenty-six languages, among them Arabic, Japanese, Hindi,
Russian, Yiddish and Esperanto.

‘All nationalities meet at Selfridge's and all are welcome'.
Advertisement from 1909 launch campaign in 26 languages

As well as being a cosmopolitan moderniser, Selfridge was also an enthusiastic supporter of
the contemporaneous movement for women’s suffrage. So this was the starting point of my
pursuit of historical manifestations of cosmopolitanism across the span to the twentieth
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century. Although the concept emerged from the archive rather than an already existing
theoretical debate, it was nevertheless shaped by the conceptual material | had already been
working on — by gender, modernity, and commercial culture. This already-established
groundwork explains the distinctive focus, argument and conclusions of the book.

So the main concerns of the book are:

1.  To explore cosmopolitanism in relation to everyday popular and commercial modernity
-- to look at its vernacular and domestic expressions -- at the micro- narratives of
cosmopolitanism and personal interaction in the local context -- at home, in London.

2. To analyse it as a structure of feeling and aspiration part of modern consciousness:
hence as an empathetic, inclusive and sometimes unconscious cluster of identifications
with and desire for difference or the 'other’; as an intuitive sense of self part of common
humanity with a disregard for borders. This the 'visceral' cosmopolitanism of the title of
the book. The focus is on the allure of difference rather than the repudiation of
difference - on antiracism rather than racism.

3. To foreground questions of gender and the position of women in relation to this
structure of feeling. In the book | argue that women have been the historical drivers of
cosmopolitanism in twentieth century Britain for a number of reasons, including  their
more intimate relationship to mainly male migrants from abroad; their greater
participation in popular modernity through consumption and the movies and, more
contentiously, their greater disposition to empathise with cultural others.

4.  To explore and explain the geopolitical specificity of London. How do the meanings
and experiences of ‘multiculturalism’ and epidermal difference differ in London
from US cities such as Chicago or other (post)colonial metropolises of the West such as
Paris and Amsterdam? What are the differences between UK and other European
countries with sizeable intakes of migrant populations? How relevantis  the historical
specificity of UK class formation and the British privileging of class culture and
language to the current outcome?

5. To track the historical development of cosmopolitanism from an oppositional culture a
hundred years ago to the cultural mainstream today — to look at change. This is the
‘normalisation’ of my title. | trace cultural and 'racial’ difference from ‘alterity’ to mere
difference. The term alterity (drawing on Sennett and others) expresses the provoking
quality of the unknown unclassifiable other.

For those who have not been to London: what does this normalisation consist
of? As Caribbean-British playwright Kwame Kwei Ameh points out in his
recent radio programme ‘The London Story’, one in three Londoners were
born outside UK. London, he says, is ‘a city at ease with itself’, “‘the California
of Europe’, ‘proud of its diversity’, and one which has changed enormously
since 1970s.

One way of measuring the change is to look at what is often considered the
limit point of ‘integration’ — that is to say sex and marriage between different
cultural groups. These are now commonplace in UK cities and, although the
figures are inevitably contested, it is estimated that about 62% of young males
of Afro-Caribbean origin under 30 and in a relationship are with white partners
or someone from another ethnic group. The figure for young Afro-Caribbean
women is about 50%. There is a similar tendency among other ethnic and
‘racial’ groups though the figures are lower. The phenomenon operates across
the class spectrum and includes the Queen’s cousin who is married to a
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Nigerian. Diana and Dodi are another instance (see chapter 7). These figures
are many times higher than in US or elsewhere in Europe.

6. My focus is not on plurality and co-existence or on multiculturalism, but on cultural
mixing, merger, indeterminacy, fusion and mutuality, on 'mongrelisation’' as a historical
process, on ‘impurity” and “how newness enters the world” (as Salman ~ Rushdie has
put it, 1991). Stuart Hall also refers to our ‘mongrel selves’ in 1992.

It is important to stress that the book only explores certain aspects of the culture. As | reiterate
throughout, xenophobia, racism and racialised imaginings are tremendously significant
currents in the history of twentieth century Britain and have co-existed in varying degrees of
tension with cosmopolitanism and antiracism.

So how, more concretely, does the fact that | locate myself in cultural studies and
identify myself as a cultural historian distinguish my work on cosmopolitanism from that
rooted in other disciplinary approaches?

1. It is different from the work of sociologists like Ulrich Beck who, despite his focus on
the 'cosmopolitanisation’ of 'the fundamental concepts and institutions of modern
society' doesn’t explore the specificity of different countries, historical change or gender
or the quotidian practices and feelings of cosmopolitcs. My approach is also different
from sociologists of cosmopolitanism like Urry and Hannerz who, although more
concerned with disposition, focus largely on intellectual and emotional detachment, on
seeing difference from afar, not on identification or empathy.

2. It is different on the whole from the work of postcolonial theorists who for very good
reason have focused on the injuries of racial and cultural difference rather than its
allure, on racism rather than antiracism (though Stuart Hall and Homi Bhabha both refer
fleetingly to the ambivalence and desire which lies at the heart of interracial relations).
However, there is quite a bit of overlap between *visceral cosmopolitanism’ and
Gilroy’s notions of ‘conviviality’ and ‘planetary humanism’.

3. Conventional historians have been ambivalent about ‘modernity’ and the blending of
the textual with everyday culture, as for instance in the eclectic approach adopted by
Marshall Berman in his seminal 1982 text All That Is Solid Melts Into Air: The
Experience of Modernity. The thematic and theoretical concerns of my book and my
methodological approach are similarly unconvincing for many historians -- though
judging from the number of recent invitations from history departments to talk about the
work that seems to be now changing.

4.  But my book also has a different emphasis form the work of the more radical cultural
historians whose focus has tended to be on the invention and consolidation of a
conservative English 'tradition’, on ‘conservative modernity', on the legacy of Empire
and melancholia about its loss (see eg the work of Bill Schwarz, Alison Light, Wendy
Webster, Chris Waters, Sonya Rose and contributors to the journal British Cultural
Studies on the 1950s and 1960s) not on the more positive developments of antiracism
and engagement with migrant others. (My new research is on this topic and period. | am
currently looking at the work, much of it unpublished, of anthropologists and
sociologists, mainly women, among them Ruth Glass, Ruth Landes, Sheila Kitzinger
and Judith Henderson, who were involved in 1950s and “60s race relations research in
UK).

5. Feminists have on the whole not yet addressed the specific relationship of women to
cosmopolitanism (though see the work of Ulrike Vieten). There has been some attention
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in the work on global cities to gender difference but not as far as I am aware on issues
of cultural interaction and the everyday as raised in the book.

6.  Psychoanalysts and theorists drawing on the framework of psychoanalysis have been
concerned on the whole to explain the unconscious factors underlying prejudice and the
repudiation of difference rather than its attraction, see eg Freud (1930) on the
'narcissism of minor differences'. In general there has been very little interest in the
psychodynamics of inclusivity and empathy or in gendered differences in response to
belonging and cultural “‘otherness’. Bracha Ettinger’s theory of the matrixial is among
the exceptions.

It is not only a broadly cultural-history interdisciplinary approach which distinguishes my
work from that of others concerned with the rapidly expanding topic of cosmopolitanism.
There is also the more iconoclastic tradition of ‘arguing against’ which has characterized
much cultural studies research from its inception and which here has been combined with my
insistence on viewing everything through a feminist lens. My perspective has also been
influenced by my personal history and psychic formation, an account of which, in an
autobiographical chapter, | interweave with the main narrative of the book. This is where |
explain my interest in the topic -- a contextual element too often missing from most historical
accounts which tend to present themselves as somehow unembedded in the vicissitudes of life
outside the text. Finally, it is also worth noting that my conclusions and the way | write --- the
construction of a more progressive reading of British encounters with cultural and epidermal
difference in the last century is also the outcome of a generally more optimistic albeit
argumentative disposition. This is not a problem per se, and is not a disavowal of more
melancholic readings, but like all factors which influence our understanding of the past and
present, needs to be noted.

So in conclusion: the general message | want to convey for this spotlight session is that
cultural studies in Britain, and especially at UEL, has strengthened ‘history’ and accounts of
the past though the boldness and breadth of its themes, archive and method, its use of cultural
theory and its consciousness of contextual and biographical factors. Conversely, historical
consciousness has also influenced much cultural studies. A questioning of chronology and
causal association is likely to yield a more complex picture than is often the case in textual
analysis, which is so often the dominant mode in our discipline. We need to contextualise not
only our data but also our argument in historical, geo-political and autobiographical terms. As
cultural studies scholars we must remember not to invoke and critique theory as though it
were produced in a vacuum -- without roots. All theorists are people who live at specific
historical moments and produce theoretical propositions as part of their engagement with or
against other theorists and bodies of thought in specific historical and political contexts.
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Kinship on TV*
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During recent years, DR the Danish public service television station has launched sev-
eral documentary serials that focus on kinship and genealogy. Serials such as Sporlgs
(Find my family), Ved du hvem du er? (Who do you think you are) and Slavernes slaegt
(Slaves in the Family) all focus on biological kinship either as the primary topic of the
series or as an organizing and meaning giving devise that provides a point of identifica-
tion that can simultaneously serve as a vehicle for telling other stories.

All of the serials, however, privilege a biocentric notion of kinship and a tight
relation between biological kinship and identity, taking for granted that knowing
one’s biological kin automatically leads to a better understanding of one’s per-
sonal identity. The paper discusses the possible implications and consequences of
this conceptualization of kinship, and it is argued that while the serials reproduce
biocentric notions of kinship, they also in practice illustrate how pragmatic kin-
ship is.

1 An expanded version of the analysis of Find my Family will appear in MedieKultur (Frello. Forthcoming).
In Danish.
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KINSHIP ON TELEVISION

Over the last 5-6 years Danish public service television (DR) has aired at least four serials
that one way or the other focus on people searching for their unknown relatives. While one of
them, Slaves in the Family, creates a narrative that is focused on criticizing Danish colonial
history through family histories (Frello 2004/2006; 2010, Marselis 2008), the rest of them are
tightly managed concept-driven reality type tv.

The search for unknown relatives always — that is, in all of the serials — involve travelling
to foreign countries. This is an interesting aspect in itself — what the image of the journey adds
to the story about kin lost and found and how travelling out is metaphorically turned into trav-
elling ‘home’ in some sense — home to your true identity (Frello 2008). However, in this
paper | will concentrate on the specific construction (or constructions) of kinship that is going
on, and on the possible consequences of this construction. | will use examples from two of the
serials: Find my Family (Sporlgs) and Who do you think you are? (Ved du hvem du er?).
Both of these are internationally applied formats. Find my Family is Dutch (originally titled
Spoorloos) and Who do you think you are? is British.

KINSHIP, KINNING, RELATEDNESS

If you want to study kinship, the obvious choice is to turn to anthropology. Kinship has been a
central topic for anthropology since the birth of the discipline. However, the role attributed to
kinship and the theories applied in studying kinship have changed considerably. Basically
there has been a move from a structural or functional understanding of kinship as a basic fea-
ture of culture, to an understanding that focuses on practice and discourse. This change means
that kinship is not so much considered something stable that can explain other cultural phe-
nomena. Rather it is seen as negotiable and changeable and dependent on relations of power.

Kinship, in our part of the world, has traditionally been understood in terms of blood relat-
edness. The ”indigenous assumption in Euro-American folk beliefs” (Carsten 2000:8) is a
biocentric (Howell 2007) and biogenetic one (Carsten 2004, Kim 2007, Yngvesson 2007).
However, it is a notion that has a specific history and cultural context, and a notion that is
under pressure.

If we look at kinship practices in our part of the world today, we will find that they come in
very different forms. This is due to new reproduction technologies, new genetic knowledge
and technology, and a considerable political and cultural change when it comes to rules and
acceptance concerning homosexuals and transgender persons — including possibilities of
parenthood for singles and non-heterosexual couples.

As Signe Howell points out, relations of kinship involve a process of kinning. It is not
simply a question of establishing who is related to whom. Notwithstanding biology, kinship
needs to be practiced in order to be. Therefore, some anthropologists also prefer talking about
‘relatedness’ rather than about ‘kinship’, because ‘relatedness’ precisely points to the fact that
relations can be of many kinds, and that the important issue is not blood and biology, but the
meaning that is attached to specific relations and how we practice them (Carsten 2000; 2004).

AMBIVALENCE: BIOCENTRISM AND PRAGMATISM

These reconceptualizations of kinship are very much in line with the general constructivist
turn that the social sciences and the humanities have gone through during the last twenty
years or more.

Meanwhile, popular media go on producing biocentric narratives about the decisive role of
biology in securing a strong and stable sense of identity for the individual. In the kinship seri-
als on Danish television, the biocentric narrative functions as a master narrative in the sense
that it is a dominant narrative that denies its own narrativity (Somers 1994).
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I will argue, however, that while the serials reproduce biocentric notions of kinship, they
also in practice illustrate how pragmatic kinship is, and how much it depends on the process
of kinning, no matter how biocentric the narrative is.

Hence, my argument is twofold:

- The master narrative of the serials is biocentric. And because it denies its own

narrativity, it is also normative.

- Despite the denarrativization of the biocentric master narrative, there are considerable
cracks in it, and this demonstrates that kinship is also always pragmatic.

DESCRIPTION OF THE SERIALS, FIND MY FAMILY AND WHO DO
YOU THINK YOU ARE?

In the following, I will give a brief description of the serials, Find my Family and Who do you
think you are? and a few illustration of how the biocentric master narrative is conveyed.

Find my Family is a Dutch concept that has been exported to a number of countries, such
as Denmark, Sweden, Australia and the United States. It is extremely popular in Denmark. It
is usually in the top ten of non-news programs on DR.

In each program we follow a person who is looking for an unknown close blood-relative.
Often the protagonists are transnationally (and transracially) adopted and have no memory of
their birth parents. Or they were brought up by their Danish birth-mother, while their non-
Danish father is unknown to them. The producers of the program organize a trip where they
bring the protagonist to their country of origin or their father’s home country in order to
unravel the history and find the blood relatives. The search is completely planned, controlled
and conducted by the producers. The protagonist has no active role in the search.

The programs are designed to evoke emotions. Emotions are part of the marketing of the
serial. E.g., the description on the Swedish homepage on tv4 says:

“During the emotional travel back to the past, the participants are confronted with
unknown parts of their lives and the missing bits finally fall into place.”

("Under den kénslofyllda resan tillbaka till det forflutna konfronteras de medver-
kande med okénda delar av sina liv och de saknade bitarna faller slutligen pa
plats™.)

Hence, it is an emotionally charged journey even before it starts. In the programs, the close
connection between biology, identity and emotion is constructed in a wide variety of ways
through the use of images, voice-over, interview with the protagonist, music and the role of
the journalist who is in charge of the search.

Furthermore, most of the protagonists contribute willingly to the biocentric narrative. The
following quote can serve to illustrate this:

Well, it is like my whole life. It is so huge, you know. Because | lack a part of me.
Because there are so many questions, you know. It is simply beyond description.
It takes up so much room. And it will definitely make my life perfect. (Adriane)
(Jamen, det er lige far, det er hele mit liv. Det er s& utroligt stort, altsa. Jeg
mangler jo en del af mig. Der er jo sa mange spgrgsmal ikke ogsa. Det, det er jo
simpelthen ubeskriveligt. Det fylder meget. Og det vil i hvert fald gare mit liv
fuldendt.)

Who do you think you are? is a British format that has also been exported to several countries,
including the United States and Denmark. In the program, we follow celebrities in search of
their family history, assisted and guided by the producers. The search always involves a
journey to far away places (at least in the Danish version), and it centers on the more colorful
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ancestors and the hidden, dark stories. It concludes with the protagonist contemplating what
he or she learned from the history, and these contemplations typically focus on how the
identity of the protagonist changed due to the knowledge they now have of their family
history. A small extract from the program on the Danish tv-journalist Puk Elgard can serve to
illustrate this:

Puk Elgard realizes that her ancestors over a period of 300 years include both Vitus Bering,
a famous Dane, who spent a large part of his life in Saint Petersburg in Russia, and a poor
peasant who due to poverty drowned himself in a small pond. When she contemplates what
she learned from the journey, she says, that she is happy that she found out that her family
contains these contrasts, because: “All my life has been built on contrasts, so I am not
surprised that | needed to embark on a trip like this in order to find out, where I came from”
(Puk Elgard) ("Hele mit liv har veret bygget op pa kontraster, sa det undrer mig ikke, at jeg
skal sadan en tur for at finde ud af, hvor jeg kom fra™).

And she goes on emphasizing that:

If you don’t have the pond [where the peasant drowned himself], then you don’t
have the golden domes [of the churches in St. Petersburg] either. Then you don’t
realize it. You don’t appreciate things. (Puk Elgard) (Hvis ikke man har
vandpytten [som husmanden druknede sig i], sa har du heller ikke guldkuplerne [i
Sankt Petershorg, hvor Bering slog sine folder], sa ser man det ikke, sa setter du
ikke pris pa tingene).

BIOCENTRISM AND PRAGMATISM

Both serials are overtly biocentric in their basic presentation of kinship. And this biocentric
notion of kinship also carries with it an essentialist notion of identity: The basic claim they
make is, that when we dig out the truth about our ancestors, we dig out the truth about
ourselves.

However, they also both convey cracks in this master narrative, and therefore they also
demonstrate that although kinship may be conceived primarily in terms of blood relations.
And although blood relatedness may be imagined to be decisive for our identity (as when Puk
Elgard tells us that she thought she might be Jewish, and that this possibility made her think
that she needed to be involved in the synagogue). Still, the serials also demonstrate that even
blood relations are pragmatically included in — or excluded from the identity.

In Who do you think you are? the pragmatism is very obvious. Even though the programs
very much appeal to the idea of ‘finding yourself’ through learning about your genetic pre-
history, still the main purpose is to tell entertaining stories. Sometimes the ancestors in
question are very remote — e.g. a cousin to the great great great grandfather. Usually we are
provided with at graphic illustration of the family tree, but in Puk Elgards case, Vitus Bering
is apparently so remote, so they give up even illustrating how the relation is. It is simply
stated, that Puk is related to Bering who lived 300 years ago. And still, she concludes stuff
about her identity on the basis of being related to him, as illustrated earlier.

In Find my Family, the pragmatic element is less obvious, but it is there. It is primarily
seen in the hierarchization and the replaceability of primary relatives. In the serials, adopted
children always look for their birth mother. They never mention the biological father. And
they very often state that finding the birth mother will fill out a hole in their identity that has
haunted them all their lives. However, when the mother cannot be found — or when she is
dead or unwilling to meet them — then the father or some siblings are just as fine. The
protagonists typically conclude that the hole in the identity has been filled and now they know
who they are, somehow.
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TENSIONS IN POPULAR NOTIONS OF KINSHIP

- Biocentric normativity versus practical pragmatism

People who cannot anchor their identity in the knowledge of close blood relatives are
routinely met with questions concerning belonging or lack of belonging. They are confronted
with the expectation that they lack something and that they must have a deep longing to fill
out the presumed hole in their identity by finding their birth mother and/or father.

Examples from the literature on adoptees illustrate that no matter what adoptees may think
about their own identity, still their identity is “discursively positioned as potentially crisis
ridden” (Petersen 1009:19, my translation, BF).

This suggests that the preferred narrative of the media is not just about innocent
entertainment. It has a normative function. Popular tv programs like Find my Family and Who
do you think you are? contribute to this problem because they reproduce and naturalize the
biocentric master narrative.

This fact does not, however, necessarily reflect a general exclusive support for a biocentric
family practice among the majority of the population. People practice relatedness in all kinds
of ways.

Therefore, on the one hand, the biocentric normativity of the programs is out of touch with
current family practice. On the other hand, the ambivalence and pragmatism that is found in
the programs reflects the ambivalence and pragmatism in everyday life.

What separates adoptees from others may not be some ‘lack’ or *hole’ in the identity due to
not knowing their biological parents. Maybe what they ‘lack’ is a chance to participate in the
general experiments with processes of kinning and de-kinning on par with people who are
biological *“secure”. Knowing your biological ancestors is a priviledged position. Not
necessarily because it gives you knowledge of your ‘identity’ or because it makes you feel
more ‘whole’ but because you are recognizable in terms of the biogenetic master narrative.
You don’t have to account for who you are in the sense that adoptees have to. And maybe this
is an important aspect of what attracts audiences to programs like Find my Family.

As Yngvesson and Mahoney put it:

Adoption captures public imagination, securing the identities of those who
observe from the safe location of entitlement to a whole’ identity (Yngvesson and
Mahoney 2000:83).

Furthermore, we who occupy this ‘safe location of entitlement to a *whole’ identity’ are free
to experiment. We can look for points of identification in our family history and claim that
‘blood is thicker than water’. Or we can denounce family altogether and create new forms of
relatedness. We are not confronted with the suspicion that we are somehow ‘unrelated” and
therefore maybe also “unreliable’.

Maybe what the adoptees ‘lack’ (if anything) is not ‘knowledge’ of ‘themselves’ and their
‘identity’, but rather the freedom to interpret biology as they please. Pragmatic kinship is for
those who have a choice, while people who ‘lack’ bio-kinship lack the possibility of choosing.
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Contemporary Kurdish Families in Finland:
Traditional, Modern or Something Else?
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Family is a central institute that regulates person’s life in Kurdish communities
and thus family relations are highly valued. Marriage — as closely related to family
— is one of the key factors that maintains desired family relations. However Kurd-
ish family patterns are usually seen and considered to be in terms of traditional for
the reason that family have a great power over the individual. Still it is assumed
that parents have to give their approval for the marriage. One way of sustaining
family ties and family dynamics typical for Kurdish communities in the context of
migration is marriage patterns. Example of this is the phenomenon called transna-
tional marriage: an immigrant search for his/her spouse from country of origin and
brings her/him back to the country of settlement. However this is not the only way
of getting married among Kurds in Finland.

In my presentation I will discuss about the concepts of modern and traditional
in the context of migration. Is it reasonable to use these concepts when trying to
understand Kurdish families and marriage practices? Are we entitled to call them
traditional or should we use other words to describe them?
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CONTEMPORARY KURDISH FAMILIES IN FINLAND: TRADITIONAL,
MODERN OR SOMETHING ELSE?

This paper is the output of ethical dilemmas I have confronted in my PhD work. I have been
struggling with the issue of how to write about 'the Other” especially when "the Others” are
living among us, as our neighbors, colleagues, friends, or as the classmates of our children.
How to present other ethnic groups and migrants, in this case Kurds and their way of under-
standing marriage and family, which in a prompt glance look traditional to us and which are
easily presented as traditional in relation to our culture and our ‘'modern” way of life espe-
cially in the media but also in academic texts (see Alinia 2004; Grip 2002; cf. Lievens 1999;
cf. Reniers 2001)? Most importantly: how to avoid cultural determinism, exoticising and fos-
tering stereotypes when depicting immigrants and their ways of life?

In this paper I will concentrate on scrutinizing two closely linked concepts — modern and
traditional — which I find necessary to discuss with as one way of handling my ethical prob-
lems. Even though this conversation is not new in an academic world, I still argue it is highly
important to ponder consequences of using concepts which have their roots in Western culture
— like modern or traditional — when presenting people with other cultural background than our
own. This is particularly important in studies of groups already being marginalized as "the
other’. Especially the recent Finnish political atmosphere which can be characterized "critical’
and suspicious against immigration and immigrants makes me ponder possible consequences
of my research concerning those who have been studied.'

Before conversing on actual theme of this paper I introduce my research questions, theo-
retical and methodological background of my research as well as subjects of this study: the
Kurds. They hopefully give some kind of conception of the research I am conducting.

THE INTELLECTUAL PUZZLE OF MY STUDY AND THE RESEARCH
MATERIAL

As an ethnologist I am interested in the dynamics of social and cultural continuity and change
in kinship, family and household patterns among Kurds. In more particularly I have set fol-
lowing questions: 1) how migration and transnationalism shapes or influences Kurdish fami-
lies, persons and their family lives, and 2) what kind of role does marriage have when consid-
ering continuity and change in family relations in transnational context? In addition I examine
the motives and strategies which families and subjects have in relation to transnational mar-
riages.

My theoretical frame of reference leans on transnationalism. To transnationalism I refer
loosely as multiple social, political, economical and cultural interactions linking people across
the borders of nation-states. (see e.g. Jackson, Crang & Dwyer 2004; Vertovec 2009) There
are two reasons for using transnationalism as my main theoretical foundation. First, the social
networks of Kurds living in diasporas are considered to be transnational (see Alinia 2004;
Emanuelsson 2007; Khayati 2008; Wahlbeck 1999), meaning that many Kurds have relatives
and acquaintances not only in their country of origin but also all over the Europe. These rela-
tions have an impact on family relations also in a country of settlement. The second reason is
connected to the first one: I am interested in to examine the phenomenon called transnational

In the parliamentary elections which took place on 17" April 2011 Perussuomalaiset (The Finns as the party
recently launched its official English name.) became third biggest party in Finland with 19.1 percent of total
votes. Especially some of its most visible members became known from their “migration critical”,
nationalistic opinions. (The result of the elections can be seen for example from here:
http://yle.fi/vaalit/tulospalvelu/2011/index.html)
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marriage which refers to situation when migrants marry partners from their family’s country
of origin. These marriages are typical especially non-European and non-Christian migrants,
and social networks have proven to be in a high importance when selecting an appropriate
partner. (e.g. Beck-Gernsheim 2007; Lievens 1999; Schmidt 2008)

Even though (transnational) marriage migration has not been compounded in Finland
equally remarkable grounds of immigrating as for example in Norway, Great Britain or
Germany, it has increased also in here within last ten years especially among Muslims from
Middle East, Turkey and South Africa. For example statistics refer that especially women
from Turkey, Iran and Iraq — from the area where most of the Kurds live/have lived — rarely
marry Finnish men but prefer marrying men from the same country of origin. (e.g.
Martikainen & Tiilikainen 2007; Martikainen & Haikkola 2010.) This is the basis where I
have begun with my study.

My primary material will consist of in-depth interviews of Kurdish families and family
members. My endeavor is to interview couples whose marriage can be categorized as trans-
national but also Kurds who are married with a Kurd but whose marriage has no transnational
origin. In order to catch up a more profound picture I am also conducting interviews with
young single Kurds and their point of view with family and marriage. In addition I aspire to
participate in different ceremonies such as weddings, when observation, photographing and
field notes play a part as additional research materials. I have also sketched to use statistical
data so as to reach a different perspective to my research. However these plans are still more
like outlines and not yet very contemplated.

KURDS AS SUBJECTS OF THE STUDY

The migration history of the Kurds in Finland is relatively short. First Kurds came in Finland
in 1970s, but most of them have arrived as refugees from the beginning of 1990s until nowa-
days. In the end of the year 2010 there was living over 8000 migrants and their children who
spoke Kurdish as their mother tongue. (Statistics Finland 2011; Wahlbeck 1999.) Even though
most Kurds have come as refugees in Finland, migrant’s children as well as migrants who
have arrived as a child along their family are approaching the age of marriage. International
researches have already shown that immigrants with certain ethnic backgrounds (for example
migrants from Turkey, Pakistan and Morocco) have tendency to keep on practicing marriage
patterns typical for their culture in their new country of settlement also among the second
generation (see e.g. Beck-Gernsheim 2007; Lievens 1999; Schmidt 2008; Shaw 2001). This is
one of other things I am interested in to figure out in my dissertation whether this is the case
also among Kurds in Finland. For now, my very preliminary research material seems to sup-
port this picture.

I have confined my research with Kurds from Turkey, Iran and Iraq. Firstly, these coun-
tries account for at least 90 per cent of the Kurdish population, and also most Kurds who live
in Finland have come from these countries. Secondly, to my knowledge, in a general level
marriage practices have certain similar features regardless the country of origin of the Kurds.
For example consanguineous marriages as well as arranged marriages have taken place
among Kurds especially in past generations but they do exist in some scale also in nowadays.
The commitment to the institution of marriage and the family in general is a fundamental part
of the Kurdish culture. Kurdish or more generally non-Western family and marriage patterns
are easily considered to be traditional by Western people for the reason that family have a
great power over the individual. In non-European, non-Christian countries marriage and part-
ner selection is a family matter rather than a merely union between two individuals. (see e.g.
Barth 1954; Ertem & Kochturk 2008; Hassanpour 2001; Lievens 1999; Yalgin-Heckmann 1991;
Wahlbeck 1999.) In my study I stress I can reach wider range of marriage practices not to
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oversimplify the picture of Kurdish marriages and families. I find this important way of
breaking stereotypes and too simplistic picture and image of Kurdish marriage and family life.

MODERNITY AND MODERN VS. TRADITION AND TRADITIONAL?

As we know, there are no neutral, ahistorical concepts that lay in a culture-free space, and
there is always a risk to use them as such. Self-evidently, concepts route us to see a phenome-
non or a subject we are examining as a certain kind of perspective. This affects the way we
present the subject. That have an impact on how the results of the research are interpreted in
turn, and how they can be applied for example in political, cultural and social contexts. Thus
it is not irrelevant what concepts we use and how we do it.

What do we mean by speaking of modern, modernity as well as tradition and traditional?
How are these terms connected to each other? According to folklorist Pertti Anttonen (2005:
12—13) the concept of tradition is inseparable from the idea of modernity; both as discursively
constructed opposition and as a rather modern metaphor for cultural continuity. He empha-
sizes that traditions are above all modern’s constructions and productions.

The word ‘modern” includes meanings ‘recent’, "up-to-date’, 'new” or 'fashionable’. It is
derived from the Latin adjective and noun modernus, and it was invented during the Middle
Ages from the adverb modo, meaning ‘just now’. (Calinescu 1987: 13) Modernity is con-
ceived of as modern in relation to non-modern, which is attributed with a variety of charac-
terizations such as premodern, old, antique, old-fashioned, conservative, primitive, feudal,
and traditional. In these conceptualizations, change takes place only in the modern, while tra-
dition denotes the lack of change, even resistance to change. (Anttonen 2005: 28, 34.)

Dichotomy between modernity and tradition has its roots in scientific discourse and mod-
ernization theories in the nineteenth century, when there was a need to discuss and explain
processes of change in Western Europe. Then ‘modern” got the connotation of "improved” and
"advanced’” from the older connotation of ‘belonging to the present’. (Anttonen 2005: 34.) As
Anttonen puts it:

The concept of modern has come to denote a particular historical period, style,
socio-cultural formation and mode of experience. It is Western modernity, the
post-medieval era in the history of European or Western civilization that is
regarded as being intrinsically different from what precedes it in time and space.
This is called the ‘modern age” or the ‘'modern period’, signifying a stage of cul-
tural development called Modernity. (Anttonen 2005: 27-28; see e.g. Beck, Gid-
dens & Lash 1994)

Theories of modernization usually imply a two- or three-part distinction between traditional
societies, modern societies and possibly postmodern societies. The content of the moderniza-
tion may vary, but it often comprises technology, Western bureaucracy and science, urbaniza-
tion and industrialization, democracy and human rights. In this context tradition is often un-
derstood as the opposite. (Ytrehus 2007: 155)

However tradition can be conceptualized as un-oppositional to modernity then when it is
used as a metaphor for cultural continuity, as an indication of the presence of history in the
present. Then traditions can be seen as statements in identity politics; they can be said, for
example, to symbolize the inner cohesion of a given group. However, such continuity may
also receive a negative charge when traditions stand for persisting cultural attitudes or prac-
tices that appear to be difficult to accept, for example then when they are in conflict with the
law. (Anttonen 2005: 36.)
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THE MYTHS OF CONTEMPORARY CULTURAL STUDIES RELATED TO
PRESENTING ANOTHER CULTURE AND ITS PEOPLE

Line Alice Ytrehus (2007) calls as ‘'myths” some implicit premises that are still present in
contemporary cultural studies, criticized earlier but which easily remain embedded in our
concepts and models, in which we depict people and their culture that differ from us. Particu-
larly two of these myths are meaningful in relation to discussion of modern and traditional:
the myth of contemporary non-Western cultures being traditional and static, and the myth that
individuals from "traditional” societies are governed by their religion and tradition.

In differentiating between traditional and modern societies, Ytrehus (2007) highlights that
there is an implicit or explicit understanding that firstly, Western cultures belong to modernity
and those which differ from Western cultures are premodern or traditional. Secondly, socie-
ties are thought to develop from the traditional to the modern, and in some cases still further.
There is a return here to the theory of cultural evolution which presumes that a culture devel-
ops from simplicity towards complexity, and that traditional societies do not develop at the
same pace as modern. (Ytrehus 2007: 155-156.)

The myth of the static nature of non-Western cultures is widespread in functionalism as
well as in evolutionism. This myth that non-Western societies are static is often related to the
myth that culture is homogeneous (Ytrehus 2007: 156—157; see also Mohanty 1991). Ytrehus
highlights that the relatively static society of the exotic others is constructed by an implicit
comparison with ours. The researcher and the reader necessarily make comparisons in inter-
preting and translating from one culture to another. There are some conventions in anthropol-
ogy about how the culture of another society is presented, that easily maintain the image of
the static culture. That is to say: an ethnographical ‘'now” (Ytrehus 2007: 156—157; see also
Ingold 1996: 201):

The ethnographic present is a particular genre, and thus illustrates that the myth
problem is not dependent on what the researcher believes, but is tied to blindness
to history embedded in the very form and presentation of the analysis (Ytrehus
2007: 157).

What comes to the second myth related to "traditional societies” and their relation to religion
and tradition, the main thesis is that modern people can choose between several options in a
given situation, whereas traditional people are governed by their tradition and culture. This
myth includes the cultural determinism which can be seen very problematic. Individuals from
‘traditional societies” are easily presented as cultural bearers, rather than as co-constructors of
culture. (Ytrehus 2007: 157-159). According to Ytrehus (2007: 159) the cultural determinism
is most widespread in descriptions of Muslims. It is usual to describe social relations and
social problems in terms of culture especially when presenting immigrants from other coun-
tries — the more remote culture/country, the greater the emphasis given to cultural differences
(Ehn 1992: 4). 1t still remains a challenge to avoid cultural determinism in migration and cul-
tural studies.

CONCLUDING WORDS: HOW TO PRESENT PEOPEL WITH DIFFERENT
CULTURAL BACKGROUND?

In recent years and decades more and more criticism in anthropology and sociology has been
targeted toward the dichotomy of tradition and modernity in the context of globalisation and
migration. (e.g. Gilroy 1995; Knauft 2002; Welz 2004; Ozdalga 2002) For example the idea
that extended family belongs to traditional society while the nuclear family is the result of
modern urbanization and industrialization has been challenged (see Bastug 2002).
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It has been introduced alternative ways of discussing cultural varieties for example in the
context of globalization. Rather than understanding modernity and tradition as opposite cate-
gories it has been adopted the idea of multiple modernities or alternative modernity; that each
society or social group generates its very own version of modernity. The main idea is that
modernity and tradition are locally configured and thus there are particular regional forms of
modernity. (e.g. Knauft 2002, see also Stark 2006) According to Gisela Welz (2004: 417) this
allows anthropologists to acknowledge as modern those cultural practices that co-exist with
capitalist modernity but do not conform in any narrow way with the Western model of a mod-
ern way of life.

Also Anttonen (1993; 2005) suggests that it becomes meaningless to characterize a society
as either modern or traditional if the modern and the traditional are analysed as two aspects of
change. When traditions are conceptualized as models or symbolic constructions of cultural
continuity, they exist just as well in modernity as in non-modernity. In this approach every
society has modern as well as traditional aspects. (Anttonen 2005: 36-37; see also Ytrehus
2007: 156.)

I am attracted to the idea of seeing both modern and traditional in every society. However
this does not abolish all the problems related to the issue of presenting people with other cul-
tural background, especially when these people are living among us. I see problems both
analysis as well as writing and presenting my results. For example, I have to solve the
dilemma of how I will describe Kurds, their family life as well as their ideas of marriage
under the impact of Finnish culture and society. I also have to deal with the question of how I
should present possible changes in the marriage patterns but not automatically assume that
they take place only because of Finnish ‘'modern” way of life. This would lead me easily to
see changes in the light of modernization theory.

This paper raises more questions than answers. However I am not the first one to struggle
with these problems. For example Marja Agren (2006) had pondered same kinds of questions
in her study of second generation Finns in Sweden. She highlights the way researcher writes
about his/her subjects and their lives and gives a good advice: it should be done in a way that
also readers who share the reality of those who had been studied, can understand and approve
it as a real (Agren 2006: 36). Thus I am willing to believe that the ethical problems of my
study can be solved. The key to the solution may lie in the interviews, the discourses of the
interviewees as well as mutual (re)negotiations between researcher and informants. Most
importantly — careful listening of their stories as well as how they speak about their marriages
and family is needed — whether they see them traditional, modern or perhaps totally some-
thing else.
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”Crafting knowledge” was a session organised by Anneli Palmskold and Johanna
Rosenqvist, that took place in Norrkdping, Sweden, 16 June 2011 as part of the
International ACSIS Conferences Current Issues in European Cultural Studies.
Together the scholars participating in the Crafting knowledge-session were
covering a range of subfields of craft studies today.

The session focused on the explorative question of what an academic approach
that put craft theory into practice and made craft practice into theory would
consist of. This is also the main question asked in the paper “Crafting
Knowledge?” that recapitulates and contextualises the outcome of the session.

The paper draws up tentative categories for how research in, on and through
craft can be done. By framing the knowledge emerging from craft and crafting
some theories and methods of crafting are discussed. The crafted artefact and the
act of making can be considered from many different aspects, for example from
an artistic, historical or aesthetical point of view. Conventions of craft, rules about
its making, knowledge about and knowledge through craft and crafting are some
of the themes presented in a broad scope of cultural studies.
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INTRODUCTION

There is a huge interest of craft and crafting in the contemporary society. The Internet is full
of craft communities and of tips and tricks for the one who wants to learn more about making
things, about techniques and results. Patterns, materials and tools can be bought and delivered
from one part of the world to another. The DIY (Do It Yourself) movement is widely spread,
contenting people of different parts of the society and of different generations. At the same
time professional craftspeople are highly appreciated, for example within the fashion industry.
Without highly competent leather craftsmen, there will for example be no exclusive designer
bags on the market. But craft and crafting is by no means something new, human being has
always been makers and creators of things. To be skilled and competent has been defined as
capable of using tools, of finding material and for using this to create useful and beautiful
things.

Though craft and crafting is — and always has been - a central part of being and of human
culture, these aspects are seldom discussed and researched from an academic point of view.
This article is an opportunity to frame some of the ongoing research projects within the craft
and crafting field and at the same time discuss some theories and methods used. One example
of approaching this field is a project we have been designing for some time. From different
point of views (Johanna Rosenqvist is an art historian and Anneli Palmskold an ethnologist)
we have come to take an interest in how crafting, gender and performativity intertwine. The
project is aimed at examining how craft is performed in different spatial and temporal
situations. The starting point of view is that situated performing bodies and their movements
are central to what is produced, what materials and tools are being used, and with what
intentions. By investigating the performative aspects of craft we want to identify how notions
of gender are renegotiated by the practitioners, who, through their choice of visual
representation can confirm or challenge the importance of art and other related practices.
Inspired by Judith Butler’s theories on gender that is concerned with “doing” rather than
“being” we want to look at craft from a gender perspective on what is being done. One
important aspect of this investigation is to develop methods for participatory research, thus
contributing to new methods analyzing what happens in the processes of doing arts and crafts.
Gender and performativity is one way to examine craft and crafting alongside many other
ways to do research on this field. In the following we will discuss some of those from
different perspectives that we call research in, on and through craft. The intention is to briefly
explore how craft research can be done in various fields today.

PREVIOUS RESEARCH

International craft as a part of the Do-It-Yourself-movement is an area that has generated an
increasing interest over the last few years, in part popularized through new social media
(Greer 2008, Adamson 2007, Ahlvik & von Busch 2009). Many practitioners are interested in
communicating their material and methodological as well as conceptual aspects of their work.
This is a process of verbalizing their silent - or previously silenced - knowledge. Art historian
and art theorist Jorunn Veiteberg gives many examples of it in her book Craft in transition
from 2005.

In 2007 Nina Bondeson and Marie Holmgren published a book about the practical and
conceptual aspects of art production. The book is an appeal for recognition of practical
knowledge. It brings together the authors’ own and others' practical experiences of
communicating through their works. Practical art production is in the book defined as the art
form that does not depend on text or spoken language for communication.

Through research in our respective fields of research (ethnology and art history), we
observed differences and similarities concerning production in different working conditions.
In art history research on craft is mainly focusing on the artefact and the artist in relation to a
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context of art institutions (cf Robach 2010) as well as contextualizing the craft field itself
(Zetterlund 2006 and Rosenqvist 2010). In ethnology Charlotte Hyltén-Cavallius has
succesfully used Actant Network Theory to broaden the scope of the individuals, the objects
and their relations when looking at the home- or handicraft movement from an international
perspective (Hyltén-Cavallius 2007). Rosenqvist has previously, in the thesis Kénsskillnadens
estetik? Om konst och konstskapande i svensk hemsl6jd pa 1920- och 1990-talen (An
Aesthetics of Sexual Difference? On Art and Artistry in Swedish Handicraft of the 1920s and
1990s), examined the specific expression of Swedish handicraft has been in different time
periods, as seen in relation to the avant garde and contemporary art (Rosenqvist 2007).
Palmskold has in her thesis Textila tolkningar: om hangkladen, drattar, lister och takdukar
(Textile interpretations) examined how a group of woven interior textiles have been
interpreted in different times and place by studying the conditions for manufacturing and use
from a gender perspective (Palmskold 2007). Our special joint interdisciplinary experience
derived from the textile field, which is often associated with women and with femininity
(Parker 1996). This is further problematized in the anthology Den feminina textilen (Svensson
and Walden 2005) to which Rosenqvist and Palmskold both have contributed.

RESEARCH IN, ON AND THROUGH CRAFT

How do we approach the craft and crafting field in order to examine it from different
perspectives? We have chosen to talk about research in, on and through craft to describe
three possibilities. By categorizing the approaches, we want to highlight the intentionality
from the researchers perspective. To be a crafter, designer or artist doing research from within
ones professional field, means for example doing research in craft, its materials and its
methods. From this perspective the questions asked are related to professional skills in doing
things. On the other hand to be for example an art historian or an ethnologist means to do
research on craft, examining different perspectives when looking at craft from the outside and
in a wider context. Questions asked can be related to time and space, to aesthetically or
cultural historical discussions or to economical perspectives etcetera. To talk about research
through craft means on the third hand, to start by examining craft and crafting, and by
studying this catching sight of other related perspectives and knowledge.

Research in craft

Our stipulated category in craft means that research is made from within the field of craft. The
aim of the research is to understand the possibilities in doing, making, and creating objects. It
can be a question of developing the craftsmanship, as in the case of the work in
Hantverkslaboratoriet (or the Craft Laboratory in english) at the Department of Conservation
in Mariestad at the University of Gothenborg (Lofgren 2011). The aim of the Craft
Laboratory is to develop a better understanding of craft and crafting in the field of
conservation. What methods has been and can be used in different conservation projects,
which materials, tools and crafting methods are to be preferred and of which consequences.
Another example of doing research in craft is the textile designer Britt-Marie Christofferssons
work on knitting, when she for some decades has examined the technique using the question:
What can one create from a pair of needles and some yarn? (Christoffersson 2009). The
creator is in this example a textile designer combining her skills as a crafter and designer in
order to make aesthetically interesting surfaces and expressions.

The designer Otto von Busch’s extensive research could be categorized in more than one
way. As for example in his presentation for the conference Otto von Busch made his paper
into an exploration of the notion of ”’protocols”. This could be the case of framing knowledge
about craft, stating how all collaboration needs rules and that protocols are essential parts of
social fabric of conventions and formalities. Protocols are used to reduce friction of the
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thoroughly ritualized procedures and communication formats. However, when we bring his
research in to the in-craft-category we argue that his main concern is to develop methods for
working within the craft field, with the subfield sloyd as a venue. In his thesis Otto von Busch
began a fruitful search for analogous or metaphorical stories (of for example hacktivism) to
base his models for the world of engaged fashion (von Busch 2008). Now he turned his eye
on the world of sloyd and tries to short circuit it with the world of collaborative music making
and other makers. The traditional crafts share much of the same tools, materials and interests,
von Busch states in his paper. Historically as well as today this has been the case. Still there is
much emphasis on the individual genius rather than joint ventures or “co design”. He uses
Kevin Kelly’s categories of what might promote a ”scenius” instead of genius, or as von Bush
says “the best of peer pressure”: Mutual appreciation; Rapid exchange of tools and
techniques; Network effects of success; Local tolerance (Kelly 2008) to analyze craft scene
could be like scene. The empirical study has just began and it is possible to follow the process
at http://www.opensloyd.org.

Research on craft

If research on craft is a meta level of examining craft maybe we all start here to map out the
framing of the field of research. Palmskold and Rosenqvist have in their previously mentioned
research been examining the terms and the frames of handicraft in relation to art and other
related institutions such as “sloyd” or “folkart”. The ethnologists Viveca Berggren Torells and
Eva Knuts are examining companies producing craft. Their ongoing project “Design, craft
and culture” focuses the companies Vavkompaniet and Designbrenner. By investigating
“cultural meanings expressed by the craft-practitioners themselves”, questions concerning
definitions within the craft field are highlighted. In interviews the practitioners has been asked
about what they call their production; the results and why definitions matters is discussed in
the paper. Asking people owning and working in companies producing craft is an interesting
point of view, often neglected in the battle over definitions such as sloyd, art, craft or
design. For the companies definitions can be crucial when it comes to marketing and
customer relations; and for the practitioner themselves it is a matter of identity in the
professional field. Their research is firmly rooted in methodological discussions concerning
visual ethnography and theoretically in the concept of knowledge in action (Pink 2007 and
2009, Molander 1993).

The artist Frida Héllander is consistently trying to prove how the arts & crafts-discourse is
being made not only in texts but also in objects and their making. She insists on working on a
meta-level and speaks of her contribution as a paper “on craft.” But the approach also implies
a practice/ /based survey, which results in different doings. Hallander suggests (as an
hypothesis in her paper at the ACSIS conference 2011 as well as her ongoing research process
for her PhD-thesis at Konstfack University College of Arts, Crafts and Design) that the craft
practice is a method to problematize and criticize our material culture. She works in a material
feminist tradition trying to break up the dichotomies of for example culture versus nature and
mind versus body where the one and the other are being given equal importance, such as
material and bodies in relation to language (cf Kirby 2006). She puts the theory into the test in
a radical gesture by literally crossing out the word craft in the notion of arts & craft — or rather
making unhandicraft of the handicraft part of craft by spelling it “konsthantverk™. In this
hands-on-method of making her mark on the graphic representation of the words she brings in
the materiality of the practice and the objects into her writing practice that refutes the
hierarchical definition of the crafts from the point of view of the privileged position of the arts
while calling out for a radical non-essentialist understanding.
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Research through craft

Researching through craft is a way of understanding the field from within but not with the
actual craft and crafting processes in focus. Frida Hallander coined the “through craft” as a
matter of examining her own trade by exchanging skills with other crafts people. By using the
actual practical aspects of craft, it seems to be possible to examine her craft (ceramics)
through the eyes of others’. Héllander’s method — “Micro Craft Studies” as she calls it — is
represented by the brief study of a class in food sculpting as held by Jurairat Nohom,
reflecting on its making of a watermelon. The theory Héllander brings into the discussion is
the “attached idea” of knowledge or what could be described by Karen Barad as: an ongoing
intra-activity (Barad 2003). In this case between a craft objects and the craft makers.

By using the practical aspects of craft, it seems to be possible to examine and comparing
practices in a broader sense. This approach seems to be the result of the relatively new advent
of the artistic field of research in academia. To name examples from outside the session room
in Norrkdping 2011, there are related doctoral thesis in the making where the joint venture of
Asa Stahl and Kristina Lindstrém is worth mentioning. They have been writing about the
project Threads -- a Mobile Sewing Circle, which is designed to support conversations and
other means of communication, also looking at how the things produced in the sewing circle
might support longer-lasting, future conversations. (Lindstrom & Stéhl, 2010). Their artistic
and academic collaboration is further developed, and at the moment the two are doing a
collaborative PhD-project at Malmo University (see http:/www.misplay.se/).

With a background in textile design and education, teaching textiles in the fashion
department of Parsons The New School for Design, David Goldsmith does his action based
doctoral research at the Swedish School of Textiles at the University of Boras. “Could fashion
learn from fermentation?” is a question asked by Goldsmith when presenting his research
project on a small-scaled linen production company in Sweden called Vixbo Lin (cf
Goldsmith 2011). The company is based on historical connections to the locally early linen
production, as well as craft skills and material, technical and design knowledge. In a
metaphorical sense fermentation processes can be compared with small scale textile
production, according to Goldsmith. In both cases one is dealing with slow processes — slow
food and slow fashion. The critique of the fashion industry from a political, environmental,
postcolonial and sustainable point of view is an on-going discussion. However Goldsmith
means that fast fashion and slow fashion are not to be seen as contradictions; instead both
production systems are needed and should be developed in a symbiosis. A close study of the
company Viaxbo Lin, within the research project, is in this sense an important contribution to
the critical and political discussion concerning the global fashion industry and trade. He states
that “localized fashion textile production and use” could be a solution to avoid the
disadvantages and “problems of globalized mass-market fashion.”

So what can be learned from this? Andreas Nobel brings forth the underlying disturbance
caused by the ancient old hierarchical division between technical and textual knowledge.
Nobel is a well known interior designer and a PhD student at Konstfack University College of
Arts, Crafts and Design. In his contribution to ”Crafting knowledge” session he described
how artistic academic practices have tried to expand the category of knowledge by “making
visible different sorts of practical knowledges.” And he refers to recent examples of what’s at
stake in the academic turn of craft education where the increased handling of texts is
outmaneuvering the craftsmanship. The danger of “gradually textualizing” a tacit
understanding has been voiced before (Ong 1990). Now Nobel raises the stake by claiming
his rights as an artist to leave something to the interior design to communicate (or not).
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FUTURE RESEARCH

Researching craft and the knowledge it creates can be seen as something benefiting cultural
studies simply because human beings are interacting with things as users, makers and creators
of things. In formulating the call for the session ’Crafting knowledge” we anticipated a focus
on the thing and its history, the crafted artefact and its interpretation. Instead the participants
all focused on doing or the making of craft. The important aspect of what can be known,
acknowledged and said and by what means, is brought up by the artistic researchers. The
written word and text are not the only way of communicating, as stated repeatedly.

In future projects we want to further analyze and develop interdisciplinary approaches for
the understanding of craft. It seems crucial to examine how craft is performed. We relate the
context to the discussion on gender and performativity as expressed by theorists like Judith
Butler and Iris Marion Young, (Butler 2007, Young 2008). Butler describes gender as a
"stylized repetition of acts" which expresses itself in gestures, movements and styles (Butler
2007:219). The attributes ascribed to gender are performative, she says. Youngs study of what
it means to be "throwing like a girl" involves examining the movements physically as well as
their spacial setting (Young, 2008). She tries to explain how the expected feminine
expressions of the female body are creating physical limitations. With Butler's and Young's
theories as a foundation we want to investigate the performative aspects of practical skills by
focusing on how notions of gender are in practice in different artistic genres.

When taking part of Frida Héllander’s discussion, we were inspired to separate the notions
of craft and crafting in three aspects: in, on and through. These aspects are useful to think
with when doing craft studies. We do not see them as separated from each other but rather
intertwined.
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Crafted Vernacular -A practice based
research through Craft

Frida Hallander
Konstfack College University of Art, Craft and Design
frida.hallander@konstfack.se

The paper intends to expand and deepen the field of craft, underline it and
dissolve it and thereby demand new points of reference to work from, and doing
so through the practices of crafts. Craft is traditionally closely linked with what
we could define as a well-established concept, within a so-called Swedish identity.
I will highlight different “pottering” works and should be seen as a variety of
crackdowns, both historic and contemporary, where the object is to highlight the
most relevant dominion in the crafts discourse. The paper also discusses
knowledge of bodily work, the handicrafts of a fruit-carving artist and the hands-
on-method of crossing concept: konsthantverk: From this a micro cosmos is
reflected; these heterotopes represent and resonate, “are”, in this sense,
antagonistic practices. We are dealing with power relations, bodily work, plastic
flowers, watermelons, values, intra-activity, with the authentic - as well as with
the technicalities of cutting the flesh out of a watermelon.
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INTRODUCTION

The paper will give a general introduction to the composition of the topic and structure of the
dissertation project that is in its initiation, 2010-(2014): Crafted Vernacular - A practice based
research through Craft, at Konstfack College University of Art, Craft and Design and the
National research school in the field of arts.

Craft is today a well-established concept within the Swedish identity. But what is not made
explicit in today's Craft discourse? Whose practices matter? Whose body counts? The project
will highlight craft’s strong discursive relationship to the construction of the vernacular
element, which focuses on various artifacts and practices local, dialect and folk elements.!

One of the core elements and one thing in particular about the research that lies in practice
based surveying is that it can result in different doings, in different ceramic pieces. My
departing point is my practice as a ceramicist. This also means that the significance of the
dissertation project is that I intend on asking the questions from within the actual discourse.
By that | mean that the central part of the approach is that the study material is regarded on a
meta-level (on rather than in). But the approach also partially implies in; the particular thing
about the study lies in the practice-based survey, which results in different doings, in different
ceramic pieces. The craft practice is like, | suggest in this text, a method to problematize and
criticize our material culture.

MICRO CRAFT STUDIES

To investigate what political and value hierarchies that exist in a craft field is this article's
primary aim, and will be devoted to a few selected parts of a initial working method entitled:
“Micro Craft Studies”. I will then highlight some aspects of those Micro Craft Studies and in
addition draw analogues to a contemporary craft field. The research aims to develop
heterogeneous readings through the craft field, and will comprise of different crackdowns in
practices and theories. According to recent material-feminist theories, the act of crossing out
the concept of hantverk and the handicrafts of a fruit-carving artist could be applicable in
looking at the fields of craft. My ambition has been to legitimize another perspective on craft
than the idea of the privileged object canonized during modernism.? One of the studies started

at a fruit decoration course with Jurairat Nahom, 2011-04-03.

first two cuts with the knife, then you must remove, remove the meat, otherwise
the flower is not visible

The material understanding, the technicalities, the hardness, succulence and the angle of the
knife of cutting the flesh out of a watermelon, that knowledge Nahom has in her body, since
the handicraft course at the Primary School in Thailand. This knowledge, that she is passing
over to me, how could we look upon this? In recent discussions of artistic research, Susan
Kozel mentions that, writing and thinking are practices, just as moving and making are highly
conceptually driven. She mentions Merleau-Ponty’s notion of reversible or ‘chiasmic’, where

Vernacular is a term which refers to a archaic language or dialect. There is no direct synonym in Swedish.
In Norstedts English-Swedish dictionary, the word is translated to: native, local, popular, popular language,
a poem in dialect, mother tongue, local dialect, community dialect, local word, ethnic language. In other
words, vernacular represents objects and phenomena which are not formulated by an urban establishment,
but rather passed down locally.

See for example Adamsson, Glenn (2007): Thinking through Craft, p. 15, where he discusses the craft
concept as something outdated and preserved in relation to contemporary art.

74



the subject can be seen as two positions reflecting upon one another. Subject and object do not
just reflect upon each other, they are attached, as are practice and theory (Kozel 2010:206).
This “attached idea” of knowledge could be as Karen Barad calls it - an ongoing intra-activity,
where the intra-activity creates a sense of how the world is like, both in language and the
body - the material from doing (Barad 2008:134-135). The craft knowledge therefore, with
the help of Barad’s theories can be understood as a result of complex intra-activities that
explicitly involve both human and nonhuman organisms, cells and discourses, which
materializes as subjectivity. With Barad’s theories of intra-activity, it becomes possible to
understand how the body materializes in a continuous flow of intra-activity both in and
outside of what we regard as physical bodies. The body materializes intra-actively by putting
itself in connection with other cells, organisms and discourses. By connecting to the other
living and nonliving organisms the entity expands and is constituted again and again as
something new. This embodied knowledge through craft: We are all embodied through other
bodies construct the notion of inter-subjectivity. We are in a way inter-cooperated with other
bodies and cannot separate other humans from our selves.

I would like to proclaim:
-A piece of meat is activated in crafted production.?

The bodily work, that hand, the craftsmanship of cutting the flesh and meat of a watermelon is
a big part of how the craft field is formulating itself.

The handicrafts of a fruit carving artist is also highlighted in the dissertation by Charlotte
Hyltén-Cavallius. She highlights practices and questions surrounding the aesthetics of
handicraft, how they are shaped and reshaped in the intercommunication between local and

®  Inspiration from: A piece of meat activated by electric waves of desire, a text written by the unfolding of

genetic encoding. (Braidotti 2000: 159 s. 155)’ (van der Tuin 2010:155).
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international handicraft. The discussion is interesting in regards to handicraft and authenticity,
what is authentic is defined by use of natural materials, colours and techniques, and what is
not authentic in this regard is labeled artificial (Hyltén-Cavallius 2007:113-114, 219). This
guestion is put to the test when we take a look at the Sami crafts which were not documented
in Lilli Zickerman (1859-1949), archive.* Zickerman means that in its foundation, the Sami

crafts are interesting, as it is manufactured both by men and women, but materials such as
reindeer horn, threads made of animal ligaments and must be seen as primitive and could
therefore not be appreciated outside of its cultural sphere. The question is revitalised again
when the Thai Cultural Association, with their nylon stocking flower were not admitted into
the yearly International Native Costume Day at Skansen in 2003 (Hyltén-Cavallius 2007: 113-
114, 219). One significant factor in what may be included in a handicrafts and craft discourse,
is whose hand has been crafting. To connect the doing of the hand to an individual is the core
of the discussion surrounding crafts.

I am coming from a field of contemporary craft that has for many years discussed the
notion of the relationship between the two concepts of Konsthantverk, konst/hantverk
(art/craft). The theories of much material-feminist literature (such as Barad) could be
applicable in looking at craft discourses and its constant negotiation between the concepts of
konst/hantverk. The purpose in material-feminism is to bring the material into the forefront in
the notion of gender and contradict the notion where many feminists have turned their
attention to the socially constructed models where the language, the linguistic and discursive
have been a central part to the deconstruction of gender (Alaimo & Hekman, 2008: 1-17). In
this, there is the material-feminist desire to break the dichotomies of culture/nature, etc up. As
Vicki Kirby (2006) writes in “Judith Butler’s Live Theory”, there she is contributing the
material feminism with a discussion on power structures and dichotomies that are broken up
and that everything is side-by-side: nature and culture, subject and object, masculine and
feminine, material and human bodies, etc. and thereby given the same agents and value. |
could make an analogy between the power relationship in the conceptual pair — mind/body —
with the concept of Konsthantverk, konst/hantverk. An additional analogy: Konsthantverk,
this crossing of the concept of hantverk inspired by the text "Language, Power, Performativity
- excitable Speech™ (Kirby, 2006:84) where nature is crossed out. What is the consequence of
crossing out the concept of hantverk?

The explicit-flowered, the decorated homes, plastic flowers in ceramic vase has been
central in my study.> Which is something the anthropologist Ondina Fachel Leal also talks

about in the text Popular Taste and Erudite Repertoire — The place and space of television in
Brazil are also talking about. Leal examines two homes and their aesthetics, crafts and floral
arrangements in Brazil. She highlights the plastic flowers in gold colored vases and find them

Lilli Zickerman was born in Skévde 1859 and died 1949. She was educated at the Handarbetets VVanners sy-
och vévskola (The Friends of Handicrafts School of Sewing and Weaving) in Stockholm. In 1899 she
started the association Svensk Hemsl6jd. Zickerman’s archive consists of twenty four thousand hand
painted photographs (with partly coloured surfaces), they are mounted on cardboard as plates and then
placed in storage boxes. In 1899 she started the association Svensk Hemsldjd. Zickerman, Lilli (1910-
1931): Lilli Zickerman, see Lagerbielke Gunilla & Silfverhielm, Maria 2000, Den dolda skatten. Lilli
Zickermans samling. The original Lilli Zickerman collection is found in the archives in Nordiska museet.
The decorated home, it explicitly flowered in contemporary form discussion and crafts area has previously
been discussed, for example, including in 1964 by Lena Larsson (1919-1999), see "En smakfull tillvaro”,
(A tasty life") ”Stockholmstidningen”, Crafted form, p. 56. See also Ahl, Zandra & Olsson, Emma (2001):
Svensk Smak — myter om den moderna formen. (Swedish Taste - myths about the modern form). Or
Hermansson, Karin Kakan (2010): "My lesbians funeral”, Vernacular Craft.

76



interesting because they are found even in houses that have real flowers planted in the
courtyard. From that she stresses,

In a class society, taste situates its generative locus of significance in the dominant
culture or the representations that the other social groups make about what the
dominant culture is. Thus, the working class imitates what it takes to be the
aesthetic elements of the upper class, while the upper class studiously appropriates
and labels as ‘folk’ and *“art’ handicrafts, everyday items, and sacred objects from
the others, and reconstructs them as exotic other.

Leal examines the classification of the concepts such as "hand-made” and "rural folk objects”.
Here she states that the working class imitates what it takes to be the aesthetic elements of the
upper class, while the upper class carefully adopts and labels as “folk’ and ‘art’ handicrafts,
and in this reconstructs them as exotic other. In this we could stress how the craft fields have
been (and still are) formulated from a perspective of keeping an essentialist understanding of
craft and the idea of *“authentic craft” is relevant to discuss? Taste according to Leal, is often
considered to be a very subjective and individual notion, but it is in fact a social standard that
establish power relations.

One significant factor in what may be included in a handicrafts and craft discourse, is
whose hand has been crafting. To connect the doing of the hand to an individual is the core of
the discussion surrounding crafts. I would claim that the other is an ideological process which
isolates groups (here artifacts) which are considered different from the given norm. | claim in
the same way that the things we use are similarly constructed of cultural and social codes. We
attribute the artifact hierarchies, class and position stemming from the normality which is
formulated by hegemonic structure.

Although the two “Micro Craft Studies”; crossing out the concept of hantverk and the
handicrafts by the fruit-carving artist Jurairat Nahom, have different artistic and visual
strategies, they both contribute to construct the notion of craft. The analogy | draw from Kirby
previously could perhaps draw attention to the power relationship on which art has often
overshadowed the concept of craft. It could also possibly demonstrate the power relationship
that exists in a class and gender perspective, where it is often the female practitioners that
dominated the handicrafts fields from the differently structured male-dominated professional
fields of art (Rosenqvist 2007:6-10). Here perhaps we can enter the discussion on emotional
subjectivity in crafts, unlike the independent objectivity in art with their male overtones in the
forefront. Could crossing out the concept of hantverk, and the practice of fruit-carving start a
negotiation on what could be included as a well-established, deep-rooted concept within
Swedish identity? Following, could those aspects of “Micro Craft Studies” reflect and discuss
crafts conception as authentic, or give a horizon of the crafts matter in a material culture?

Chantal Mouffe asks in the text “Artistic Activism and Agonistic Spaces”, on whether the
antagonists movements or an artistic practice can be a way to create opposition, have a
decisive role, in a society where the distinction between art and advertising have become
blurred and where artists and cultural workers have become a necessary part of capitalist
production. We can look at the craft practices as taking an antagonistic approach in relation to
the idea of hegemonic order. (I would like to clarify that | am in the "craft practices” includes
any practice, my, Nahoms or any other practitioners.) This antagonistic model will attempt to
reformulate, disarticulate an existing order so as to install another form of hegemony
practices. Mouffe again:

6 Leal Fachel, Ondina (1990): “Popular taste and erudite repertoire. The place of television in Brazil”.
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Today artists cannot pretend any more to constitute an avant-garde offering a
radical critique, but this is not a reason to proclaim that their political role has
ended. They still can play an important role in the hegemonic struggle by
subverting the dominant hegemony and by contributing to the construction of new
subjectivities.”

Mouffe attempt in the text to describe the artistic practice as an antagonist, but also as an
antagonist who has "lost" his position to be critical of current hegemony. But she also
considers that we can look at each practices as negotiations, that they contribute to the
construction of new subjectivities. Mouffe ideas could we apply to the crafts field. Then we
can speak of an antagonistic craft, but also a flattened(craftless) craft. Mouffe denounce an
articulation of the various struggles to create a chain of equivalence between them. An
agonistic practice also describes that there are a manifold of ideas who will describe a field.
Also a manifold voices who are silenced within the framework of the existing hegemony of
craft. This articulates that there are not a singel craft, it’s a pluralistic activity that formulates

the idea of crafts.

SO, WHAT IS AT STAKE?

Although I would like to discuss the craft fields in plural, there are disagreements about what
is contained within that concept. The example given on the Thai cultural association with their
nylon stocking flowers, that were firmly rejected by the handicraft advisers, raises this
question, and shows how essential and significant the issue is, and shows also how excluding
and normative the field of craft is as a field. The project stems from the questions: how is craft
formulated today? What is its practice and context? The intention of the project is to discuss
what might be encompassed in an expanded concept of craft, and wishes to, above all, give
prominence to certain aesthetic practices which are not described as an established idea of
craft. The topic was also intended to be examined departing from the concept vernacular that
refers to the local, dialectal and popular aspects of these practices. In crossing out the concept
of hantverk and the handicrafts by the fruit-carving, | have displayed contradictions to what
craft implicate and driven the question of what craft represents today, and thereby made
visible its practice and context. | want it to be a means of opening the crafts discourse to many
different types of “doings” and classify them as craft. What is materialized by crafts is
political, and it can make visible a variety of value hierarchies.
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According to anthropological research it is fundamental that aspects of conceptu-
ality and materiality are tied together in handicraft products. Objects have a social
history and a cultural biography as well as a material form (Appadurai 1996).
Thus analyzing crafting knowledge must involve both looking for bodily compe-
tences performed in the meeting with the materials (hand operations, touch,
rhythm etc) and mapping cultural meanings on craft. In the ongoing project
“Design, craft and culture” this is done through visual/sensory ethnography. Par-
ticipant observations with video-filming and interviewing are done at Vavkompa-
niet, a cooperative running handicraft shop, and Design Brenner, private family
company for tufting.

This paper brings up cultural meanings on craft, expressed by the craft practi-
tioners themselves. What producers in both companies tell about work practices,
inspiration, how they relate to the textile tradition etc. is discussed. Their defini-
tions of the concepts craft, art craft, sloyd and design are especially highlighted.
This is important since debate regarding craft as material expression versus craft
as conceptual art implies different focuses when it comes to what counts as
important knowledge - skill in using the proper raw material and technique to
make useful products, or skill to materialize ideas in creative ways?
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“DESIGN, CRAFT AND CULTURE” A PROJECT ABOUT KNOWLEDGE
IN ACTION

This paper presents ongoing research in the project ”Design, craft and culture” where
knowledge in action (Molander 1993) — which has often also been called tacit knowledge
(Polanyi 1983) — is analyzed and discussed. The aim of the project is co-production of
knowledge between academia and corporate world. Our ethnological research is conducted in,
and together with, two small scale textile companies. Therefore our focus is on knowledge
required while making or buying woven or tufted products, made in predominantly textile
materials. Both companies are situated in Sjuhdradsbygden, a part of western Sweden which
is often presented as an area with a rich textile cultural heritage and where textile production
still prevails.

The two companies are:

Vavkompaniet A cooperative of artisans founded twenty years ago. The members produce
textile craft and run a handicraft shop in Boras together. Recently the cooperative also started
an on line shop. In September 2011 eight women are members. All of them weave, but some
also do products in other textile techniques like knitting, felting or embroidery. In the shop
both artefacts produced by the members and by other artisans are sold. The latter are not only
made of textile materials but also ceramics, forging and wood and they are sold on comission.
Yarn, made from different materials and some tools for producing textile products are also
sold in the shop and exhibitions of craft and art are arranged regularly in a special room.

Designbrenner Since 1980 Designbrenner has designed and produced handtufted carpets.
They offer customers a unique service involving both design and colour conformed to every
single project. It’s a family company situated in Holsljunga, a village in the country-side.
Designbrenner do not have a shop. They create carpets on demand. Elisabeth Brenner often is
the one that designs and Rolf Brenner is the “engineer”. He has invented a tufting machine
that makes the work less physical demanding.

From the companies point of view one aim of the project is to better understand the values
customers ascribe to craft. Another aim is to “put the finger on” parts of the work (including
marketing) that may have become matters of routine. Hopefully the research can contribute to
reflections on practices that seem obvious and natural. If the craft practitioners become aware
of competences previously hidden in the knowledge in action ideally this can be the base for
development of for instance new products or different ways to reach customers. From aca-
demic point of view we aim at finding ways to transfer knowledge from practitioners actually
working with small scale textile production today, to students who may have the same occu-
pation (or profession?) in the future. In that way we hope education of designers (and if the
education in hand weaving will be started again also of artisans) at The Swedish School of
Textiles will be anchored in real life.

From this follows that the project has three main purposes: 1. To document craftwork and
analyze: Which competences (verbal, bodily, technical and others) are used when performing
these textile techniques and when buying craft products? 2. To investigate: What cultural
meanings on craft in contemporary consumer society are actualized during the design- and
production processes in the companies; from idea and possibly sketching, via the material
craftwork, to the marketing and sale of crafted products? 3. To explore: What possibilities do
visual methods like photography and video give as mediating tools for passing on knowledge
in action to students?

CONTENT AND METHOD OF THIS PAPER

This paper will bring up cultural meanings expressed by the craft-practitioners themselves -
like how producers in both companies define the concept art craft and what they tell about
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their inspiration, how they relate to the textile tradition etc. Thus mostly it deals with purpose
number 2; to investigate cultural meanings on craft.

The project is carried through as a multi-sited ethnography. Methodological inspiration
comes to a great extent from the anthropologist Sarah Pink’s books about visual and sensory
ethnography (Pink 2007 and 2009). We are influenced by the view that embodiment (for
instance embodiment of knowing) must be studied as a process integral to the relationships
between humans and their environments, which Pink does using the concept emplacement
(Pink 2009, p. 25). Our research is also guided by consumer researcher Russel Belk’s empha-
sis on the visual, which according to him may help us achieve a different type of knowledge
[from what we would gain from speak or written text] “...especially conductive to the goal of
non-positivist research to capture the unique human texture of our informants, phenomena
and sites” (Belk 1998, p. 311-312). For instance visual ethnography with videofilming helps
invoke an understanding of how people actually perform their work, with different (material)
tools and in various social settings (Pink 2007, Sperschnider 2007, p. 274).

Based on the conviction that visual ethnography can be used to study embodiment and em-
placement, as they are performed or shaped in an ongoing process, one important research
method in our project is participant observation. We are studying the practitioners when they
prepare the loom or the tufting machine, and at the same time we ask questions about what
they are doing and film there body movements. We have also been walking around for short
periods in the craft shop together with customers, while video-filming how they touched,
twisted and turned the crafted objects.

The analysis of the video-films lies ahead of us though. Instead this paper draws on tran-
scriptions of recorded interviews with members in both companies which were made to get
insight into their previous experiences of being artisans/designers as well as of how they usu-
ally perform the process from (design)idea to a complete product for sale. According to pro-
fessor of philosophy Bengt Molander knowledge only exists in the form of knowing persons
and it is always bound to the context in which it is put to use. Thus knowledge in action is
situated (used in specific situations) and performed in a personal way. Actually knowledge in
action can be considered as reflected experience, which can be used for new actions, in differ-
ent contexts (Presentation by Bengt Molander at NIH in Oslo 2010-12-14). But if sensory
perceptions, included in forming such practical knowledge, are to be mediated to other peo-
ple, they are inseparable from the cultural sensory experience categories we use to give them
meaning. Thus what has been called “tacit knowledge” is not just personal and wordless but
also connected to broader discourses and situated practices (compare Pink 2009, p. 35). It can
be reflected on, and tentatively be given words (to a greater extent the more the practitioner
concentrate her or his attention on bodily sensations) (Schén 1983). Questions and words,
uttered in a language which fits the events of the practice, can make the practitioners sharpen
their attention and direct it at critical points in the practice that they accomplish (Presentation
by Bengt Molander at NIH in Oslo 2010-12-14). By interviewing in a conversation-like way,
we and the interviewees together created a space for such reflections, where cultural meaning
categories regarding craft work and descriptions of crafting practices were put forward and
discussed.

When it comes to VVavkompaniet tape-recorded interviews with five members have been
transcribed and used as data here. One woman has been interviewed only during video-film-
ing, which means that her opinions will become part of the knowledge produced by this pro-
ject at a later stage when the video-films are analysed. Another woman is probably soon giv-
ing up her membership in the cooperative because of other work. The tape recorded interview
with her has not yet been transcribed, and no decision has been made whether it will be used
in the project or not. The last member has not been interviewed at all since she doesn’t live
near Boras anymore and is less active than the others. Thus it must be emphasized that this
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paper will not give a full account of all members’ possible standpoints. Designbrenner has
been interviewed and video filmed. About five hours of interview/conversation with Brenners
have been recorded and data about the company included in this paper descends from the first
analysis of this material, made while listening through the material.

DEBATES ABOUT CRAFT AND WHY IT MAY MATTER WHAT
PRACTITIONERS CALL THEIR PRODUCTS

Craft has been a debated concept for a long time. It has moved about in the borderland be-
tween art and design, and from time to time it has been used as a counterpoint to both
“design” and “fine arts” (lhatsu 1996, p. 22). In the 1980s, when scientific discussions about
representation reached craft, there was a debate about craft as handicraft or art. In the end of
the 90s when the arts historian Sue Rowley (now professor at a department for Creative Arts)
in the book “Craft and contemporary theory”, emphasized the need for theoretical analysis of
craft practices, there were still different positions concerning the character of craft. The dis-
cussion was about craft as a conceptual art form, versus craft as material expression. Some
thought the most important feature of craft was the possibility of letting an individual idea
(concept) be easily expressed in opposition to the rectification of mass-produced design. Oth-
ers found materiality more important: that you can see the work of the hand in the object and
meet the object with your tactile sense. They stressed skill to use the proper raw material and
technique to make useful products, as more important than the idea expressed by the product
(Rowley 1997). These different viewpoints seem to exist even today. However the point of
departure in our project is that the dualism is not fruitful, since according to anthropological
and folkloristic research it is fundamental that aspects of conceptuality and materiality are tied
together in craft products. Objects have a social history and a cultural biography as well as a
material form (Appadurai 1986). There’s no point in dividing artefacts in things for use =
craft and decorative things = art since for the user most artefacts can change meaning, from
being things for use to being exposed as decorative art (Glassie 1989 referred in Nordstrom
1996).

Just like Rowley (1997) we believe that different aspects of a crafted product are possible
to judge positively depending on if the work is seen as conceptual art or craftwork. The fact
that different views of the concept craft exists, side by side, must not be seen as a problem;
instead it can be enriching. It can lead craftwork in different directions at the same time and
strengthen the position of craft in society. But since our project is about knowledge in action
we consider that debate regarding craft as material expression versus craft as conceptual art
may imply different focuses when it comes to what counts as important knowledge - skills in
using the proper raw materials and techniques to make useful products, or skills to materialize
ideas and values in creative ways? Thus, since one aim of the project is transfer of knowledge
to students, it is important for us to research how “ordinary crafts people” (unlike craft critics
and theorists) understand the concept craft, and what competences they have experienced that
you need as a textile artisan today." Therefore we have asked the practitioners in VVavkompa-
niet how they define the concepts craft (hantverk), art craft (konsthantverk) and to some
extent sloyd (sléjd) (English wording from lhatsu 1996). In the interviews with Designbren-

1 Compare Ihatsu (1996, p.124) who gives some suggestions for future research of craft, of which one is to

find out how those who work in the field define the concepts they have to relate to.

Corse (2009) in one chapter focuses relations between the concepts art and craft. Ihatsu adds the concept
design (1996). She puts art, craft and design in the corners of a triangular model and discusses concepts
which can be seen as placed on a gliding scale between them, among others "art craft”. In the research
about VVavkompaniet the concepts craft, art craft and sloyd seemed to be the most relevant to discuss, while
the concept design was hardly brought up at all.

2
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ner the questions about concepts has not been as visible as in the case of Vavkomapniet (so
far). Maybe because Designbrenner has moved around the world and the concept design
works “everywhere”. At the homepage (www.designbrenner.se) they use words like: handtufted,
custom-made design and unique but not words like craft, art-craft or sloyd.

VIEWS ON THE CONCEPTS CRAFT AND ART CRAFT AMONG
VAVKOMPANIET’S MEMBERS

Most of the interviewees from Vavkompaniet basically define craft as different works done
by hand. Two of them say that craft is that which you use — and it is implied that they mean in
opposition to fancy goods just to look at. A wooden-shoe and what a shoemaker does are for
instance considered craft (Interview nr 7). Other examples come from construction work; dif-
ferent works involved when building a house are seen as craft: “Craft can be for example if
you think nice banisters in a house. (...) You can say that’s well done craft, but it’s not art
craft!” (Interview nr 7). Another woman mentions that “tiling a bathroom” is craft, and she
adds that a painter is also an artisan. So while craft for this woman is connected to work done
infon a building, she thinks that art craft is to “create artefacts”, “things... all around” (Inter-
view nr 6).

Another person says: “Well maybe art craft is more something you stand and contem-
plate”. But in another moment of the interview she also insists that art craft doesn’t need to be
fancy goods, instead it can just as well be utility goods; “some artefact you use” (Interview nr
7). Thus that things are made to be used in everyday life obviously doesn’t count as a dividing
line between craft and art craft, according to these members in Vavkompaniet. Products that
are useful in a practical sense can be labelled either craft or art craft. But there seem to be a
common opinion among the interviewees, that it isn’t suitable to define things made only to
be looked at and contemplated just craft, instead they must be labelled art craft. One woman
would probably rather use the word react than contemplate though, since she emphasizes that
art craft doesn’t necessarily need to be beautiful products, the point is to awaken the specta-
tor’s feelings, and art craft can also be things apprehended as ugly or rather disgusting, which
exactly because of that make people react in some way (Interview nr 4).

SLOYD AS THE “THE FIRST REAL CRAFT”?

When it comes to sloyd one of the women, when she hears the concept, thinks of textile tech-
niques she learnt at school, like knitting and hooking. Another of the members in Véavkompa-
niet defines sloyd as “the old handicraft methods, certain ways to conduct work with your
hands: ” She says: “I view sloyd as the first real craft, so to speak” The interviewer asks:
“Like a basic form? Then it can develop in different directions?” and she answers: “Yes, |
think that’s the way | look at sloyd” (Interview nr 6). According to this way of comprehend-
ing the concepts sloyd develops into art craft if the designs of the artefacts are made more
individual. Ihatsu in her book about the concepts art, craft and design, brings up something
similar when she describes craft as a foundation, that has developed in different directions
(1996, p. 78). Referring to Walker (1989, p. 38) she states that historically seen craft preceded
both art and design, since both emanated from craftsmen’s workshop skills. In the Swedish
context it’s not strange that sloyd is called “the first real craft” since awareness of the histori-
cal importance of “domestic-sloyd” (hemsl6jd) are spread by every museum with cultural
history collections and since the tradition to do sloyd — to work with different fabrication
techniques with your hands or simple tools to produce material objects — still is learnt to every
youngster in school.

A woman who has been a member in Vavkompaniet for a long time tells that discussions
about the concepts have occured now and then in the history of the cooperative: “We have
discussed it at some occations, where we have had to define something somehow: What is
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Vavkompaniet? What do we have [in the shop]? Are we a shop for sloyd? No, we don’t think
so. Or we? At least | don’t think so.” She also explains that the word “art craft” on the bande-
rols outside, is not put there to distinguish the goods in the shop from sloyd. Instead it is used
to pin-point that you can find much more than woven textiles in the shop even though it’s
called Vavkompaniet (in English: “The weaving company”), since art craft can be made of so
many different raw materials. "Members may think differently regarding what they are doing.
Some may have the opinion that Vavkompaniet is occupied with sloyd”, she says, but based
on what she is doing herself she doesn’t think so: “I feel that probably I think of what I am
doing as art craft, more than as sloyd because sloyd is more when you repeat something. (...)
Like fabricating a fork. Yes, something like this you do on an on again”, she says and points
at a wooden tool for fork-hooking (gaffelvirkning in Swedish).”l do nothing of the kind! I
mean | don’t fabricate things that look the same all the time. Instead they are more art craft
somehow” she tells about her own products (Interview nr 4).

To her the border between art craft and art seems more complicated (and maybe meaning-
less?) to define, but at least she seems to emphasize even more that art are unique products: "I
think there’s only one item. If you do an art object, then, in a way, there is only that one.
Because you just produce it once, like a painting. Yes, then it’s art”. Thus in the concept art
you include that it is more unique?” the interviewer asked to get this clearer and she
answered: “Precisely. And art craft, | think, can be both. It can be one individual decorative
thing, but it can also be an object for use”. The design is also important when it comes to what
shall be defined as art craft, she claims. It must not be the same design [model] all the time,
but a unique form; so that if it is an object for use it has its own expression. Regarding textile
work she says that art craft can for instance be about using a combinations of colours that you
have never tested before when weaving; “...that you not sit there and repeat” (Interview nr 4).

Another member in Vavkompaniet says it’s difficult to label what she is doing, but unlike
the woman just mentioned above she hesitates to call what she is doing art craft: “I would like
to say craft. There’s so many different opinions, but I think art craft actually is an exceptional
product, a unique product” (Interview nr 5). By pointing at a table cloth and saying that she
can set up the weft in a loom and make ten of the same kind, ten that look all the same, she
emphasizes that she is not doing art craft. She describes herself as someone occupied with
textiles and a member in a group of crafts persons, not art crafts persons. Unlike what her
colleague seemed to think the didn’t label her work sloyd though. Actually none of the mem-
bers in Vavkompaniet have called their own work or their products sloyd in the interviews.

During the interviews Brenners do not speak about their work as craft or art craft. Art and
design are probably the more suitable concepts to use when discussing this company’s work.
Elisabeth Brenner has had exhibitions where she has shown art pieces. She has also worked as
a designer at e.g. Volvo and as chief designer at Kasthall (in Kinna). Rolf Brenner is textile
engineer. Both Elisabeth and Rolf have worked as teacher and they started a hand weaving
company in Swaziland, Africa. They call Designbrenner: consult agency and tufting studio.
This signal a more “commercial” orientation than Vavkompaniet but at the same time they do
not put much effort into PR, and they have chosen to live and work in the countryside. And as
Elisabeth puts it: it’s a long way to Stockholm where most of costumers, magazines and
showrooms are located. Some of their works has been exhibited in art museums. So they are
both working with customers to whom they make “one of a kind” carpets and with more
artistic objects. They are more *“avant-garde” than Vavkompaniet but at the same time they
offer a standard collection of carpets.
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VAVKOMPANIET - MAYBE ART CRAFT, BUT NOT “AVANT -GARDE”
ART CRAFT OR DESIGN

Previous Swedish/Nordic research on craft has been done partly within the frame of sloyd-
research (sljdforskning), predominantley occupied with knowledge qualities and learning in
sloyd in schools (Johansson 2005, Johansson&Porko-Hudd 2007, Gulliksen&Johansson
2009), and partly within artistic research on (art) craft. The latter has recently become a more
vital research area, since higher artistic textile education in Sweden according to governmen-
tal decisions now must rest on scientific foundations (compare Konstnarlig forskning Year-
book from Vetenskapsradet 2006, Bondesson&Holmgren 2007). This literature describes art
craft with emphasize on art (or at least artistic expression). The testing of materials, and artis-
tic expressions described in these texts seem to draw on theories and/or experimental prac-
tices and a critical reflexive approach that the art craftspersons have learnt during university
education. The artistic research (Astfalk&Jonsson 2005, Zetterlund 2006) brings up questions
about the design- or creation-process which seem relevant to discuss when it comes to much
of the work done in Designbrenner. But spontaneously it feels like the (more or less) concep-
tual or thoroughly "material-testing” craft, which is brought up by the artistic research ”plays
in another division” than the craft done by Vavkompaniet’s members. None of these two
types of research totally captures the work conducted in Vavkompaniet.

When it comes to Vavkompaniet it is not uncritical/unreflexive, but less spectacular and
less conceptual craft we study and discuss. One of the members thinks that VVavkompaniet is
very important for the type of craftworkers she belongs to: ”Here is a forum for us who are no
well-known craft persons... or art craftspersons, but want to get our stuff out and hope for
someone to like it. That you can get it out like this makes VVavkompaniet really valuable, 1
think” (Interview nr 6). Even though the members sometimes show their products at exhibi-
tions (for instance in their own exhibition-room) the main display of their products doesn’t
take place in (art)galleries but in the little shop’s shelf or display window.

When asked: ”Art craft, craft and sloyd — what’s your opinion about those concepts and
what they would stand for?” one of the women in Vavkompaniet, who had been a member
about eight or nine months at that time, answered that actually she has never thought about it.
Then thoughtfully she said (not unlike others in the cooperative by the way): “Art crafts-
workers... that stands for quality. (...) Well, but craft, that can be everything from painting a
wall...” and she added that in her opinion art craft is better; more distinguished than craft.
The interviewer reminded her that banderols outside Vdvkompaniet state that art craft can be
bought in the shop, just to implicate that by talking like that actually she stressed that the
things sold in the shop are superior in some way. She answered by pointing at different things
she had produced, as if she wanted the interviewer to judge by herself if the label art craft was
appropriate, and rather humble she said that she is absolutely very happy that her things are
allowed to be included in the concept art craft. Then she told a story about the turning point in
her life when the seed to seeing her products as art craft was planted.

It happened when she visited the big city nearby (Gothenburg), with the purpose of shop-
ping some clothes. When she tried on some garments one shop assistant said that she needed a
shawl around her neck, to complete the outfit: “And then she was on her way out to fetch a
shawl. And I said: But | have one myself! And then I spun my shawl around me and both the
shop assistants said it was the most beautiful one they had seen in a long time.” She thought
that it was “insane” that someone who didn’t know her said that something she had done was
beautiful, and that the owner even wanted to discuss if such shawls could be sold in the
clothing shop. “And then it struck me, oops, can something | fabricate interest others!?”. That
experience altered her view of things she produced: “Then it was not just home fabricated
handicraft, instead it was art craft!” Eventually this insight that her production could be
labelled art craft led her to become a member in Vavkompaniet. She went there and showed
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her shawls for those who already were members in the cooperative. They liked her products
and suggested that this woman should be elected to be a new member. But even though she at
this stage, as a member of the cooperative for some months, could see her products as art craft
her identity had not yet fully transformed: “I don’t view myself as craftsperson! (...) It’s too
big for me. 1t’s not me ”, she said (Interview nr 1).

This story shows how textile products become art craft when seen as presumptive goods
which can be labelled that way, based on how the are fabricated and how they look — and how
the transformation of the products from handicraft to art craft is even more emphasized as
their producer enters the manifold arena of art craft (or rather when the producer is allowed to
enter this arena, since you are elected to be member in Vavkompaniet.) The story is also an
example that it has not been evident for the members in Vavkompaniet, just after they have
finished education in weaving, that they can view themselves as art crafts persons.

CRAFT AS A HOBBY AND DESIGN AS A WORK

The women in Vavkompaniet tell similar stories about their education, namely that they as
adults, during or after periods of work at home taking care of their children, or after changes
at previous workplaces, have attended different part time courses in weaving® and also longer
basic folkhdgskole-courses (maybe equivalent to community college courses?). One of the
four whose stories have been included in this paper, also has attended the (at that time) two
year long university course in hand-weaving, which existed until a few years ago at The Swe-
dish School of Textiles. All of them say that after their different courses they were not at all
convinced that they would ever work with weaving as more than a hobby. When asked if she
at that point thought her production would be something to sell one of the members
exclaimed: “No! No. Just pleasure. Just for pleasure | thought. Just fun to know how to do it.
Never thought | would sell. And 1 still don’t, because | am such an amateur. (...) But now
since | have become part of this at least there’s the possibility to put something out here [on
the shelves in the shop].(...) And if you notice that it isn’t sold, well then you have to take it
back” (Interview nr 7).

Another woman says in a similar way that she never thought she would be a professional
weaver. That she has kept on weaving instead has to do with the positive feelings it gives: “I
just fell that the whole weaving-process is so satisfying. All of it! If you like colour and form
and creativity. (...) It involves everything, weaving, | think”. About the actual weaving she
says: “It is somewhat meditative too” (Interview nr 6). To handle the whole process, from
warping to the moment when the weave is cut down, gives lots of different sense-impressions
and feelings, and this makes the creative process worthwhile doing on and on again. Reward
in the form of money for sold goods is not the driving force for this woman’s creative work,
just a possible, positive surplus.

The stories about how textile craftwork, as years have gone by, has been more and more
important in these women’s life and how they are torn between supporting themselves (and
take part in supporting their families) through ordinary work and finding time to work with
their textile craft work are similar to stories told by the ethnologist Ingrid Nordstrom (1996)
who, also based on interviews and observations, compare the creative processes performed by
glass craftspersons and textile craftspersons. Not even the woman who attended the university
course in hand-weaving knew for sure that she would work professionally with weaving after
the education and she still has another work as her main occupation. Regarding thoughts
about future work when her education was finished she says: “I wanted to have something
which had to do with textiles then. But at the same time | didn’t really know...Actually you

® Including for some distance-courses where most of the work in the loom has taken place at home.
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didn’t become anything [as a result of the education]. You got an exam in hand weaving, but
it’s not that now people think you are that and that, so to speak.(...) | mean if you take fashion
design or texile design, well then you are designer or something. But what did we become?”
Thus it was not at all self evident that she would run a textile enterprise. Not until two or three
years as a member in Vavkompaniet she realised that it was about time to start apprehending
her weaving as more than a hobby.

Elisabeth Brenner got her (master) education in design in Hamburg (1969). Rolf is from
Germany and is educated as textile engineer. They have been traveling around the globe and
worked with textile in various ways. In contrast to the members in Vavkompaniet Elisabeth
and Rolf has been working with textile, professionally, for a long time and done it purpose-
fully, both as “free lancer”, employees and in their own company.

THE PROCESS FROM IDEA TO TEXTILE PRODUCT IN VAVKOMPA-
NIET - A MATERIAL APPROACH

How the practitioners conduct the process from idea to product seems to a great extent con-
nected to how they view craftwork and how they have learnt to work during their educa-
tion(s). When it comes to Vavkompaniet it is noticeable that the members tell about a more
material and sensitive than conceptual approach to craftwork.” This can be interpreted firstly
from answers where the interviewees talk about their choices of different materials as a base
for their production. When one woman is asked if she can tell a little about what she has pro-
duced during the years — like for instance if she has had different periods when she has made
different things, or if some more long lasting directions in the fabrication have existed side by
side all the time — she answers by mentioning the textile materials she has been working with,
in periods: “I have been weaving wollen fabric, and then also paper-yarn and then with metal
threads in it”. She further explains that she means warp made of paper-yarn and weft from
copper thread, which makes a woven material she later can shape in three dimensional struc-
tures (for instance fold). When the interviewer asks how she came up with that idea she tells
about the pure lust to experiment: “It was precisely this with the materials. Just have to mix
them and see what happens!” (Interview nr 6). Another woman, who works with nuno-felting
(felts wool onto silk or cotton fabric) expresses the same lust to experiment without having
any hypotheses about what will be the result. She says: "I just enjoy doing it. (...) I enjoy
mixing colours and observing what happens and so on” (Interview nr 1).

Secondly members’ stories about their appreciations of the textile cultural heritage also
convey a material approach to craftwork. One woman especially mentions the old habit to use
outworn old textiles for new products, and in connection with this she discusses some differ-
ent textile materials she has used; as if she views the positive value of tradition, which she
wants to convey, as inherent in the materials. She mentions both bear-moss (bjornmossa in
Swedish) which she has used as weft in door-mats, handspun linen yarn “with splinter and
straw in it” used for a table cloth and old linen sheets, which she buys at auctions, cuts and
uses as shreds for carpets. Another member sees her own work as part of a textile tradition of
working with natural fibres: “Actually I find it hard to cope with synthetic materials. Thus one
thing | want is that natural materials not shall disappear. Instead they must be available”
(Interview nr 5). The last years she has been working especially with hard fibres like piassava,
which she has combined with for instance paper yarn.

And thirdly the material rather than conceptual way to work with craft can be interpreted
from answers to the question where the members get their inspiration from. One woman,

* Here we see that we ourselves as researchers mirror the separation between feelings and thoughts/intellect.

But no other interpretations based in the interview material have been possible to do here.
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when she describes the basement room she works in, gives the impression that she is in the
middle of her material; it is like a combination of a storage-room and a workshop where she
has her stock of textile materials, tools and yarn on the shelves around her. She says it’s rather
messy but it’s “awesome” to be in that room: “There’s needles and there’s buttons and knit-
ting pins and sewing-machines. And that I think — I believe — is inspiring! You feel: o, there’s
that. | have to use it for something. And that! It’s like: what shall I produce from that? Think
I want to see everything around me” (Interview nr 7).

Lately also another woman has been interested in making use of some old material: ”I
think, well, what materials do | have at home? (...) And then start looking at it, and from that
try to find out what to make out of it” (Interview nr 4). And when inspiration to produce
something suddenly comes it’s important to go on in the material weaving process, thus this
woman says: “I have quite a few looms. (...) Because if you have an idea about something,
and there’s some other thing in the loom, then you have to do that first. That’s not good!”
Also a third member when asked: “How does your process look when you produce some-
thing? Do you sketch?” says: “I both do it and not do it. Sometimes, but otherwise | just see
the material — o, | want to do something from this! Now for instance | have lots of silk fabrics
at home, in different green nuances. Thus | am thinking of using them for a bag” (Interview nr
6). So for these three women the textile material is often the starting point and not any idea
about a message or value that shall be emitted.

Besides the material itself nature seems to be the most acknowledged source of inspiration
for the members of Vavkompaniet. One member tells that it is not in an obvious way though,
like “wow, now | saw that tree and that inspired me to do this” [this shape or pattern]. Nature
as inspiration for her has more to do with putting herself in a certain creative mode or state of
mind : "It is there much of it comes [meaning that ideas arise when she is in the nature] (...)
You enter something different somehow; another kind of world”. She especially mentions that
inspiration for colours comes to a great extent from nature: “Like the combination of colours
in a flower” (Interview nr 4). Also others have mentioned that nature gives inspiration espe-
cially regarding colours.> The combination of colours then can be tested in yarn by the mate-
rial sketching techniques to wind yarn around a piece of cardboard, which probably was
taught at the weaving courses they have attended, or to use strips of coloured paper which are
woven together to test new bindings and how colours influence each other. Also weaving a
sample is a material way to test the technique. One woman tells: “lI am not very much in
favour of having any grandiose picture of what it shall become. Instead it’s more testing and
trying, to get forward. And if it becomes rubbish you throw it away. And it has to further
mature for a while. And in that way you have worked yourself through it, and then you can go
on with some other thought. So I can feel that | make a sample in the actual weave | am
working with” (Interview nr 4). “Learning by doing!” on member says and laughs (Interview
nrl).

Sketching is by the way an occupation these members in Vavkompaniet do not tell a lot
about at first. But when asked they mention that they do sketch now and then, with a pen,
coloured pens or with aquarelles. One approach to sketching is to do it without any particular
purpose, not intended to clarify how a certain product shall look, but just because the lust to
sketch appears. They keep their drawings and may find parts of them useful later. One woman
tells that besides finding inspiration in textile materials, which she has told about already, also
another type of process can take place: “l can walk about a rather long time, thinking of

> There’s also "an exception to the rule” consisting of a woman who says that she is not inspired by nature.

Instead she has to view objects, for instance at exhibitions, to get inspired. Then she can imagine things she
can make herself, in other materials, colours, shapes — but with that which has been made by others as the

starting point for her alterations.
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something. Find inspiration in books and have some kind of idea about something. (...) When
you have reached that far, I am rather certain what |1 want to do. Then I can draw something”.
(Interview nr 4). Sketching at that stage can be good because “then you can see that it works!”
as another member puts it (Interview nr 6).

FROM ORDER TO OBJECT AT DESIGNBRENNER - SKETCHING,
TECHNOLOGY AND SMALL SCALE PRODUCTION

Elisabeth and Rolf do, so to speak, have parallel carriers. They both produce objects that are
considered art. Sometimes they exhibit their art objects at galleries or museums. Elisabeth is
very inspired by the plaited hair styles of Swazi women. In her art she also works with other
materials than textile. She often uses mundane things to create her art, like rubbergloves,
plastic packaging material, old books and iron gratings. Rolf uses the tufting machine in his
art. He likes to play with optical illusions. On the other hand they make carpets to customers
on demand. A process that sometimes includes doing things they themselves don’t find beau-
tiful or interesting. Some architect offices use Rolf skills to tuft. They send him a Photoshop
“picture” that he makes into a carpet.

In interviews with Elisabeth sketching has been discussed. A “typical” assignment starts
with a meeting with the customer. Elisabeth wants to see what context the carpet will be in.
She considers the form of the place, other objects in the place and function. After the meeting
Elisabeth starts to sketch (in aquarelle) and gives the customer some different proposals. They
discuss yarn and colours in detail. When the customer has decided what design he or she
wants Rolf’s work starts. He counts on how much yarn they have to order, he takes Elisa-
beth’s sketch and via Photoshop he turns it into a jpeg file and loads it into the specially built
machine. He prepares the background and starts to tuft (which isn’t quite as simple as it seems
here!). Neither he nor Elisabeth uses the tufting machine to create “out of head”, but Rolf
talked about students that find it interesting to experiment. One started the machine and
changed yarn randomly. Elisabeth and Rolf seem to see the carpets as a way to get “daily
bread”, even if the process contains many creative aspects they seems to be, maybe, a little
too skilled at what they are doing! There are no surprises any longer.

BRIEF CONCLUSIONS

Both Véavkompaniet and Designbrenner are seen as representatives for small scale textile
enterprises in Sjuhdradsbygden, but by interviewing members the large differences between
the two companies have become obvious to us. Under the label of being textile enterprises of
Sjuhéradsbygden some kind of regional identity is created and maintained for those still
working with textile production in the area, but various companies conditions of existence
differ strikingly much. To further develop possibilities for selling textile products, in forms
which these two small scale textile enterprises have shown are negotiable to do in the region,
education of new practitioners should include both hand-weaving (and maybe also other tex-
tile techniques made by hand or with simple tools), and knowledge about high tech digital
textile production tools, like the tufting machine of Designbrenner. Both experientially based
competences in handling textile raw materials in craft processes and competences in problem
solving and expressing ideas through sketching in design processes are needed, but off course
more or less depending on which professions related to textile production the students want to
work within.

Another insight we have had is that we have to be very open minded when asking ques-
tions about the creative processes involved in design- and craftwork. Many various ways exist
when it comes to forming raw material into a product and there are no clear-cut dividing lines
between different paths that craft work can follow. It is not right to talk simply about a pro-
cess from idea to product though, because it is not always mental representations [ideas] that
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lead the process in different directions. Instead another kind of reflexivity is often involved in
shaping the craft process in a material, experimental way; a bodily reflexivity which occurs in
the meeting between the (textile) raw materials and the body movements (the latter either
arm/hand movements made to sense and maybe alter different qualities in the material or
movements involving larger parts of the body, performed to master various textile tools).
Cultural meanings on what they are doing [what they are occupied with] influence the
practitioner’s attitudes to their work. Especially the choice to do sketches with paper and pen
(or other materials which produce a visual image) or not seems to depend on the practitioners’
views of whether they are doing art craft or design. The members in Vavkompaniet, who say
they are doing craft or art craft, tell much about material ways of testing what the result will
be (winding yarn or weaving a sample). Designbrenner also use such ways to test what the
final product will look like. But in the design process made at Designbrenner sketching to
define forms, clarify details, solve problems and also to communicate ideas to a customer
seems much more important than in the process of craft work as it is described by Vavkom-
paniets” members. Even though definitions of the concepts art, craft, art craft and design are
floating, and they are seen as complicated to define scientifically (Ihatsu 1996, Corse 2009),
still in the every day life of craft practitioners perceived differences between the concepts can
be important. They concepts thus contribute to shape practices of craftwork in different ways.

The End
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Knowledge is the Answer. What is the question?

Andreas Nobel
Konstfack
Andreas.Nobel@konstfack.se

The knowledge base that constitutes the actual making is often overlooked in
research within humanities. One explanation for this might be what John Dewey
defined as philosophers being obsessed with the problem of knowledge (Dewey
1958: 21) and which Richard Rorty would develop and problematize further in the
book Hopp istéllet for kunskap (Rorty 2003). Maybe artistic and craftsman-like
making is not appreciated as knowledge simply because these fields do not let
themselves be described within the traditional concept of knowledge. It is
sometimes hard to isolate what specific new knowledge is produced in artistic
craft-making. But, as Rorty points out, knowledge is sometimes a limited and
inhibiting way of looking at learning and understanding. Artistic craft-making
may not produce documentable knowledge, but on the other hand it seems to be
deeply engaged in other fields of understanding that may be just as important as
knowledge. Examples of these fields are: Hope, compassion, understanding as
such but also as understanding contradictions, spacial relationships, understanding
relationships between body and space, past and present and the sensations of
weight, color, form etc. (Graff 2007) Harvey J. Graff Literacy, Southern Illinois
University Press s. 21)The aim of this paper is to provide impulses for further
investigations in this field.
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KNOWLEDGE IS THE ANSWER. WHAT IS THE QUESTION?

I want to examine my thoughts in action...
I want to do something in order to be able to think
Mies van der Rohe

Not taking so much into consideration what knowledge is according to scholars on
epistemology, but rather focusing on how knowledge is understood in everyday life and what
effect this concept of knowledge have in practice this paper suggest that vital ingredients
within artistic craft-making is left outside the concept of knowledge. Furthermore it claims
that this concept of knowledge is inseparably connected to text as the dominating language for
communicating and developing this knowledge. This knowledge through text also seems to
favor a kind of thinking that leads to straight explanatory answers. This is sometimes a
problem. The system is limited and often comes up with simplifying rational explanations
while most big cultural issues, are very complex and often irrational. It seems often world
politics and world economy is governed more by emotions than by knowledge.

This epistemological conflict between theory and practice is well known and very old. The
debate has been going on ever since the division between knowledge and sensuous experience
in Greece more than 2000 years ago.' But the search for a solution to the problem, a reunion
of theory and practice, body and soul has almost always been made through the language of
text, and furthermore text has been a part of the solution, has been made a part of the end
result. The effect of the invention of abstracting knowledge through text is seldom
problematized. It does of course occur all through history but it is remarkably rare and it is
seldom highlighted in our contemporary discussions.

Within the fields of artistic research and tacit knowledge the problem of the division
between theory and practice is often handled through trying to expand and change the concept
of knowledge with the purpose of making room for other knowledges. The means for this
project is often language in the form of words and text. The idea is to create new concepts in
order to describe and make visible different sorts of practical knowledges.

Without a doubt there is a lot of interesting work being done within this field, yet the
project is far from unproblematic. Describing an often wordless and almost always textless
practice in words will inevitably have effect on this practice. It will be gradually textualized
(Ong 1990)Muntlig och skriftlig kultur, Anthropos 1990. The effects of this textualization
needs to be more critically examined.

To ask a nurse, a cabinet maker, or any other practitioner within the field of tacit
knowledge, to reflect on his/ hers practice in words is to bring this practitioner closer to the
traditional concept of knowledge mentioned above and, in doing so, he/she is distanced from
the original practice. It works ( consciously or not) as a control system. The demand for
reflection in text brings order in the classroom of epistemology. It means one more victory
and a further strengthened position for abstract knowledge.

The craft-makers lost their claim to the concept of knowledge when the ionic-thinkers, the natural
philosopher’s pragmatic, mechanistic and craft-manlike worldview was discarded by the Pythagoreans
religious, mathematic and abstract understanding of the world. The early natural philosophers did not
separate nature from technology. They were themselves often practitioners. This was before the slave
system was fully developed in Greece. The increasing use of slaves later made it necessary for the Greeks to
distance themselves from craft and other physical work through emphasizing the importance of the intellect
and repressing body and matter. (Farrington 1965: 46).
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THE ONE EXCLUDES THE OTHER

Once (knowledge in the form of) text is introduced into a field of practice it tends to multiply
itself. Within academia there seems to be a widely spread, and firm, belief in a sort of additive
view on knowledge, meaning that all knowledge is good and the more you get the better. It
seems urgent to problematize this standpoint. A few years ago Carl Malmstens verkstadskola,
a highly prestigious school for carpentery, furniture design, guitar building and furniture
renovation, was taken under the wings of this university. For the students who graduated this
meant that they got an academic title. It also meant new courses. With the becoming a
university level education comes the demand to adopt to the existing academic concept of
knowledge. Now students in guitar building had to spend less time refining the craft of guitar
building in order to get the time to study courses such as research methods and theory of
science. This was one of the reasons why the head of this internationally renowned guitar
building education choose to close down the education. He has now restarted the education
outside the university environment with, it seems, an improved result. The student don’t get
any academic title and they now have to pay for their own education but they do get a more
relevant education. The time aspect, though important here, is not the most severe effect that
this adopting of alien knowledge conventions and tools have on a practice. Irrelevant or
peripheral knowledge also seem to have the effect to turn the center of attention in new
directions, which often leads to confusion (Josefsson 1991: 17,30). Another common effect of
adopting to textual knowledge conventions seems to be that the number of points of views
becomes fewer.

The driving force to understand and explain everything sometimes leads to ignorance.
Questions like: What do we learn from this? in a school context, or in an art context; What
does this mean? are destructive. These are a type of questions which completely misses the
target and actually stands in the way of the learning and of the art experience. It is a
Misunderstandings like these are most likely an effect of an over-textualized concept of
knowledge. Along with text comes the demand and wish to understand it all, to explain, to
search for answers. The driving force becomes the will to unveil secrets, to enlighten parts
hidden in the dark etc. Within my field, interior design, it is often the very veil in itself, or
keeping the secrets behind the veil secret that is meaningful, and enlightenment is interesting
only in relation to darkening.

Still confused but on a higher level
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Cloth, Community and Culture: Vaxbo Lin

David Goldsmith
University of Boras
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Exploring the example of the linen manufacturer Véxbo Lin in Halsingland,
Sweden, this article begins building a framework for the discussion of that,
contrary to the dominant fast fashion mass market sector, slower and more
localized fashion textile production and use might be both a symbol of and agent
for fostering a low-growth economic system, healthier environmental practices,
and social vitality.
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INTRODUCTION

Four decades ago the British economist E.F. Schumacher spoke about the need to restore
small-scale localized alternative production and use systems as a means to counter the
environmental and socio-cultural degradation caused by mass-market growth-oriented
consumption society (Schumacher). As global environmental, economic, and social crises
have come more apparent, pleas for humanity to create new systems that are not reliant on the
hegemonic exploitation of natural and human capital have been made by a host of ideologists
in many fields of thought and practice. As is well understood, the industrialization of society
and unfettered capitalism have brought immense quantities of material wealth to regions of
the world along with immeasurable global environmental and social damage. Two centuries
ago, the textile sector, here referring mostly to forms of clothing, apparel and fashion, lead the
way to automatized and industrialized mass-consumption. In recent decades, what sustainable
fashion researcher Kate Fletcher calls “growth fashion” (2010), has become radically more
internationalized and distributed in both production and consumption. In an oft-cited study,
Pietra Rivoli takes her readers on a tour to the dozens of locations linked by modern transport
and communication systems that are involved in the process of making a simple t-shirt. Like
other production practices, the deleterious effects are beginning to be recognized and
addressed. Yet, while a multitude of mitigating efforts are underway. Since Schumacher’s
time, the majority of the clothing/fashion industry has moved to much larger scale and much
more decentralized systems. The often environmentally violent and socially disgraceful
results of this hyper-attenuated mode have been chronicled by many, most recently by Lucy
Siegle in To Die For: Is Fashion Wearing Out the Word? This is not to say that damages
might not also occur in small scale systems, but considering that few small scale systems are
in operation, the blame for the damages must fall in the current paradigm.

In Small is Beautiful, Schumacher, although writing two generations before today's vastly
more technopolized (Postman) inter-connected, mass-producing, and mass-consuming world,
expresses the urgent need for regionally oriented production and use systems reliant on
technologies appropriate to specific places. Recognizing that because we treat the natural
world as income rather than capital we are on a collision course, Schumacher states that

(W)e must thoroughly understand the problem and begin to see the possibility of
evolving a new life-style, with new methods of production and new patterns of
consumption: a life-style design for permanence (21).!

In arguing for elevating human development over economic development, he calls for the
creation of millions of rural and small town manufacturing sites (185) to re-awaken our
appreciation of our profound dependence on nature and thereby avoid the destructive effects
of mechanized and dispersed production and consumption patterns. Such community-scaled
or local sites, instead of prioritizing the production of the largest quantity of goods by the
fewest number of people as is usually the case with the high-tech internationally fashion
sourcing model, would instead favor lower-tech, locally based systems and solutions that,
appropriate to each location, value full employment of humans before full employment of
machines. “It is more important that everybody should produce something than that a few
people should each produce a great deal” (184).

Schumacher considered three categories of capital: fossil fuels, the tolerance margins of
nature, and the human substance” (21). Whether or not we are at peak oil production, whether

! Schumacher's prescient articulation is now widely accepted. Significantly it has been explicitly recognized

by the 2011 publication of the first national assessment of the economic value of an ecosystem, the United
Kingdom's National Ecosystem Assessment.
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or not we can rely for many hundreds of years on new clean technologies for exploiting other
fossil fuels such as coal or can shift to renewable sources of energy, it is clear that we have
reached the tolerance margins of nature to support the aggregate global pressures of mankind.
More recently, Hawken (The Ecology of Commerce 14) posits that it is too late for a
sustainable economy, and that we must instead create a restorative economy that can
potentially repair the damage from already having violated earth’s limits:

The economics of restoration is the opposite of industrialization. Industrial
economics separated production processes from the land, the land from the
people, and ultimately, economic values from personal values. In an industrial
extractive economy, businesses are created to make money. Their financing and
ability to grow are determined by their capacity to produce more of it. In a
restorative economy, viability is determined by the ability to replicate cyclical
systems in its means of production and distribution. The restorative economy
would invert many fundamentals of the present system...restoring the environment
and making money would be the same process.

Many sense or have concluded that the human race has reached some sort of metaphysical or
potentially transcendent moment. This shift may be as radical as other major previous
historical changes of human history, such as the development of agriculture or the transition
from feudal to industrial society. Renowned artist Michelangelo Pistoletto envisions a third
paradise”, a new stage of human consciousness that will result in an elegant harmonization of
the intelligence of nature and the intelligence of humanity (Pistoletto). In another vision,
Jeremy Rifkin speaks of a new era of enlightenment resultant from the evolutionary need to
overcome the contemporary calamitous environmental, social, and economic crises that we
collectively face. Rifkin theorizes that the advent of instantaneous global communication
could provide the means for a new era of humanistic empathy for human differences and
communion with nature. Acknowledging Schumacher, Daly, Sen, Latouche, Bello, and other
leading figures of the argument for steady-state economies, Peter Jackson has re-emphasized
the folly of equating prosperity with growth. Nonetheless, and notwithstanding the increasing
number of actions that are being taken to improve things, global material consumption and
carbon dioxide emissions continue to increase (International Energy Agency).

One of the smaller-scale behavioral changes occurring in industrially developed parts of
the world is the trend toward consuming locally produced food. Shopping at farmers markets?,
subscribing to community supported agriculture, and home gardening are ways that people
are re-connecting with their sources of food. These actions are said to enhance a sense of
community, mutual responsibility, and likely lead to better physical health than using large-
scale industrial food systems (Pollan; Petrini; Schlosser). In the textile sector, there are very
few models of production and use that are as local. The increase in the wearing of second-
hand clothing and do-it-yourself fashion are sometimes cited as initial or symbolic indicators
or steps toward living within healthier environmental parameters. Moreover, there are
thousands of small-scale and bespoke producers around the world, and commerce is growing
between craftworkers in developing countries and customers in wealthier countries that are in,
in terms of production if not use, more localized than the norm. Whether or not such small
producers fit into the rubric of fashion per se, they are certainly part of the varied, complex,
and overlapping clothing sectors (industrial/artisanal; global/local; fashionable/
antifashionable) that must be reconsidered if we are to understand how this vast matrix adds
or subtracts to our lives.

2 In the United States, the Department of Agriculture reports a 17 percent increase in the number of farmers

markets between 2010 and 2011. http://www.ams.usda.gov
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FASHION

Fashion is defined by almost all who study it to be based on material newness and constant
physical change, but its symbolic and expressive value is what distinguishes it from the
practical needs that are met with clothing. Welters, in summarizing the consensus, relays that
costume historians generally believe that fashion, as it is more or less commonly understood
today, began in Europe in the middle of the fourteenth century. At that time changes in dress
style began to occur every few generations. If such a clear date cannot be fixed without
question (there are many conceptions about what constitutes fashion and therefore when it
began) the origin of continually changing fashion is undoubtedly linked with the transition
from agrarian to industrial economies (Barnard). With the systemic changes caused by
industrial and technological revolutions, the pace of fashion has increased rapidly. The frenzy
of iterations is what *“sustains” most of the global fashion industry today. Freeing fashion
from its compulsion to “eat itself" (Fletcher in Chapman), in other words, decoupling fashion
from constant change and mass-market race-to-the bottom hegemony, would appear to be key
to solving environmental, social, and cultural damage that fashion is causing worldwide.

Expanding on what was said above, fashion is a primarily symbolic performance—
representing oneself through what one wears, showing that one is both an individual and
simultaneously part of a group. Authors describe both the unique aspects and commonalities
that are represented by terms such as clothing, apparel, style, fashion, dress, and adornment. It
is perhaps useful to note some of the less common terminology. Barnard introduces “anti-
fashion”, a term representing symbolic clothing that rarely changes form, such as religious
vestments or royal coronations. Kawamura speaks of “opponents of fashion” such as Mary
Wollstonecraft who likened fashion to slavery (11). Vinken, in Fashion Zeitgeist, calls
“postfashion” the dissolution of our borders that mark out stylistic regions (67). Non-fashion
cultures might be thought of as those in which dress is indigenous, such as extremely isolated
areas of the world, or as happened in China during the Cultural Revolution when trend and
individual expression in clothing choices were extremely curtailed.

A half a century and a continent away from the Mao Suit, in the spring of 2011 an
advertising campaign by a leading Nordic fast fashion retailer, Gina Tricot, had the tag line
“New Fashion Everyday”. The irony of course is that much of Gina Tricot’s products, like so
many other fashion retailers’ stock, is made in China. That fashion is intrinsically tied to
growth-based capitalist (or at least post-feudal) economies, is no surprise to anyone living in a
saturated market economy. In the words of Barnard “fashion follows, almost by definition
from this kind of socio-economic organization” (18). In light of what is increasingly
understood as a kind of epidemic consumption mania, and with the reminders from scholars
that not all clothing is fashion, the question should be asked if what is often called mainstream
fast fashion these days should even be described as fashion. In other words, is the stuff most
of us are wearing really fashion? A self-evident majority of industrial fashion consumed
seems neither to express individuality (how could it when garments are produced in the
hundreds of thousand if not millions of identical units) nor membership in a group or class
(since the vast bulk of what is consumed cannot be clearly associated for example, with a
particular socio-economic group or ethnic identity). It could be argued that mainstream
fashion is perhaps closer to pathological behavior than a means to self-expression or symbolic
associations.

Reviewing the developing field of fashion studies, Kawamura in Fashion-ology notes that
fashion “is not visual clothing but is the invisible elements included in clothing”. The
mysterious space between the visible and the invisible is a powerful creative driver of fashion;
yet class, status, quality, and regional differences that historically were easily apprehended
have become much less *seeable” as homogenous fashion has become ubiquitous.
Hybridizations and local adaptations are common to specific places (Maynard), but
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particularly in the developed world, there is little apparent sartorial diversity. Aspects of a t-
shirt wearing individual's invisible reality such as wealth, education, or “class” are fairly
undetectable based on garment alone. A top-quality linen yarn might have sheen and a cool
smooth hand, but it is imperceptible if it is therapeutic or toxic, hand-cultivated by monks or
machine harvested. Fiber origin, the supply and production network, processes, and pricing
are invisible to the consumers of nearly all forms of modern clothing. But these unseen
realities, as well as visually apparent expressions, such as local interpretations, re-assignments
of meaning, personalized alterations of finished goods, recycling of all sorts, are gaining
importance in the creation of fashionable clothing. Though linguistically ironic, efforts at
transparency via simple hang tags with producers' stories and complex corporate websites
with emissions calculators are increasingly communicating invisibilities. It seems to this
writer that the symbolic meanings that are conveyed by the invisibilities of fashion may soon
conform more to standards of healthy production and use systems. In such a style system,
what a garment is will be as important as what it looks like. Perhaps paradoxically this may
allow the visible aspects of fashion to become again more diverse, more meaningful, and
connected to what Carbonaro has referred to as a new “aesthetics of ethics”. These sorts of
apparent and inapparent qualities of fashion are especially relevant today as branches of
fashion show micro-signs of evolving from a sector nearly exclusively based on the growth-
based global business model to models that are trying to align with the ideals of steady-state,
multi-local (Manzini) economies. As will be explained further, the case of Vaxbo Lin is a
good place to consider what modes fashion might take in the sort of restorative economic
models that are proposed for human survival. Before arriving at the discussion of Vaxbo Lin,
a brief overview of what constitutes fast fashion and a somewhat more in-depth description of
slow fashion are given.

FAST FASHION

The United States is habitually shown as the evilest culprit of over-consumption because of its
disproportionate use of the world’s resources. Yet very high apparel consumption patterns
occur throughout the (once upon a time) well-capitalized world. While in theoretical terms
there is a significant difference between fashion and clothing, in import-export terms both are
aggregated under the term apparel. The majority, in some cases almost the totality of what is
worn in the “western” world is manufactured in the *“east”. These items are however produced
with globally sourced raw materials, and are often finished closer to the eventual market.
Undergarments made of American grown cotton might be spun and knitted in Asia, cut and
sewn in the Caribbean and then shipped still again to the US for printing, packaging, and
eventual sale (Rivoli). In the US, close to 97 percent, and in the UK, close to 90 percent, of
clothing is (re) imported in this way (American Apparel and Footwear; Defra). In weight, this
accounts for, in the US almost 13 million tons (EPA), and in the UK nearly two million tons
(Defra) of clothing per year, most of which eventually goes to landfills (Allwood).

Sweden, the country in which Véxbo Lin is situated, is popularly thought of at the
vanguard of environmentalism (The Reputation Institute in The Local), yet in terms of per
person use of industrially produced “fashion”, it is similarly profligate to the US and UK. In a
recent background paper produced by MISTRA, the Swedish based Foundation for
Environmental Research (Cato) the following statistics are given:

In 2008, about 66,000 tons of clothes were imported, equalling 7 kilos per person
and representing an increase of 28% since 2002;

13 percent of “direct sale to consumers” in Sweden is clothes and shoes to
compare with 35% for food. The total direct sale value was 546 billion SEK in
2007;
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Every year, the average Swede discards 22 kilos of clothing and textiles while
only 17.5%

goes to reuse or recycling. According to Myrorna [the Salvation Army in
Sweden], it collects around one third of this, around 10,000 tonnes per year,
mainly for reuse;

94% of women aged 16-24 purchased clothing at least once per month already in
2001.

The total consumption of clothes and shoes in Sweden has escalated during the
last ten years.

Millions of individuals are employed, frequently at exploitive wages and in poor working
conditions, worldwide in the production of fashion/apparel. Although some are hired to do
handwork at points in production where machine use is problematic or impossible, the
mainstream textile, clothing, and fashion sectors' modus operandi is to produce more material
volume with less human input. This mass-market-production model of manufacturing is the
paradigm against which emerging and as yet unknown alternative modes of production and
use need to be imagined. Fast Fashion in the context of this paper describes not only business
models and consumer behavior patterns that rely on just-in-time production, daily changes of
retail stock and style, and high-volume very temporary use, but the matrix of operations and
behaviors that could be said to be too fast, whatever its measured absolute speed, to be slow
enough to harmonize with humanity’s unquestionable place within Bello's “envelope of the
environment”. It is well-documented and increasingly known to producers and consumers that
the dominant global fashion sector is radically unsustainable. Grievous problems include
exploitive labor practices (see Ross; Shell; Hawken et al.); toxic production and use practices,
(see Slater; Siegle; Defra); and the diversity-diminishing effects caused by monolithic mass-
market hegemony (see Maynard; Barnard). This is not to say that the industry is not
monetarily successful or that its output is not enthusiastically consumed, nor that the material
comfort attained through employment and use of products that the sector provides is not of
value. The salient point is that fast fashion practices such as the race to the bottom for cheap
labor, the externalization of the cost of natural capital, and compulsive consumption, are
without doubt a profoundly noxious set of problems. The apparel system, and therefore the
fashion system, needs a deep and lasting re-invention.

SLOW FASHION

The term slow fashion is understood in many different ways but has been in use in the fashion
sector since at least 2003 (Fletcher 2011). In The Ecologist in June 2007, Fletcher writes:

Slow fashion is about designing, producing, consuming and living better. Slow
fashion is not time-based but quality-based (which has some time components).
Slow is not the opposite of fast — there is no dualism — but a different approach in
which designers, buyers, retailers and consumers are more aware of the impacts of
products on workers, communities and ecosystems.

...In melding the ideas of the slow movement with the global clothing industry,
we build a new vision for fashion in the era of sustainability: where pleasure and
fashion is linked with awareness and responsibility (Fletcher 2007a).

While | find it problematic to reconcile that slow is not the opposite of fast, the essential
message is the need for change. In pre-industrial times people were of course intimately
connected with the manufacture and wearing of their clothing: All manufacturing could be
said to have been slow. Yet just as industrial food production has caused people in highly
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industrialized economies to loose basic knowledge of the journey food takes, it is equally if
not more so the case that industrial fashion has caused people to be radically detached from
all that occurs previous to clothing’s appearance at a mall, high street outlet, or supermarket.
In ”Clothes That Connect”, (2007b), Fletcher articulates ways in which individual actions,
small-scale production systems, new forms of fashion ownership and use could do a
systemically healthier job of fulfilling our practical and expressive needs. Heterogenic and
unique styles, changed expectations (clothes that you would not want to launder, or that are
pre-ordained to have multiple lives), and the deeper interactions that are encouraged by
people connecting through small and knowable networks are among the many potential
change agents that fit under the umbrella of slow fashion. In a similar vein, Manzini proposes
a “scenario of a multi-local society”. In such a society, local products for local markets are
essential cultural building blocks. They embody holistic value created through internalizing
environmental, socio-economic and political ramifications of their production and use.
Products made within these so-called distributed economies are “linked to the place of origin
and to the cultural and social values that characterize [or presumably might re-characterize or
restore] their conception and production” (Manzini 84). Contemplating how such production
and use might be manifest in the realm of fashion—plausibly the most far-flung industry of
all—is fascinating.

Although fibers and fabric have been traded long distances and inter-culturally for
millennia (silk garments from the east were known in Scandinavia since at least early
medieval times), the normal situation in the hyper-commoditized societies of today is for
individuals to be out of touch, literally and figuratively, with the complex myriad of
resources, processes, and reverberations that come together to provide a sweater or a pair of
pants. From the author's personal experience, it is possible to say that very few of the
international group of young people who begin their study of fashion design and marketing at
a well-known fashion college in New York arrive with enough knowledge of fabrics to
confidently know that wool comes from sheep or that polyester is made with petroleum. This
comment is not given to denigrate these students. Who among them has had an opportunity to
harvest a plant or shear a sheep, run a spinning machine, or know what it is to dress a loom?
Apparel production practices are extremely obscured. Such lack of knowledge is noted as a
simple measurement of how industrial culture has cleaved the life experience of textile
production from the life experience of textile use.

Despite a potential connotation, slow fashion does not aim for a wholesale return to the
pre-industrial past. It does however often look backward to models of more locally integrated
methods to pair with contemporary knowledge, in the hope for a fundamentally new (fashion)
future. In this way, it has like many fashion movements before it, political aims. Slow fashion
could certainly be understood as sustainable fashion but slow fashion is preferred here
because it perhaps is more easily associated with the dream of a restorative economy. Perhaps
the name restorative fashion will someday be employed. An example of pure slow fashion, if
it existed, would test the status quo of high-speed constant change and growth in material
throughput. Envisioning a new-fashion utopia philosophically connected to the 20" century
arts and crafts movements, and correlating to many other contemporary design manifestos, a
trio of master’s students from the Blekinge Institute of Technology in Sweden aggregates in
plain language many of the commonly espoused factors that form a concept for an alternative:

...seeing the big picture, slowing down consumption, allowing diversity,
respecting people, acknowledging human needs, building relationships, valuing
resourcefulness, maintaining quality and beauty, creating profitability, practicing
consciousness (Slow Fashion: Tailoring).

In November 2008, fashion theorist Hazel Clark proposed that:
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The slow approach presents the prospect of fashion minus many of the worst
aspects of the current global system especially its extreme wastefulness, human
exploitation and lack of concern for environmental issues. But the slow approach
is more than a literal opposite to fast fashion. The term is used to identify
sustainable fashion solutions based on the repositioning of strategies of design,
production, consumption, use and reuse...The meaning of the term continues to
be discussed by uncountable numbers of fashion followers, bloggers, critics,
business people, producers, and wearers (Changing Fashion).

In contrast to calls requiring systemic changes, The New York Times’ fashion fabulist Suzy
Menkes, seems to miss the larger picture in at least one recent article when she calls Hermes’
autumn/winter 2011 collection slow fashion because it embodied “a belief that fine clothes
should be made with exquisite materials and are meant to be embraced and long-loved...” Not
only fine clothes and exquisite materials are part of slow or sustainable fashion. Though
luxury high priced fashion of lasting quality is a part of the slow equation, articulations of
slow fashion aspire to make slow fashion common. Lucy Seigle, equates slow fashion with
the sort of mostly industrial production network that existed in England (and elsewhere) until
a few decades ago. It was

...a rather impressive peacetime army of tailors, machinists, cutter, finishers,
colourists, weavers and of course designers. They were served by the sort of
infrastructure, of farmers producing sheep for wool, slaughterhouses producing
for the leather trade, cobblers, menders and recyclers (who in those days took the
more prosaic form of rag and bone men), that today’s sustainable style warriors
can only dream about (To Die For 12).

Considering the above, the tag Slow Fashion stretches to allow for many different sometimes
discrete factors and modes that alleviate the negative aspects of making, selling, and wearing
of garments. While a pure model of slow fashion does not yet exist, from couture through the
discounted mass-market, examples of what might be considered slower fashion do.

What would fashion look like if people again wore clothes that were made, not just cut or
sewn, or repurposed, but completed created in their community? Well-known designer Isaac
Mizrahi's experimentation with salmon skin, Camilla Norrback's emphasis on eco-friendlier
wool and linen textile production, Samant Chauhan's work with handwoven “raw” silk, or
Proenza-Schouler's collections that are sewn from unique artisanal fabrics are just a few of the
hundreds of hints at localization in the luxury catagory. Many and more and more small
producers, such as From Somewhere, Junky Styling, and TRAIDremade are repurposing and
upcycling textiles to produce unique and popular garments and accessories. Experimental
enterprises offering fashion alternatives such as the San Francisco based Permacouture, the
demonstration project The One-Hundred Mile Suit by artist Kelly Cobb, or the internationally
focused low-tech/high-tech clothing business called IOU. Congruently, the DIY (Do It
Yourself) movement is flourishing. The continuing proliferation of home knitting in Europe
and North America is frequently given as a marker of a new fashion ethos, as is the vibrant
revival of vintage and used clothing. Fair(er) trade is paramount to many fashion companies.
Pioneers in this realm such as People Tree have gained strength, visibility and sales. Together
with the many other thousands of small-scale makers they are forming what 1 will call a “long
nose-to-tail”® fashion economy. At a corporate level, initiatives abound in the march to

% Long nose-to-tail is my coinage referring to Chris Anderson's labeling of the new long-tail economy that is

comprised of the large quantity of people who were previously out of the core "target" of production who
are now specifically reachable through the Internet and related technologies. Long-nose-to tail attempts to
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sustainability, and these actions might be seen as part of a overly broad definition of slow
fashion, even if the overarching business model is that of mass production and time-
efficiency. Global giants, including Walmart, Nike and H&M, by virtue of their huge scale
and established focus on growth, rank in the top ten of organic cotton purchasers. Primarily
through their huge orders, global organic cotton sales have increased about forty percent each
year since 2001 (Textile Exchange). Few or no businesses selling clothing on the global
market are not concerned to some degree with environmental and social responsibility.

The categorization of these changes is underway. Black's 2008 Eco-Chic, showed a diverse
collection of case-studies of eco-friendlier fashion; Brown's 2010 Eco-Fashion conveniently
organizes very often overlapping trends into five categories: community and fair trade;
ecological and slow design; recycle, reuse, and redesign; new models; and designer and
corporate initiatives. Similarly, the 2010 exhibition Eco-Fashion: Going Green, at The
Museum at FIT, used six logos to identify half a dozen themes within as conceived of by its
curatorial leaders Jennifer Farley and Colleen Hill. These were: repurposing and recycling;
material origins; dyeing and production; quality of craftsmanship; labor practices; and
treatment of animals. Insights into the green fashion business have been shared by many in
The Future Fashion White Papers (Hoffman). In her 2010 article Slow Fashion: An Invitation
for Change?, Fletcher states that creating slow fashion, as was creating slow fashion’s older
sibling Slow Food, will require commitment to truly macro-economic logic:

Above all else, slow culture is an invitation to think about systems change in the
fashion sector and to question the role of economic growth, underlying values,
and worldviews in fashion so that a different and truly “richer” society develops.
It does this by framing the fashion sector as a subsystem of the larger system of
economics, society, and planetary ecosystems and recognizing that in order to
change fashion, economic and social practices that shape, limit, and give meaning
to the sector have to be part of [if not the essence of] the fashion debate.

VAXBO LIN

Context

Véxbo is a small hamlet in Haslingland, Sweden, some 270 kilometers northwest of
Stockholm. Halsingland, a historical province that is now part of the Norrland region, is an
area well known for its eighteenth and nineteenth century flax cultivation and linen
production. It goes without saying that Sweden is today a highly developed country, but it
was later than other European countries to industrialize. According to Brick,
“nonprofessional handicraft production of textiles and garments prevailed until the second
half of the nineteenth century, when the boom began for the textile industries, lasting about
one hundred years” (7). It useful here to note that it is still not unusual to find in modern
Sweden traces and re-incarnations of this handcraft tradition, what in Swedish is called
hemsléjd. Urban and rural shops, notably Svensk Hemslojd in Stockholm, and others
throughout Sweden, sell high-quality handmade textile goods, and not only to tourists.
Weaving is a somewhat popular hobby, and basic textile arts are still taught in many Swedish
primary schools.

During the industrial revolutionary era, cotton, wool, and linen fabric production became
centered in particular areas. The region surrounding the southwest city of Boras experienced
the first wave of textile industrialization in 1870 with the introduction of cotton

meld that idea with the popular culinary phrase "nose-to-tail" to indicate the delights of frugality within
sustainable-gastronomy imperatives.
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manufacturing. Further north, the wool industry became centered in the city of Norrkoping,
and the industrial manufacturing of linen took hold in the south-west and north-east area
including Halsingland. But for many previous centuries, indeed millennia before various
forms of industrialization occurred, flax, the plant that produces linen fiber, was grown
throughout most of Sweden (Jonsson). Archeological finds show that flax was cultivated in
southern Europe since around 7000 BCE (Heckett in Collins and Ollerenshaw); in more
northern areas including modern-day UK and Ireland since Neolithic times (Fairweather and
Ralston); and in Denmark from about 1600 BCE. European linen was traded with China at
least since 1300, according to one source because it was “the only western article that could
bear the cost of transportation as far as Peking” (Lopez in Collins and Ollerenshaw). Jonsson,
in her study of linen production in Sweden, describes the proto-industrial system of
seventeenth century Halsingland as

a complicated network of mutual dependence and competition between different
actors such as flax-growing and linen-trading farmers, peasants' wives and poor
widows working as spinners and scutchers, local town merchants also trading in
linen, and line-buying wholesalers in Stockholm (210).

Jonsson refers to the eighteenth century as the golden age of linen manufacturing in Europe,
with an increase in manufacture and exportation in the important linen producing countries. In
Sweden during this time there was also increased production and commerce, though exports
apparently did not occur. In certain regions of the country “the production of linen came to be
the most important livelihood beside farming, and linen from those areas was sold and
distributed all over the country” (209). As was the case in other parts of the continent, the
beginning of the early nineteenth century is the beginning of the end for almost all of the
Swedish linen industry. Over this period, a series of events, including the growing demand for
cotton, competition from the Russian Empire, disturbances of war, the Great Depression, and
opportunities for earning in the timber industry brought about a greatly diminished market.
Later changes in domestic attitudes and environmental concerns eventually caused all
commercial cultivation of flax for fiber to cease (Collins and Ollerenshaw; Jonsson). The
tradition of giving linen dowries lingered into the twentieth century, but in Sweden flax
grown for fiber ended by 1965 (FAOUN). Interestingly, Sweden is today the ninth largest
producer of linseed in the world, albeit its output is a tiny fraction of the production share
leader Canada.

Today there are only a handful of commercial linen fabric weaveries in Sweden. Among
them are four small companies: Ekelunds in Véstra Gotaland, founded in 1692; Klassbols in
Véarmland, founded in the early twentieth century; Halsinge Linnevaveri in Halsingland,
founded in 1980s, and Vaxbo Lin founded in 1989. Judging from their marketing, self-
presentations and the characteristics of the actual textiles, all of these manufacturers take
considerable pride in their heritage, social significance, and technical methods. All four
necessarily use imported yarns or imported fiber. Together they offer a range of home
furnishings from luxury table linens through eco-elegant dishrags. Similar to the surviving
interest in hemslojd, appreciation for the specific tactile, visual, and durable qualities of linen
goods remains in contemporary Swedish culture. It is common for Swedish apartment houses
and homes to have a mangle, the hand powered or electric machines that are used to flatten
linen fabrics. In the author's Swedish apartment building's shared laundry area, there are four
fabric straightening and flattening devices: an iron, a lakanshallare (sheetholder) for pulling
fabric taught; an early twentieth century heavy duty room size mangle with extra beams and
surrounding wide tables for folding; and a smaller electric mangle that works very well for
napkins and tablecloths. While it is true that many fewer people than in previous generations
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now use these devices, for those who care about linen they are still relied upon to create the
sheen, the flat crisp hand and knackebrdd-like drape, of linen fabric.

Material and Immaterial Value

In 2011, a visitor to Halsingland would discover a heavily forested mountainous area, and
would likely be enchanted by red-rose painted timber bridges, sheds, farmhouses, and
mansions situated throughout the flatter areas of the landscape. Many of these buildings are
decorated with strongly colored genre and floral motifs first-painted in an earlier time. Linen
fabric fragments of local origin have been identified from the third century (Sweden Next
World Heritage Sites). Now with about 15 employees, and the two owners, Véxbo Lin was
opened in 1989 as the dream incarnate of Rolf Akerlund. At a time when the local linen
industry was virtually extinct, Akerlund's passion was to restore not only the physical
spinning and weaving processes to the area, but the intangible community-culture that it had
previously fostered.

My parents' flax farm in Vaxbo must have made a big impression on me. The
women's hands that pulled the flax, the smell of flax retting in the lake and on the
drying racks, and on the roof of the chapel.

I remember the flax breaks' monotonous thump through Véxbo Valley during
quiet autumn evenings. Then, after some years of absence from the homestead, |
returned to Vaxbo with a growing enthusiasm to develop the linen tradition.

One thing led to another and a collection of enthusiasts undertook to build a
modern industry for linen processing. It is with some measure of pride that we
spin and weave in VVaxbo, well aware of the historical legacy we are entrusted to
pass on (Véxbo Lin).

Akerlund's awareness of the cultural contribution reverberates two decades later as the
concept of material prosperity is being reconciled with new formulations of prosperity that
factor in less tangible aspects such as quality of life and happiness (see Stiglitz). Indeed, the
feeling of buying a culturally identifiable product is key to the development of this business
whose niche products' represent a far more vertically integrated and reasonable supply
network than the majority of manufacturers of “similar” products.

In 2005 Hanna and Jacob Bruce, Stockholmers with family roots in the area and
backgrounds in human resources and graphic design, took ownership. In an interview in
Vavmagisinet, Hanna Bruce describes the chance re-meeting with Akerlund that led the
couple to buy the business. After having been a tour guide at the factory when a teenager, she
had had a dream about one day running the company. While visiting Dalarna on their second
wedding anniversary, Hanna accidentally met Akerlund and joked that she was ready to buy
the factory; coincidently, Akerlund had said that morning to his wife that he was ready to sell
(15). Although neither she nor her husband had textile backgrounds, they believed they had a
chance and committed to new lives. With the important collaboration of the designer Ingela
Berntsson, the team has updated the product line. Their current range of products is mostly for
household use: tablecloths, napkins, dishtowels, yardage, towel, but they also are selling
clothing. All of their fabrics exhibit a design ethos that clearly values simplicity. Many of the
fabrics have clean stripe patterns and precise twill variations that are a hallmark of cloth made
with bast fiber. The current collection shows off elegant natural-color fibers and many bright
dyed colors, including a sunny yellow, a pine green, and a rich pink that would be easy to
associate with the regional flora. In the area of innovating in texture and fabric care needs,
Berntsson has created a kind of substantial linen crepe toweling that is highly absorbent and
needs no mangling to look good. A signature item has become their small dishcloth, now sold
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along with other products of theirs in many museum and gift shops in Sweden. This dishcloth
is made in a large variety of colors of strong yarns that form a fairly stable open weave. In the
opinion of this writer, it is effective and pleasant to use. The marketing information connected
with this product reminds users that the fabric can be tossed into the compost heap after its
active life has expired. Berntsson relates that in her childhood she was forming her thoughts
about nature. The fabrics that Bernstsson, who trained at The Swedish School of Design and
Crafts, designs exhibit a master's understanding of linen's innate physical characteristics. Here
she speaks of the fiber's aesthetic properties:

...unbleached, the natural colours of linen range from a warm beige to grey,
depending on the growth conditions of the flax, the soil, the climate and the
retting. Ever-changing colours, representing life itself. Eternally beautiful, these
are designs for each and every day throughout a lifetime (Selvege).

...It is more beautiful the more it is used, also an aspect of sustainability. You
don't have to buy new stuff. | often think of young people buying a handtowel of
unbleached linen, to use for the rest of their life (Gustavsson).

According to Gustavsson, Berntsson “felt it important for the products to have some
connections with the factory surroundings” (17) and spent time in Halsingland visiting
heritage centers and museums. “People used a lot of linen in Halsingland, and also
appreciated it by taking care of it and saving it.” says Berntsson.

The Vaxbo Lin factory building, a large red-painted shed, holds the mid-century restored
spinning and weaving machines that where brought to Sweden from France by Akerlund.
They make a lot of noise and break down not infrequently, but there have a nostalgic charm
and are well cared for. Compared to modern machinery, these instruments seem a part of an
almost craft like process. Because of their age and the challenges of maintaining the looms,
the volume of irregular fabric is high. Hanna Bruce estimates flawed fabric at about thirty
percent of production. At the factory sales outlet both first quality items at full price and
seconds at a discount are available. Set about a thirty-minute drive from Bollnés, a city of
under thirty thousand people, the small rural spot where the factory is also includes a pub,
historic farm buildings and manufacturing sheds, which are connected via paths and small
roads through the woods. Summer time is by far their peak period, with an astonishing
number of Swedish and international visitors each year, most of whom arrive in tour busses.
On the whole, sales volume has nearly tripled in the years since changing hands to the Bruces.
Hanna described concern about having had to raise prices, but their sales have not suffered.
The business has recently opened a sales and showroom in Stockholm, and Véaxbo Lin's
output is now sold through approximately 400 retailers around the world (Vdvmagasinet;
Hanna Bruce). The company's marketing materials are attractive, friendly, and convey aspects
of their product and community's story. To complete the experience, at the point of sale a
purchase can be gift wrapped in simple, “eco-evocative” paper, a decorative sprig of dried
flax seedpods and a simple blue flax flower label. Hanna Bruce shares some of the material
and immaterial values that go into their work:

It's not the quality of linen we want to alter, but ways of thinking about linen. And
we are aware of the cultural heritage aspect. Though we don't want to get stuck in
it. Our main assets on the market are that our production is based in Sweden, and
we do eco-labelled high quality products. And our history too.

Being able to tour the factory, meet the workers, take joy in the natural beauty of the location,
in other words to connect (if briefly) with the community and context of production self-
evidently and importantly increases the intangible worth of the products.
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Hanna's Stripped Dress and the Local Challenge

Véxbo could be considered a slower rather than a slow business. To take one example, the
Bruces would prefer to use locally grown flax, thereby making it slower, more local. But for
the reasons described earlier, there is no fiber flax commercially grown in Sweden. Currently
the spinnery uses fiber from France (Vavmagasinet), and additional yarns are imported from
Italy when the pace of weaving exceeds, as was the case in pre-industrial times, the rate of
spinning. Asked if it would be possible to do the whole process locally, Hanna indicates the
lack of cultivation and infrastructure:

As it stands today, there are no [flax] processing plants left in Scandinavia, and
the amount of raw material we use is far to small to make building a new plant
viable. But nothing is impossible and we would be the first to welcome it.

Furthermore, there are questions surrounding reliability, quality, and even the environmental
soundness of cultivating and processing fiber flax in modern day Hélsingland. The impact of
the water retting process that was used in times past is said to cause damaging effluents.
Could a safe retting system be created? A modern precedent for local growing in a similar
industrial situation and climate existed. The twenty person Jokiipin Pallava linen weavery in
Finland, provided eco-certified textiles from Finnish-grown flax for a period of time, but no
longer, stating that, “In Finland, the cultivation and continuation refinement of linen has been
downgrading again since the temporary revival in the 1990s.” (www.jokipiinpellava.fi).

Competing pressures make the creating of a healthy supply and use chain extremely
difficult. How does a company, even one that were free from financial constraints, determine
the overall value of choosing between stringently organic fiber or that which is grown using
eco-friendlier practices? In view of overall life cycle analysis the answer is rarely clear, and
the Bruces, along with millions of other producers and users struggle to find the best route. In
light of the concept of living within carrying capacity, should this small business limit its
material growth to the size of the existing factory?

Illustrating more of the choices that need to be made in the vague and overlapping
territories of “superficial” and “structural beauty”, | come back to color. The dyeing stage of
textile manufacturing is generally the most environmentally harmful. Green chemistry is in
the eyes of many the best road to sustainability. Others make a case for a grand-scale return to
using plants, mollusks, and minerals. In the food, fashion and cosmetics and other industries,
there is a marked trend toward the use of natural dyes and natural pigments. But as with other
debates between naturally or synthetically derived substances, establishing which methods are
best is often problematic. VVaxbo Lin either dyes its self-produced yarns with a nearby
synthetic dye house or buys them in from an Italian yarn house that uses the same fibers. As
mentioned earlier, the vivid color palette makes an appealing and well-selling assortment.
Would their business, their employees, their community, the world, be better served by using
the more nuanced and less predictable colors that result from natural sources? If a decision
were then made to use natural pigments, would it make aesthetic or carbon emission sense to
import to Sweden pigment produced by the harvesting of a thriving but invasive bivalve on
the coast of France or through the local hand cultivation of weld and fungi?

Few of Véxbo Lin's textile products are clothing, but two pieces made with their own linen
fabric stand out. A pink and white bouncy flaxen dress that Hanna often wears, and Jacob’s
subtly colored no-mangle shirt. They are not just tangible good-looking objects; they seem to
be flagging a broader vision. During my first visit to the Halsingland outlet, a dress form
displayed a plain green linen scarf, a striped linen dress, a flappy linen jacket, and a linen
purse with a linen rope strap that in a bygone era might have been used raise a heavy sail.
Together, Hanna's dress, Jacob's shirt, and the dress form's ensemble, on whole looked more
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meaningful and more fashionable than most of the consciously “fashionable” fashion that I
have seen in recent years in New York, London, Paris or Stockholm.

Fabricating a Future

Many have written, particularly of the slow food movement, there are considerable social,
environmental and economic benefits that accrue from the ability to know and be a part of the
“the who, what, where, when, why and how” of production and use. Like other more-
localized textile producers Vaxbo Lin seems to be part of a fashion backlash against the
dehumanizing effects of too much technology and unchecked globalization, but the mapping
that | have thus far accomplished, has not included an ethnographic study or quantitative
investigation that could contribute to proving or disproving the value of any one particular
example of localized production and use. In sum, this work to date is perhaps what
mathematician and pedagogue Caleb Gattengo would refer to as “putting words into
circulation™ while aware that their reverberation and reiteration will be what will allow the
accretion of meaning.

A network of interconnected questions arises when pondering what truly
slow/local/restorative fashion systems might emerge.

- How slow does fashion need to be to be slow? What sorts of slow fashion already
exist? What are the measurable and immeasurable dimensions, the positive and negative
values of such systems? How do they compare with best practice industrial systems?

- What levels of technology and degrees of sovereignty are appropriate at various
points in a multi-local fashion world? What is the right balance between self-sufficiency
and interdependence?

- As they once brought the world into an industrial economy, can textiles and fashion
be leaders toward a restorative economy? If fashion as we know it cannot survive without
a growth-based economy, can it transition to a “steady-state fashion” that would express
the ideals of a new model of prosperity?

- If new forms of slow and local fashion can bypass or invert old forms of growth-
fashion, what aesthetic form would these sorts of dress take? How would they feel and
how would they function? Can attractiveness be synchronized with beauty if beauty
necessarily enfolds fundamental human concerns such as equity, well-being, and
meaning? What values, visible and invisible, would slow fashion garments convey? With
meaningful adaptations, could fast fashion also be slow fashion?

- What hundreds of practical actions, from education through changed logistics, from
regulations through perhaps even a spiritual shift, will need to happen to build such a
fashion?
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Recent socio-political developments have rendered cultural studies of the
Republic of Turkey an ever-widening field of study, as they lead apparently to a
probable paradigm shift in a society that was once thought to be purely Western-
oriented. The analysis of this transformation is before all else a cultural studies
task. Accordingly, this paper has two aims: one, to make a a brief survey of
cultural studies work that has been done so far in Turkey; and two, draw attention
to the increasingly heterogeneous character of cultural studies in the country.
Indeed, cultural studies in Turkey is marked by a phenomenon: there is a
pronounced “divorce” between “Anglophone” Turkish scholars and “merely
Turcophone” ones.
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CULTURAL STUDIES IN TURKEY: THE STATE OF THE ART

Recent socio-political developments have rendered cultural studies of the Republic of Turkey
an ever-widening field of study. Since the accession to power of Recep Tayyip Erdogan's pro-
Islamic Justice and Development Party in the autumn of 2002, cultural allegiances and pacts
of forgetting, whether they be ethnic, religious or ideological, are being realigned,
restructured or renegotiated. The imperatives of globalization collude, leading apparently to a
probable paradigm shift in a society that was once thought to be purely Western-oriented.
Questioning both the foundational maxims and the insistent new requests has become a
cultural studies task.

This leads perforce to another, even more immediate task, that of taking a close look at
cultural studies in Turkey. This essay aims accordingly to present the current state of cultural
studies in the country. It discusses the history of cultural studies instruction and practice in
Turkey and notes the existing university programs, then examines the major problems facing
the practice of cultural studies in Turkey today. It is hoped that the information it provides
would serve as reference for anyone interested in the subject.

This essay argues moreover that the current state of cultural studies in Turkey renders it
somewhat incapable of appraising fully the present situation in which Turkey finds itself.

FROM ITS BEGINNING TO ITS PRESENT STATE

1. British Council Courses

As noted at the beginning of an article on the education and practice of cultural studies in
Turkey by Ayse L. Kirtung and the writer of these lines, it is difficult to pinpoint the exact
time when cultural studies began in Turkey as scholars who became cognizant of the “cultural
turn” applied its methodology in the courses that they gave long before any formal
departmentalization, or opening of courses so labeled occurred (see Pultar and Kirtung 2004).
It is a fact, however, that the British Council representation in Turkey began in 1992 in
Istanbul “British cultural studies” courses. As Laurence Raw, one of the instructors, explains,
the courses were “9-month courses on British and Comparative Cultural Studies, including
units on nationalism, multiculturalism, class, gender and race. Very British-focused, with
topics of little interest to local audiences (e.g. class); however, the Council did offer
scholarships for students to go and complete an MA in Warwick.”' The courses were given
originally by, besides the Briton Raw, employed at the time at the British Council, two
Turkish academics, Cambridge-educated Cevat Capan, professor of English language and
literature currently at Yeditepe University in Istanbul, and the late Cem Taylan (d. 2001), also
a professor English language and literature, who was teaching at the Western Languages and
Literatures department of Bogazi¢i University (see Raw and Taylan 1993 on their experience
of teaching these courses). The British Council started in 1993 courses in Ankara, taught
originally by Can Abanazir of the Department of English Language and Literature at

One of the students, Dervis Zaimagaoglu, received one of these and completed his MA degree in Warwick
(Raw, e-mail message to author, 26 August 2011). Cyprus-born Bogazi¢i University graduate Zaimagaoglu
would go on to become, as “Dervis Zaim,” a well-known director, with such award-winning feature films as
Tabutta Rovasata (Somersault in a Coffin, 1996), Filler ve Cimen (Elephants and Grass, 2000) and
Golgeler ve Suretler (Shadows and Faces, 2010). He would also co-direct with the Greek Cypriot Panicos
Chrysantou the documentary Parallel Trips (2004) “in which the two directors, from opposite sides of the
divided island of Cyprus, recorded the human dramas that unfolded during the war of 1974 and the legacy
that remains today” (“Dervis Zaim”). For an interview Raw conducted with his former student, see the
chapter “Dervis Zaim: 'To Return to the Past Means Embarking on a New Journey” in his Exploring
Turkish Cultures (2011).
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Hacettepe University. Then in 1995 the British Council started such courses in Izmir; these
were taught originally by Oxford-educated Pete Remington teaching at the time at the
American Culture and Literature’ department of Ege University, and Andrew Fletcher. These
courses were

“organized in collaboration with the U of Warwick, Centre for British and
Comparative Cultural Studies (which later became the Centre for Translation and
Comparative Cultural Studies before being closed in 2007),” as Raw indicates (e-
mail message to author, 26 August 2011).

Along these courses and “initially planned as a resource for comparative cultural material”
(Raw, e-mail message to author, 26 August 2011). the British Council representation in
Turkey started a cultural studies website entitled “CSSG Cultural Studies Study Group”
(<http://warlight.tripod.com/>) maintained by [the Turkish] Cenk Erdil, and last updated on
16 September 1999. Listed at the top of the webpages of the site is “Cultural Studies in
Turkey.”

“The program came to an end in 1999,” as Raw puts it, “when the then Director of
the British Council decided to put all their money into English Language
Teaching, and opened a Teaching Center in Istanbul” (Raw, e-mail message to the
author, 26 August 2001).?

2. Ege Cultural Studies Symposium

The American Studies Association of Turkey (ASAT) organized in the spring of 1995, on 10-
11 April 1995 to be exact, a two-day “cultural studies” seminar at Ege University, in
collaboration with the American Culture and Literature department of that university.
Sociologists in Turkey may perhaps uncover other roots for the beginnings of cultural studies
in this country; for the writer of these lines, one source, if not the one, is the work initiated by
Americanists, among them then three active members of ASAT: Giilriz Biiken (then member
of the Department of History at Bilkent University, president of ASAT 1994-2011), Ayse
Lahur Kirtung (then member of the Ege University American Culture and Literature
department, and later its Chair), and Goniil Pultar, the writer of these lines (then member of
the Department of English Language and Literature at Bilkent University, vice-president of
ASAT 1994-2000, founding editor-in-chief of Journal of American Studies of Turkey [JAST]
1994-1995, and later founding president of the Cultural Association of Turkey 2005-present).
These scholars were cognizant of the cultural turn through not only their individual interests
and international contacts but also their association with such colleagues as Raw, who taught
at Bilkent University before integrating the British Council, and Remington, teaching at the
Ege University American Culture and Literature department, as well as younger colleagues
who were returning from postgraduate studies they pursued in universities in the West where
they had specialized in cultural studies.’*

2
3

This is what American studies is formally called in Turkey.

Raw remarks that the English language Teaching Centre in Istanbul “was closed three years later, as the
Turkish government objected to a British Embassy-sponsored organization challenging their language
schools. Since then the Council has done absolutely nothing to promote British interests, while Cult Studs
has lost a lot of its edge within UK, especially after the closing of the Birmingham Centre & the Warwick
Centre” (e-mail message to the author, 26 August 2011).

Such a young scholar was Bogazici University graduate frem Balkir (1965-2006) who received a doctoral
degree in Cultural and Critical Studies from the University of Pittsburgh in 1993 and joined the Department
of American Culture and Literature at Bilkent University in 1994. Balkir, who initially was immediately
adopted by the American studies community in Ankara, made an ASAT member and elected to its
executive committe, meanwhile attended and presented many papers at ASA and MELUS conferences in
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The Ege April 1995 seminar took place in one auditorium only, with solicited presenters
delivering papers to an audience made up of interested faculty members, guest faculty from
neighboring 9 Eyliil University, and students probably compelled to attend. Titled “The Red,
the Black and the White,” it was an exercise in US ethnic studies.” By common accord, it was
decided it would be repeated on a larger scale, and Ege University through the person of Prof.
Seckin Ergin, then Chair of its Department of American Culture and Literature, agreed to play
host to it annually. Kirtung took over the responsibility of the organization of what was to
become a symposium, in fact a full-fledged conference, and the next year, tapping into her
own international contacts and network of colleagues, announced it world-wide, with the due
call for papers and all the paraphernalia.’® The number of participants of this first Ege
University International Cultural Studies Symposium, organized in 1996, immediately rose to
almost 150.

Dubbed CSS - Cultural Studies Symposium, and organized in the month of May annually
until 2005, the conference has since been organized biannually. Titled “Change and
Challenge,” the “Ege University 13th International Cultural Studies Symposium” took place
on 4-6 May 2011. Proceedings volumes to have come out so far are Crossing the Boundaries:
Cultural Studies in the UK and US (1997) edited by Raw, Biiken and Giinseli Sénmez Isci
(then chair of the Ege University Department of English Language and Literature, and co-
organizer of CSS the first few years); The History of Culture: The Culture of History (1998)
edited by Raw, Biiken and Isci; Popular Culture(s) (1999) edited by Biiken, Raw and Isci;
Dialogue and Difference (2000) edited by Raw and Kirtung; New Cultural Perspectives in the
New Millennium (2001) edited by Kirtung, Biiken, Raw and Rezzan Silkii; Globalization and
Transcultural Issues in the New World Order (2001) edited by Remington, with Is¢i and
Biiken as advisory editors; Selves at Home, Selves in Exile: Stories of Emplacement and
Displacement (2003) edited by Kirtung, Atilla Silkii, Kenneth W. Rose and Murat Erdem;
Inside Outside In: Emotions, Body and Society (2005) edited by Is¢i, Dilek Direng and
Ziileyha Cetiner Oktem; [City in (Culture] in City) (2005) edited by Kirtung, Eleftheria
Arapoglou and Erdem; When Away Becomes Home: Cultural Consequences of Migration
(2007) edited by ls¢i, Diren¢ and Giilden Hatiboglu; and Memory and Nostalgia (2009) edited
by A. Silkii, Erdem and Patrick Folk. The first four volumes were published by the British
Council; the fifth one (New Cultural Perspectives in the New Millennium) was co-published
by ASAT and the two departments involved; and the remaining ones were published by Ege
University.

As can be seen from the titles (which are also the titles of the symposia), CSS was focused
at first on Anglo-American topics, and conducted solely in the medium of instruction of the
organizers, i.e. English.7 However, the Turkish element seeped in quickly. Papers on Turkish
themes found a place in the symposia, and subsequently in their proceedings—a state of
affairs that was only natural for a discipline such as cultural studies that is by definition
inimical to boundaries. Thus, an audience basically made up of Turks found themselves
listening to papers in English on purely Turkish topics. A case in point is the paper presented

the USA, and also served as Acting Chair of her department from 1997 to 1999, was adamant to her dying
days of not being an Americanist but a cultural studies scholar.

Five scholars, among them the writer of these lines, presented papers and films on Native Americans and
African Americans.

This first Ege symposium was organized by, besides ASAT and the Ege University Department of
American Language and Literature, the Department of English Language and Literature of that university,
with the British Council through Raw and the USIS (United States Information Service), as it was called
then, through contacts the ASAT presidency had among its officials, acting as sponsors, funding the trips to
Turkey of keynote speakers from their respective countries.

The biannual conferences and their proceedings feature, in contrast, papers/essays in Turkish as well.
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by sociologist Nuran Erol in 1999 on arabesk music® (see her “Arabesque Culture as a
Metaphor of the World in Turkish Society” in Dialogue and Difference). The discussion that
ensued, on a purely Turkish predicament, was conducted in English by Turkish participants—
and seemed incongrous.

It is basically to remedy this incongruity that a group of scholars got together in the fall of
the same year in Ankara to form a “Group for Cultural Studies in Turkey.”

3. The Group for Cultural Studies in Turkey / Cultural Studies Association (of Turkey)

As noted above, the formation of this group originated from the Izmir conferences, and
among its (eleven) members’ were several scholars who had been organizing and/or attending
CSS. The feeling that led to forming a group was that if cultural studies is to be pursued in
Turkey on matters to do with Turkish culture, it should be done first and foremost in Turkish.
One other consideration, conscious or not, may have been, although this was never openly
voiced, the wish to extricate cultural studies in Turkey from the monopoly of the British. To
my knowledge, none of the members, except for Laurence Raw perhaps, knew that the British
Council had terminated its courses. The webpage was there (and still is), apparently provided
by the British, with the ambiguous “Cultural Studies in Turkey” heading.

Almost all the members of the Group had had prior experience in associations, and the
general feeling at first was that this inter-university group could hold out without formalizing
its existence. This was without counting with the need to ask for funding. When The Turkish
Science and Technology Foundation (TUBITAK) started to give out funds for which the
Group could apply for its conferences, there was no way but to become institutionalized. Thus
Kiiltiir Arastirmalart Dernegi (KAD, Cultural Studies Association) was founded in March
2005, in Istanbul where Goniil Pultar, who had been elected Chair of the Group at its second
meeting in November 1999, had moved (see <www. kulturad.org>). As there was no radical
break from “group” to “association,” this essay will consider the activities of the two together
(see the chapter “Recognizing Difference: Interdisciplinarity and the Cultural Studies
Association” in Raw 2011).

CONFERENCES AND COLLECTIONS OF ESSAYS

The Group, which started meeting once a month, began its activities very modestly with a
two-day seminar, with solicited speakers and invited participants, on the subject of migration
in early summer 2000 at METU, organized by Group member Yildirnm Yavuz. It then
launched what was to become biannual conferences, with the one in Kemer, Antalya in fall
2001 entitled, as translated into English, “Modernity and Culture.” The book which came out

A type of music generated on the fringes of the mainstream, reflecting the woes of the migrants from rural
areas to big cities.

Besides Biiken (since then retired from Bilkent University), Kirtung, Pultar (since then retired from Bilkent
University, currently the president of KAD) and Raw (who moved to Baskent University in Ankara after his
job at the British Council was over), there were: professor of sociology Bahattin Aksit (at METU at the
time, now at Istanbul's Maltepe University), Central Asian studies scholar Cigdem Balim Harding (at
Manchester University at the time, now senior lecturer at Indiana University), Mutlu Binark (at Ankara's
Gazi University at the time, now professor of communication studies at Bagkent University), anthropologist
Emine O. Incirlioglu (since then retired from Bilkent University, currently KAD's vice-president), professor
of Turkish literature Talat Halman (Bilkent University, chair of the graduate Turkish Literature department,
and now additionally Dean of the Faculty of Humanities and Letters), professor of English language and
literature Himmet Umung (at Hacettepe University at the time, now head of the Department of American
Culture and Literature at Baskent University), and professor of architectural history Yildirnm Yavuz
(METU). Some of them have then become members of KAD.
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of it is Kiiltiir ve Modernite (Culture and Modernity), edited by Pultar, Emine O. Incirlioglu
and Bahattin Aksit (both Group members) and published in 2003.

This was followed two years later by the, as translated into English, “Cultures of Turks /
Cultures of Turkey” conference organized in the southeastern city of Van in 2003 jointly with
Yiiziincii Y1l University. The book to come out was Tiirk(iye) Kiiltiirleri (Cultures of Turks /
Cultures of Turkey), edited by Pultar and Tahire Erman (METU), and published in 2005.

It is as KAD that a conference was held in 2005 jointly with Ko¢ University (Istanbul)
entitled, as translated into English, “Identity and Culture.” Two books came out: Kimlikler
Liitfen: Tiirkive Cumhuriyeti'nde Kiiltiirel Kimlik Arayisi ve Temsili (Identities Please: The
Search for and Representation of Cultural Identity in the Republic of Turkey) in 2009, and
Agwr Gokyiiziinde Kanat Cirpmak: Sovyet-sonrast Tiirk Cumhuriyetlerinde Kiiltiirel Kimlik
Arayis1 ve Miizakeresi (Batting Wings in Heavy Skies: The Search for and Negotiation of
Cultural Identity in the Post-Soviet Turkic Republics, in press) on the occasion of the
twentieth anniversary of the fall of the Soviet Union, both edited by Pultar.

KAD also organized in Istanbul, in the fall of the same year (2005) a two-day seminar in
collaboration with the Heidelberg-based MESEA (Society for Multi-Ethnic Studies: Europe
and the Americas) entitled ““’Ethnic Identity?: (Trans)National and (Bi/Multi/Poly)Cultural
Aspects.” The book that came out of it, the collection of essays entitled /magined Identities:
Identity Formation in the Age of Globalization, edited again by Pultar, is forthcoming from
Syracuse University Press.

The next year, KAD organized another conference, in the city of Kiitahya (the ancient
Kotyaion/Cotyaeum) in Western Anatolia, in collaboration with the municipality of that city.
It was focused on a specific subject, “Idil (Volga)-Ural Studies” as translated into English, on
the culture of the ethnic groups of the Volga-Ural region (home to the three autonomous
Turkic republics of Chuvashstan, Tatarstan and Bashkortostan) within the Russian Federation.
The working languages of this international conference were Turkish, English, Russian and
Tatar.

The next biannual KAD conference, entitled “E/Im/Migration” took place in 2007 in Sile,
a suburb of Istanbul, organized this time with Isik University, boasting of a campus directly
on the sea in that popular sea resort town. It was followed in 2009 by a conference in the
Black Sea city of Zonguldak (famed for its coal mines), in collaboration with the Karaelmas
(Black Diamond) University in that city, entitled, as translated into English, “Black Diamond
2009: Media and Culture.” Its proceedings were published the same year as Karaelmas 2009:
Medya ve Kiiltiir, edited by Nurcay Tiirkoglu (Marmara University), a member of the
Executive committee of KAD at the time and organizer of the conference, and Sevilen Toprak
Alayoglu (Marmara University).

The last biannual KAD conference to date was organized on 8-10 September 2011 by vice-
president Incirlioglu. Entitled “Space and Culture” as translated into English, it was co-
organized with Istanbul's Kadir Has University and took place at that university (housed in the
buildings of a tobacco factory, in much the same way as the Norrkdping campus). Over 250
participants attended.

CULTURAL STUDIES PROGRAMS IN TURKEY

It is also in the fall of 1999 that cultural studies formally appeared in the country's
universities. Two graduate programs and one undergradute program were opened at that time.
They were followed in the coming years by the addition of a graduate component of the
undergraduate program, and the opening of two other graduate programs.
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Bilgi University
The privately-owned Bilgi University (established in 1996)'° opened an MA program in
cultural studies. The medium of education of this university is English, but the program is
announced as “bilingual” on its website (see “Program Structure” at its website at
<http://pages.bilgi.edu.tr/graduates/ma-in-cultural-studies/default_eng.htm>). It  features
among its faculty Kevin Robins from the U.K., and Turkish intellectuals such as Murat Belge
and Mete Tuncay, and the Armenian of Turkey Arus Yumul, as well as Ferda Keskin,
organizer of the 2006 Crossroads conference in Istanbul and later president of the Association
for Cultural Studies from 2008 to 2010.

The program has started publishing a cultural studies journal in 2011, the only one of its
kind in Turkey at present. The bilingual KULT appears at present as more of a review than a
purely scholarly journal, but with only one issue out, it is too early to make any judgment.

Bogazici University

The Department of Western Languages and Literatures at Bogazi¢i University, a state
university also with the medium of education in English,'’ opened an MA program in Critical
and Cultural Studies (<http://www.boun.edu.tr/Default.aspx?SectionID=652>). The faculty is
entirely made up of the department faculty, i.e. English language and literature and American
studies scholars, and “[s]tudents whose undergraduate degrees are not in English Literature
are required to take at least one elective course from the English Literature pool.”

Sabanct University

A third program, this time at the undergraduate level was opened simultaneously at Sabanci
University (also opened in 1996), whose medium of education is also English. Its faculty
features a few Westerners, among them the American Annedith Schneider who penned her
initial experiences in an essay entitled “The Institutional Revolutionary Major? Questions and
Contradictions on the Way to Designing a Cultural Studies Program in a New Turkish
University” (2002).12 The program is within the university's Faculty of Arts and Social
Sciences (FASS). As the website of that faculty indicates, it is “[d]epartment-free by design”
and “an interdisciplinary home to degree programs that range from visual arts and visual
communication design to cultural studies, social and political studies through conflict analysis
and resolution, economics and history” (<http://fass.sabanciuniv.edu/about/our-vision>). In
other words, the students enrolled in this faculty do not major in any particular discipline,
they receive a diploma in “arts and social sciences” at the end of four years.

In the fall of 2010 the Sabanci cultural studies program started a MA program with
“thesis” and “non-thesis” options. Ayse Oncii, the professor of sociology who chaired the
program until recently, said she had strived for years to obtain the graduate program as this

It was founded by Bilgi Egitim ve Kiiltir Vakfi (Bilgi [Knowledge/Information] Education and Culture
Foundation) established in 1994 for that purpose, but was sold later to the Laureate International
Universities Network (a company founded in 1998, with headquarters in Virginia, Maryland, USA).
Laureate has since been trying to turn it into a profit-making vocational college shorn of any academic
pretense, which means the future of cultural studies may not be too bright at that university.

Robert College, the first American educational institution (incorporating a secondary school and a school
of higher education) was opened in Bebek, on the Bosphorus, in 1863 during the Ottoman era. It was
allowed to remain functioning after 1923 when the Republic of Turkey was founded, but was then split in
the 1970s. A co-educational secondary school (Istanbul Amerikan Robert Lisesi) is still run by an American
board, but the higher education facilities and faculty in Bebek were turned over at the time to the Turkish
government who opened there the Bogazi¢i (Bosphorus) University.

On the subject of the cultural studies practice in Turkey as seen by another foreign scholar, both observer
and involved practitioner, see Raw's “The Practice of Cultural Studies in the Turkish Republic” (2004).
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would mean the cultural studies program was no more merely servicing the faculty, but was a
department in its own right (private conversation with the author on 10 September 2011 at
Kadir Has University, during the “Space and Culture” conference). Interesting are the
research topics MA students have chosen, listed on the website, which include:

* “Independent/alternative artist initiatives” in contemporary Istanbul

* Being a soldier’s mother in Turkey

* The Turkish sub-genre of military coup narratives

* Representations of “honor” among Turkish immigrant women in Berlin
* The politics of Kurdish children and youth in urban space

* Tourist gaze and tourist narratives in Southeastern Anatolia

* Relations to the Western literary canon in Pamuk and Rushdie

* Censorship on visual arts in contemporary Turkey.
(<http://cult.sabanciuniv.edu/program/graduate>)

Middle East Technical University

An MA program in Media and Cultural Studies was opened at Middle East Technical
University (METU), also a state university whose medium of education is English, in the fall
of 2002 (<http://www.mcs.metu.edu.tr/program>). The scope is narrower as it focuses on
various aspects of the media.

Sehir University

The Istanbul Sehir (City) University was opened in 2008 by a foundation (Bilim ve Sanat
Vakfi — The Knowledge and Art Foundation)." It started accepting its first students in the
academic year 2010-2011. It has opened a graduate program in cultural studies and has
collected scholars of caliber. Time will show how the program fares.

Problems Facing Cultural Studies in Turkey

With an active association regulary organizing biannual conferences and more; a(n other)
biannual conference already become traditional organized by a major state university;
graduate programs at four universities churning out each year new would-be scholars in the
field, another newly-opened graduate program that has started instruction, and a journal
devoted to the field that has started being published, cultural studies in Turkey appears to be
“all set,” as the American colloquialism has it. In fact, the truth is far different, and cultural
studies in Turkey is facing a number of problems that are summarized below.

Of course, cultural studies is currently faced with problems everywhere it is taught and
practiced, as was quite apparent from the many papers presented by European scholars at the
June 2011 ACSIS conference in Norrkoping. I try below to highlight those that are particular
to Turkey, that emanate from the characteristics of Turkish society. As will be seen, some of
these problems are intertwined. Some are important, some are less so, but together they hinder
the development of a much-needed perspective that only cultural studies can provide. I list
seven which I believe need to be debated upon, even if no solution is found for them in the
short term.

" This foundation has been established by the Ulker company, known for its ties to the government of the

Justice and Development Party (2002-present).
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l.

The lack of any “chair” in cultural studies. Although five universities carrying weight
in different ways in the Turkish academia have opened the said programs, there is at
present no “chair” in cultural studies. Academic promotion in Turkey runs thus:
universities hire Ph.D.s and will confer on them the title of “assistant professor” at
their own discretion. However, to become an “associate professor” (dog¢ent in Turkish,
from the German Dozent) a Ph.D., whether employed or not, is required to pass a state
examination after a certain period of time'* following the reception of his/her doctoral
degree. “Cultural studies” does not figure among the disciplines in which this
examination may be entered. Those teaching cultural studies courses, whether in the
above-mentioned departments/programs or in those not so named, pursue their formal
careers in those disciplines that are recognized (i. e. sociology, anthropology,
literatures in different languages, etc.). They would have adopted the cultural turn /
acquired a cultural studies approach during the course of this career; nevertheless it is
the demands of that career that take precedence at all times. Cultural studies is either
neglected or altogether abandoned. A case in point is the example of the above-
mentioned Raw who was one of the first ever instructors in cultural studies in Turkey:
by his own confession, he turned to film studies and adaptation studies when the
British Council ended its cultural studies courses (e-mail message to author, 26
August 2011).

Confusion in the terminology. There is moreover the issue of terminology: “cultural
studies” is translated into Turkish in various ways. From the beginning KAD adopted
kiiltiir arastirmalari, a noun phrase formed according to long-established Turkish
language rules; the five universities employ the adjective kiiltiirel where the suffix -el
is for Geoffrey Lewis (1920-2008) an imitation of the French culturel (2009: 124),
which apparently sounds more “Western.” For studies, in opposition to KAD's
arastirmalar(1), Sabanci, Bogazi¢ci, METU and Sehir employ ¢alismalar, while Bilgi
uses incelemeler. These words all mean “studies” and are alternately used at all times,
with, however, arastirmalar first of all meaning researches, ¢alismalar first of all
meaning works, and incelemeler first of all meaning examinations."> This situation
creates a cacophony of a sort, as no one central fulcrum can be established. Bogazigi
University and METU offer degrees in one aspect each of cultural studies, and the
other four (KAD and Bilgi, Sabanci and Sehir universities) are apparently doing
different things, neither one wishing to seem to defer to any of the other(s).

The mis/use of “culture” as a term. The above-mentioned two problems may be seen
to do with form. There are also problems with deeper ramifications. One has to do
with the term culture itself. The word frightens because so much material that is
purely political has been and still is presented as “culture” by ideologues of various
hues in the country. Consequently, the man in the street tends to consider “culture” to
herald subversive agendas, to be a veiled synonym e.g. for Kurds, or for some other
“subversive” topic. The layman's attitude finds itself reflected in gatekeepers' behavior

The period depends on the legislation in force.
The American Studies Association of Turkey, known by its acronym ASAT, established in 1988, is called
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in Turkish “Amerikan Etiidleri Dernegi” where etiidler (a Turkish word derived from the French études) is
employed for studies. It is interesting to note that the sensitivity developed since then concerning language
has been such that the blatantly foreign sounding etiidler, which would have prevented any terminological
confusion, is out of consideration for all parties concerned.
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when e.g. allocating funds, deciding on the publication of texts or allowing for the
organization of functions.

The “frightening” objective of cultural studies. On a more intricate level, it is the
objective proper of cultural studies which frightens laymen and officials alike. As is
known, just like with women's studies, the aim of the discipline of cultural studies is
not merely to do scholarship but to reach the community, as cultural studies also
inheres political criticism and activism, In other words, the work done should ideally
be directed towards a political project, towards an improvement of the power relations
that are taken up (i. e. questioned, criticized—denounced and decried, if I may put it
more bluntly). The “overt political engagement” of cultural studies (Schneider 2002),
is near to impossible in Turkey, as such a stance is immediately seized upon as
anarchism or terrorism. Academics in Turkey have generally been “expected to stay
out of politics,” as Schneider puts it, or else leave academia to pursue directly a
political career.

The language divide. Cultural Studies in Turkey is characterized by a phenomenon:
there is a pronounced “divorce” between “Anglophone” Turkish scholars and “merely
Turcophone” ones. Western-educated Turkish scholars teaching in English-language
media universities dwell in a world of their own, and have no time or interest in
anything published in their subjects of specialization in Turkish, especially as most of
these publications are “wanting” in APA or MLA rules. The disdain appears
reciprocal, as scholars publishing in Turkish, whose professional formation is
basically turcology (which embodies various branches of Turkish studies), tend to
consider the authors of publications in English mostly ill-equipped to tackle such
subjects. They consider moreover the publications themselves, when they are able to
read them, as more often than not demonizing Turks and Turkey. As long as there is
this rift, cultural studies in Turkey cannot develop adequately. I believe this is the
most important hurdle cultural studies of Turkey in Turkey needs to overcome.

The abundance of material. As mentioned earlier, cultural studies knows no
boundaries, and any scholar, whether a Turk or a foreigner can do research on any
topic. The fact is that there is a lot of material that has remained untapped that needs to
be seen to descriptively, to start with. So, many scholars who would be doing cultural
studies are distracted by this material that needs to be dealt with traditionally. Put in
another way, one cannot start work on criticizing museums (questioning their
particular display of material, etc.) when studies on how museums should be
organized have not been fully developed first.

One problem that is not discussed enough is the Turkish predicament of being both the
hegemon and the subaltern. Depending on their political stance, scholars will adopt
either one or the other view, but that is seldom the whole picture, so something is
always missing, and the work ends up being not totally satisfactory. Those writing in
English see Turkey as a Third World country and consider Turkish society in like
manner, while those writing in Turkish start from the premise of the “glorious past.”
Both attitudes may be justified in different cases, but the existing dichotomy is
detrimental to the development of cultural studies in Turkey.

126



CONCLUSION

Cultural studies started in Turkey in the 1990s as a soft colonial project on the part of the
U.K. couched as British Council activities. It was utilized in turn by the USA operating
through its USIS office (since then become the office of the Cultural Counsellor of the US
embassy in Ankara), especially through the annual American studies conferences it organized
in “collaboration” with ASAT (whose foundation it had instigated), not only as a function of
its propaganda machine, but also for its ulterior motives: the writer of these lines remembers
many an American studies conference wrap-up session during the 1990s where suddenly the
“Kurdish issue” flared up, seemingly out of nowhere, without even the aid of “transitional”
terms indicating a comparison could be made with such and such American issue.

Reclaimed soon enough by Turkish scholars themselves, cultural studies developed over
the years in Turkey, but encounters today a number of problems it needs to cope with if it is to
develop further. Humanities and social sciences have been undervalued for long in a society
that is trying to catch up on the Industrial Revolution. So, an offshoot such as cultural studies
naturally also possesses a low status. Grants and funds easily available for “science” subjects
are inexistent for humanities and social sciences, and consequently for cultural studies.
However, what is particular in the case of cultural studies is a graver matter. Whether cultural
studies is and should remain merely an approach or whether it is and should be a full-fledged
academic discipline is an ongoing debate even in those Western centers where it first saw the
light. Be that as it may, it is a fact that in Turkey an academic cannot pursue a career in
cultural studies. Attracted at first by the intellectual challenge it offers, many bright young
men and women soon seek fame and glory elsewhere, and they cannot be blamed. Turkish
society rests on power, not achievement, and pays great importance to hierarchy and titles.
The Ottomans, from whom evolved present Turkish society never instaured hereditary titles;
titles—of whatever character—need to be earned, and quickly, during one's own lifetime.
Thus all academics doing what would be defined cultural studies make sure their work also
suits the (mostly rigid) requirements of other, well-defined disciplines—which is more often
than not the loss of cultural studies. As Schneider points out, even students themselves “show
little inclination to take a course of study that, to their eyes, does not lead to a career” (2002).

Moreover, cultural studies in Turkey possesses a heterogenous character. One reason
seems to be that it seems to follow a two-track path, as an apparently unsurmountable rift
exists between those practitioners of it doing academic work in English, and those doing
academic work in Turkish. The two “sector’s are to a great extent uncognizant of each other's
work, so there is no adding up, no accumulation of scholarship. KAD was born out of the
necessity of doing cultural studies in one's mother tongue, of examining everyday life in the
everyday language of Turkey,'® and of coining terms that were until then inexistent. Yet those
academics teaching in English-medium universities have been shunning it for the very same
reason.'” Turkish seems the “vulgar” language as opposed to their “Latin”; and also, because
their abstraction has been in English, they find it bothersome to have to translate or to coin
new terms. Furthermore, those teaching in English-medium universities need to continue to

' It eventually did introduce English partially as a working language, as foreign scholars working on Turkish

subjects who were not in full command of Turkish yet wished to attend the conferences it organized started
sending abstracts .Those young Turks of Germany who were born in Germany and did not know academic
Turkish were also allowed to present their papers in English. In 2005 (at the “Identity and Culture
conference), the plenary lectures given by Jacob Landau and Geoffrey Lewis (on pan-Turkism and the
Turkish language reform respectively) were translated simultaneously for the participants. In 2011 (at the
“Space and Culture” conference), when Edward Soja and Setha Low spoke in English, the funds allocated
by TUBITAK were insufficient for (the high-priced) simultaneous translation, but no one in the audience
objected.

Annedith Schneider of Sabanci University is the only one so far who has become a KAD member.
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do work 1. e. to publish in English, as in order to be promoted in their universities they need to
be figured in journals indexed in the USA.'® Which automatically prevents any accumulation
of knowledge and scholarship in cultural studies in Turkey. This covert neo-colonialism of the
Western-educated mind is overlooked in the current discourse on globalization, and the
implementation of such projects as the Erasmus program which assumes that all instruction
under the sun may somehow be conducted in English.

One practical result is that those scholars who may not know English never get to benefit
from the scholarship in English on their subjects, thus never become truly cognizant of the
“cultural turn” and continue their production of theory-free work—for which there is more
than abundant untapped material, as mentioned above. Yet the bulk of material that is the
subject matter of potential cultural studies work is in their possession, so to speak. Most
Western-educated academics teaching in English-medium universities are not graduates of
Turkish history or literature or related subjects. They only bring the method, and of course the
theoretical framework that is the basis of their work. But again, this theoretical framework is
founded on Western theoreticians' ideas, and what they propound is not always relevant to the
Turkish situation (see Pultar, “Kiiresellesme Caginda Ezberler Bozulurken: Tiirk(iye
Kiiltireleri ve Kuramsal Cerceve Arayislar’” [As Received Wisdom is Being Shattered
During the Age of Globalization: Cultures of Turks / Cultures of Turkey and the Search for a
Theoretical Framework] for a treatment of this and related issues).

Yet a more important point is that these ideas do not emanate from within, and so do not
reflect the predicament (of e.g., being both “hegemon” and “subaltern,” as discussed above).
There is as yet no cultural studies textbook in Turkish, nor perhaps is there any need for one.
The five universities where it would/could be used as a regular student textbook are all
English-medium universities. These universities all stress the interdisciplinay nature of
cultural studies and the need for the students to acquire a critical, questioning stance.
However, their main concern is, as I already co-wrote with Kirtung, “training the students in
the theories of the major figures of Anglo-centric cultural studies (with that of the ubiquitous
French as part of its corpus) to allow them to 'perform,’ namely, do research, teach,
participate, in the international academic arena, as masterfully as all other international
scholars” (Pultar and Kirtung 2004), rather than forging Turkish cultural studies / cultural
studies of Turkey. It is as if they have all been vested with cloaks of neo-colonization in
which they are warm and cozy, cloaks that allow them to confront the chill of globalization on
the same “platform” with Westerners.

On the other hand, many books by sociologists such as Gole, Serif Mardin and Nermin
Abadan-Unat, as well as by various scholars on media and communication that could easily
be labeled cultural studies are categorized as texts of sociology, literature, etc. because of the
rigid departmentalization that rejects interdisciplinarity, and does not recognize cultural
studies on par with those conventional disciplines.

In the meantime Turkish society is changing fast. It is changing fast in the twenty-first
century and requires analysts and theoreticians to make sense of the transformation, at a time
when the radical alterations brought about by the Kemalist revolution and the establishment
of the Republic in the twentieth century have not yet been sufficiently analyzed and put into
perspective. The necessity of shedding the neo-colonized mantle, however cozy it may be, of
moving beyond titles and labels, and doing substantial cultural studies in Turkey remains an
acute issue.

' The extreme in this conduct is probably that of Bilkent University in Ankara which does not deem

publications in Turkish by its faculty worthy of consideration, and so does not list them on its website.
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The paper focuses on the nationalisation of history and changes in memory
politics of Ukraine after the dissolution of the Soviet Union. The questions of
history re-writing and re-evaluating is endemic to transitional societies. The very
possibility to approach certain events is a direct consequence of freedom of
speech that followed the disintegration of the socialist bloc. As a case study the
paper scrutinizes new conceptualisations and interpretations of history of the
WWII with a special focus on Ukrainian nationalist movements that acted in
Western Ukraine in 1929-1956: the Organization of Ukrainian Nationalists and
Ukrainian Insurgent Army. There have been constant attempts to place the heroic
narrative about these movements into the core of a national history, yet this
narrative failed to cross the invisible walls within Ukraine and the narrative
purposed for the whole nation remains regional in its significance. The paper is to
fill the gap in an existing debate and to show how complex the memory work is in
the modern world. A lot of interferences on international, regional, and local
levels make the representational take-over of a state-sanctioned view on history
more difficult and complex. While the facts about the above-mentioned
movements and their leaders were silenced and misrepresented under the Soviet
rule, there are traces of new mythologization of these movements nowadays. This
study analyzes politics of history in the post-soviet Ukraine as it is realized
through erection of new monuments.
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MEMORY OF THE PAST AND MEMORY FOR THE FUTURE: HISTORY
ON THE CROSSROADS OF NATION-BUILDING

Following the disintegration of the Soviet Union and establishment of the independent state,
Ukraine started the process of nationalization. This paper aims to investigate one aspect of
this process - the nationalisation of history. National history hardly develops without any state
support. This is well demonstrated in the example of Ukraine. The endeavours of intellectuals
to nationalize history in the 1980s did not reach the higher - truly national — scale. The same
can be added for the Diaspora and émigré scholars who preserved a national canon but whose
works did not have a deep influence inside Ukraine before it became a sovereign state. In
order to become national, a particular representation of history has to be promoted through the
nation-wide channels: education, popular culture, commemoration, rituals, national calendar,
etc. Because of the institutional system only a state has an access to all of these channels.

In her meticulous study of the Ukrainian nation-building Catherine Wanner noted that as it
was in other former Soviet republics, nation-building in Ukraine involved converting
nationalist ideology of respective titular nation into institutionalized culture which, in its turn,
is perceived as an essence of the national identity'. In the midst of nation and state-building
processes Ukraine has held a shilly-shally tempo in carving its own way of ‘multi-vector’
politics that was so rigorously defended by the second Ukrainian president Leonid Kuchma
(presidency 1994-2005). Famous or infamous, the ‘multi-vector’ politics has been
characteristic - to smaller or larger degree — during the whole period from 1991 up to the
present to all the spheres of the state politics, whether it refers to education, international
relations, or language policies®. This opacity and ambiguity also penetrate politics of history.
A result of such politics remains obvious: it proliferates uncertainty and serves a fruitful
ground for conflicts that can be frozen and un-frozen when needed, on the other hand it also
serves as a ground for multi-vocal representations of the past on the local level since the lack
of institutionalisation allows more space for grassroots memory work.

The present study involves questions of collective memory, or rather memories, since
national history tends to select only certain memories of a certain group which are purposed
to form a truthful and legitimate picture of the past for the whole nation’. Key questions in our
investigation are which and whose memories are thematised and promoted as ‘national’?
What meaning is ascribed to national identity through framing of national historical narrative?
What do the new ways of remembering tell us about national identity formation? What
political messages they transmit? Which memories are activated for remembrance and which
are forced out from the memory space? Finally, these questions will lead us to further and
deeper questions of relationship between individual and collective, suppressed and promoted,
experienced and learnt memories, or to use Pierre Nora’s wording, ‘true’ and ‘ingrained’
memories*, or in Jan Assmann’s terminology, communicative and cultural memories’.

I see struggle of different representations of history in nowadays Ukraine as a struggle of
communicative memory of certain communities to become cultural memory of a whole
nation. Communicative memory is shared and transmitted within a social group defined by

Cf: Wanner, Catherine: The Burden of Dreams: History and Identity in Post-Soviet Ukraine, The
Pennsylvania State University Press, 1998.

Kulyk, Volodymyr: Constructing Common Sense: Language and Ethnicity in Ukrainian Public Discourse,
Ethnic and Racial Studies, vol. 29, no. 2, March 2006.

Cf. Nora, Pierre: Between Memory and History: Les Lieux de Mémoire, in: Representations, No. 26, Spring
1989, pp. 7-24.

4 Ibidem: p. 13.

Assmann, Jan: Das kulturelle Gedachtnis: Schrift, Erinnerung und politische Identitat in frihen
Hochkulturen, Munich: Verlag C.H.Beck 1992.
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common memories of personal interaction through the means of verbal communication. It
covers a relatively short span of time: from 80 to 100 years (Assmann 2008, 117).
Communicative memory is an unstructured type of memory due to the fact that everyone
takes part in the interaction where autobiographical memories are being communicated
(Assmann 2008, 111). Communicative memory seldom leaves material traces. In contrast,
cultural memory has a more differentiated and exclusive character. Not every member of the
community can influence the content of cultural memory. It is intrinsically related to power
and tradition. Hence it covers a much longer period of time than communicative memory. In
contrast to communicative memory, cultural memory is encapsulated in material culture.
National archives would be a most illustrative example of reservoirs of cultural memory.

In the first half of the 20™ century Maurice Halbwachs wrote: “society tends to erase from
its memory all that might separate individuals, or that might distance groups from each
other’’. What the beginning of the 21* century in Ukraine seemingly demonstrates, though, is
the unwillingness of Ukrainians to ‘erase from their memory all that might separate
individuals’ and the willingness, instead, to remember some of the things that divide.

Maybe it is the only way of doing memory politics in the society that strives to build
functional democracy by giving voice to every group and hearing all the silenced and
subaltern voices?

This question is related to the democratisation of history, where history is perceived as
plural in contrast to monoist history in totalitarian societies.” In this respect, politics of
memory is regarded as a litmus test for the preparedness of the state to transformation from
totalitarian view on history to plural histories without necessarily heroic glorification and
‘monumentalisation’ of the past. Such a pluralistic view on history gives a chance to build an
inclusive nation based on the principle of ‘everyday plebiscite’, to use Renan’s metaphor,
whereas the people are aware of both heroic and barbaric deeds of their ancestors but this
knowledge does not prevent them from envisioning their common future.

Rapid changes in society that followed the dissolution of the Soviet Union opened a
Pandora box stuffed to the brims with contradictory memories. Since history is very sensitive
issue that easily resonates in hearts of people, the politicians of all political hues are eagerly
using it. In Ukraine, where the political programs of the parties are almost the same, history
replaces the agendas the people vote for. The presidential elections in 2010 in Ukraine
illustratively demonstrated this: the discussions in media did not go around the political
programmes of the main candidates, they were going around the debates whether Stepan
Bandera (the OUN revolutionary leader) is a hero or not, since the last presidential decision of
President Viktor Yuschhenko was to grant the posthumous Order of Hero to Stepan Bandera.
Moreover, Viktor Yushchenko considered history per se as one of his main gains during the
presidency. History sells; hence it is a good political economy to use it.

Halbwachs, Maurice: On Collective Memory, ed. Translated and with an introduction by Lewis A. Coser.
Chicago and London, 1992, p. 182

On ‘monoism versus pluralism’ in totalitarian and democratic societies see: Kattago, Siobhan: Agreeing to
Disagree on the Legacies of Recent History. Memory, pluralism and Europe after 1989, in: European
Journal of Social Theory, n0.3/2009, pp. 375-395, pp. 387-391.
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The presidential election campaign 2010. The billboard with Yushchenko’s portrait reads:
“Own history. We have gained!” Photo: Yuliya Yurchuk.

Nationalisation of history in Ukraine has multifaceted effects: on the one hand, liberation of
historic studies enables the research of silenced topics and significantly broadens the scope of
historical knowledge; on the other hand, nationalization of history often succumbs to
silencing the topics which can denigrate the picture of the national past. Ukrainian elites as
well as some theorists of nationalism consider the coherent history as a necessary element for
a nation’s existence; that is why so much effort is made to forge a coherent and glorious
picture of the past. At the same time, these efforts reveal the deep-rooted legacies of the
Soviet historical tradition which are still present in the Ukrainian historical culture. The
Soviet legacy becomes most evident when we approach the ways in which the politics of
memory in the independent Ukraine is fulfilled on a state, regional, or group level. The main
feature of the Soviet legacies in memory politics is a monistic view on history that promotes
only one view on history and adheres to one doctrine. In this regard, Marxism-Leninism was
replaced by nationalism. Another characteristic feature is a strong belief in a given destination
of history and its instructive function. In such a teleological tradition history is seen as a
predestined to reach a certain purpose. In the Soviet canon the history of Ukrainian Soviet
Republic was subordinated to the final goal of the “re-unification” of Ukrainian people with
their ‘older brother’ — the Russian people. In the Ukrainian national tradition of history-
writing this final goal is substituted with a new one: the final goal here is national liberation
and independence.

Hence, the process of construction of ‘new’ memories is influenced by the old legacies.
Moreover, ‘new’ history is not a mere replacement of the Soviet memories with the Ukrainian
ones; it is rather a continuous and a complex process of re-writing that involves
deconstruction, re-construction and replacement of old conceptualisations and interpretations.
Furthermore, the process of deconstruction has a two-fold nature. On the one hand, a process
of deconstruction is aimed to shape a modified collective memory that would include “blank
spots” which were silenced or misrepresented in the Soviet historical culture. This
deconstruction is institutionalised through the memory politics in educational and cultural
policies on the all-national level. It aims at a coherent picture of the past that is called to
legitimize the nation. Generally, the process of deconstruction is intensified by three main
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factors: 1) local and regional identity politics (both on administrational and grassroots levels),
2) international relations politics/geopolitical situation and 3) simultaneous existence of
contradictory representations of history on the whole territory of the state and in the media,
blogs, internet forums, literature, films, TV series, broadcasts, news, etc. of both national and
foreign production.

PRESENT HISTORICAL CONCEPTUALIZATION OF OUN AND UPA IN
UKRAINE

As it was shortly stated above, the aim of the Ukrainian history as understood in the national
canon has always been a struggle for national liberation. In this understanding of national
history, the Ukrainian nationalist movements and organisations of the beginning of 20"
century are conceptualised as decisive nodes of Ukrainian history that had set foundation for
Ukrainian statehood. The UPA struggle is embedded into the national history as a
continuation of the Cossack liberation wars against all the enemies of the Ukraine, be it Poles,
Turks, or Russians. By the same token, the Organisation of Ukrainian Nationalists (OUN) and
Ukrainian Insurgent Army (UPA) are represented as liberators of Ukraine from two main
evils of the 20™ century - Nazism and Communism. To put it concisely, the UPA is
conceptualized as the closest approximation to a national army; the OUN and UPA activities
are perceived as a liberation movements fighting for the independence and liberation from the
two occupant regimes; consequently, both the OUN and UPA ensure the continuity of
national struggle for independence and function as constitutive part of the new grand narrative
where raison d’étre of Ukrainian history is a permanent struggle for liberation. The scheme
published by the Ukrainian Institute of National Memory demonstrates the lineage of
liberation movement generally as it is accepted by the Ukrainian historiography and as it is
taught in history textbooks. Grand narrative treats the independence as a result of a glorious
struggle and tracks the genealogy of the national independence from the (1) national revival at
the beginning of XX century through (2) national revolution in 1917-1921 to (3) the armed
clandestine struggle of Ukrainian Liberation Organization (UVO) and OUN in 1920-30s to
(4) the struggle of the UPA and the armed underground OUN in 1940-50s through (5) the
dissident movement of 1960-80s up to (6) national-democratic movement at the end of 1980-
90s and finally up to (7) the proclamation of the Act of Independence on the 24 August
1991°%.

HalliOHAJbHA Hauionansne JIMCHIEHTCHKHIA coporeba YITA

DEBOJTIOLL Bi wx 1960— Ta 30poiHOTO
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¥ Vjatrovych, V.. UPA: Slid v istorii, The  Institute of  Ukrainian = Memory,
http://www.memory.gov.ua/ua/455.htm. See also a popular book Vjatrovych V., Zabilyj R., Derevjanyj 1.,
Sodol P. (eds): Ukrajinska Povstanska Armija. Istorija neskorenyh, 2™ edition, Lviv, 2008, that
summarizes the documents and extensive commentaries to the exhibition Ukrajinska Povstanska Armija.
Istorija neskorenyh (“UPA: The History of the Unsubdued”) which was organized in 2008-2009 by the
Sluzhba Bezpeky Ukrajiny (Security Service of Ukraine), Center of Research of Liberation Movement in
cooperation with the Ukrainian Institute of National Memory.
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Therefore, the history of OUN and UPA occupy important place in the narrative of liberation
and serve as cornerstone of the liberation struggle that finally led to the independence. By
such a conceptualisation two crucial conclusions are possible: the uninterrupted struggle for
liberation is ensured and interpretation of the Soviet rule as the occupation is justified.
Should the period be dropped out of the outlined scheme, the whole construct of national
history would shatter and its main stance— struggle for liberation — would be weakened. Thus,
thematisation of this period in the Ukrainian historical culture very often takes on the myth-
making functions. Although opening up of history of the OUN and UPA was supposed to fill
in the ‘blank spot’ in history of Ukraine and to shed light on the topics which were silenced
by the Soviet historical culture, this aim has not been reached. The conceptualization per se of
the OUN and UPA as a cornerstone of Ukrainian liberation sets limitations to historical
representations of these themes. As an integral part of the liberation movement the history of
OUN and UPA can only be glorified and celebrated. This involves silencing and suppressing
deeds which do not correspond to the glorious picture, as mass killings of Poles by the UPA
soldiers in Volhynia in 1943, or partaking of UPA soldiers in killings of Jews. The need in
glorious past and, consequently, the conceptualisation of history of OUN and UPA in
accordance with this need results in externalization of communism and fascism as some
foreign evils and depicts the Ukrainian people as victims who fell prey in the name of their
cherished dream — that of the independence of Ukraine. Moreover, as the history of OUN and
UPA refers to the past of only a part of the people of Ukraine — those who live on its western
territory, its conceptualisation as the all-Ukrainian liberation movement succumbs to over-
generalisations and misrepresentations that were characteristic to the Soviet historical culture
that glorified the vast participation of Ukrainian people in ranks of the Red Army and
underestimated the number of those Ukrainians who were in ranks of the UPA. In general, the
total area involved in the insurgent movement in 1944 was made up of 150,000 square
kilometres where nearly 15 million people lived. It was approximately a quarter of the present
Ukrainian territory. On the rest of the area of the present day Ukraine the insurgency was not
popular, the Red Army was seen as a force that could overthrow the Nazi enemy. These
differently experienced ‘pasts’ still divide the perceptions of the war among the population
and form the ways of remembering. Taking into account these differently experienced pasts
there is no wonder that the confrontation in perceiving the past still exists. Can this
confrontation be overcome? The question rather is whether a nation which is in the midst of
process of its formation is ready to deal with history only as the time bygone without
succumbing to its mythologizing and sense-giving nature and giving orientation to the future?
Even nations with long-lasting nationhood and statehood are not ready for such an enterprise,
not to speak of nations that achieved their statechood comparatively recently. Thus, the
confrontation and conflict seem to be endemic for a nation whose members’ memories are
divided by the experienced past.

In my discussion further discussion I will outline how new memories of OUN and UPA
were promoted by the memory politics in the period 1991 up to the present.

MEMORY POLITICS IN UKRAINE 1991-2010

Presidents Leonid Kravchuk (presidency 1991-1994) and Leonid Kuchma (presidency July
1994 - January 2005) took up Ukrainian national historiography based on Hrushevskyi’s
conceptualisation which was banned in 1930s but which was adhered to by the Diaspora. The
outcomes of their memory politics became visible in changes of curricula, toponymes,
alteration of national calendar, in replacing Soviet era monuments (mostly to Lenin) with
monuments to Ukrainian national heroes. In some cities, the monuments to Lenin remained,
although, they were shifted from the central sites to remoter streets. These alterations have not
resulted in alterations of rituals, though. So, if in the Soviet times just married couples laid
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flowers to Lenin’s pedestal, the in the independent Ukraine they lay flowers to the
monuments of Shevchenko, a Ukrainian 19" century national bard. At the Soviet times the
portraits of Lenin decorated each official’s office and even classroom, now this ‘decorative’
function in the office is superseded by the portraits of the president or the prime-minister
whilst in the classroom the portraits of Shevchenko or Lesya Ukrainka (Ukrainian poetess)
are more frequent. Such a continuation of tradition reveals a deep incorporation of the Soviet
