
TOU WORKS
TOU WORKS IS A SERIES OF NEW-ART-
PRODUCTIONS AT TOU SCENE, CENTER 
FOR CONTEMPORARY ARTS, STAVANGER, 
NORWAY.

The first projcet was called TW1 and 
invited artists to make work along 
a spesific route connecting the city 
centre to the the east part of town. 
Through an open call, selected art-
ists was offered a 10 days research 
period developing work in Stavanger 
followed by a 5-day showing/event.

The artists will be sharing their 
process and working methods during 
the workshops and participate in 
performance actions, lectures and 
seminar as a shared process. Each 
artist selects a site that will be 
negotiated with the curators and 
the local residents Private homes, 
shop windows, the public restrooms 
of the old square, a street corner 
and a bush can all become hosts for 
artistic triggers and the work be 
everything from alternative road 
signs, ephemeral shops/temporary 
cafés, people as places/sites, walk 
in cinema etc. Work can result in 
installations, interactions, sound 
pieces and live work, the sky is 
the limit.

CURATORS

Anne-Marte Eidseth Rygh (N): Per-
formance artist and curator. Proj-
ect manager of artist residence and 
lecturer of art theory. 
www.annemarte.wordpress.com

Johanna Tuukkanen (FI): Founder/
artistic director of the ANTI – 
Contemporary Art Festival, Kuopio. 
Artist in the fields of performance, 
live art and contemporary dance. 
www.tuukkanen.net

PARTICIPATING ARTISTS TW1:

Mariela Limerutti(AR) 
Kjetil Røed(N)
Christian Gauss(DE)
Moritz Groba(DE) 
Annie Sprinkle(USA)
Elisabeth Stephens(USA)
Elaine Kordys(UK)
Trond Kasper Mikkelsen(N)
Simona Ferrari(IT) 
Sigrun Vik Olsen(N).

SEEDS

Torunn Larsen(N)
Mona Orstad Hansen(N)
Helge Olav Øksendal(N) 
Ingouf Vincent(FR)
Nils Thomas Økland(N)
Rune Aase(N)

WORK GROUP

Nils Henrik Asheim
Anne-Marte Eidseth Rygh
Kenneth Varpe
John Øivind Eggesbø

PRODUCER 

Tou Scene v/Geir Lindahl



music, perhaps go to Idsøe to buy 
choice cuts of meat. My family was 
part of Stavanger’s bourgeois ma-
jority in the 1970s and ‘80s, even 
though we lived in a row house on 
the outskirts. Stavanger has for 
many decades, and at least for my 
35 year old life, generally been a 
blue bourgeois city. This doesn’t 
mean that there have not been al-
ternative or radical environments, 
poverty or social need; it only 
means that in our city the bal-
ance between the classes has been 
uneven. We cannot compare with Liv-
erpool, or, for that matter, Oslo. 
The majority of the city’s youth 
grow up with more experiences of 
wealth and prosperity than those 
who grow up in working class areas 
and radical environments. 

In the 1970 and ’80s Stavanger’s 
bourgeois character was even stron-
ger than today, and distinctions 
were sharper between the city’s 
various geographical areas. I re-
member well that there were ar-
eas we were not supposed to vis-
it. I cannot remember who gave me 
these prohibitions or how strong 
the warnings were, but I can re-
member the fear and excitement as-
sociated with this hell on earth, 
Pedersgata. What lurked in this 
street of apocalypse, alcoholism, 
AIDS and violence, I don’t think 
I knew, but it was hell, something 
that was confirmed by the area’s 
nickname: ‘The Heat’. I remember 
imagining this suffocating heat – 
because it is also easy to forget 
that childhood is a few percent 
realism and the rest is imagina-
tions – yes, I imagined this boil-
ing heat down on the east side; 
workers sweating away and kicking 
the shit out of their wives, drink-
ing themselves half to death every 
night, the terrible heat that only 

THE ROAD TO HELL
Tore Renberg: Norwegian author, 
musician and literary critic liv-
ing in Stavanger.

When I was young, and I was for a 
long time, the road to hell went 
through Pedersgata. It’s easy to 
forget the duration of a childhood. 
It’s colossal and voluminous, some-
thing that becomes particularly 
strange if you see it in relation 
to who owns it; the child, right? 
That something so little, so poor 
in experience, should be the owner 
of something so mighty, seems al-
most irresponsible. 

Childhood has a seemingly bound-
less timeline and while you’re in 
it, it seems never to stop, in con-
trast to the experiences you tend 
to have later in life, when every-
thing ceases almost the moment you 
experience it, often because expe-
riences have become so predictable 
that resignation sets in. The time 
when the road to hell went through 
Pedersgata, I was in childhood, and 
it’s easy to forget how new and 
intense and present childhood is 
for the one who owns it every day. 
For it is not merely mighty, it is 
omnipresent; the one who owns it, 
the child, never escapes it. To the 
contrary; the child is in the cen-
tre, he or she can never lay aside 
childhood – but what does childhood 
do? It shines with first time expe-
riences, day in, day out, and all 
through the night. Each day child-
hood bring new things to its owner, 
shiny metal and strange emotions, 
and says ‘This is yours! This you 
need to understand, now!’ 

Back when Pedersgata was the road 
to hell, I was the owner of my 
own childhood, the one I lost and 
speculate over – and it was scary 
that hell had manifested itself in 
my city. The same city I went to 
on Saturdays to go to Bolla and eat 
sweet buns with mom, perhaps go to 
Ruud’s in Kirkegata and buy sheet 

exists in hell. The reason that I, 
a kid from the bourgeois and from 
Madla, had any contact with this 
area whatsoever was because of my 
great grandmother, who lived in the 
block at Blåsenborg, and because 
of the second hand shop at Løk-
keveien. The second hand shop was 
a quasi-cultural centre relatively 
and close to Pedersgata. My parents 
could allow me to frequent it be-
cause I was buying something that 
could be read: comic books. And my 
great grandmother, poor thing, she 
was living at Blåsenborg, and it 
was terribly sad that she could not 
find a finer place to live. But fur-
ther into Pedersgata I never went. 
I visited my great grandmother at 
Blåsenborg and I visited the sec-
ond hand shop. And from these loca-
tions I looked down this mythologi-
cal street. As I grew older these 
restricted ideas and mythologies 
underwent change and the abstract 
notions of hell were challenged 
as I got to know new things about 
my city. It is always boring, and 
sometimes sad, but often neces-
sary, when myths are exposed; hell 
wasn’t really lurking at the end 
of Pedersgata. It was largely a fi-
nancially impoverished area, yes, 
but it had cultural, historical and 
human diversity. A lot has changed, 
some things stay the same. I now 
have an office at Tou Scene, one of 
Pedersgata’s end stations. 

Tou Scene likes to regard itself as 
open and generous, but for the ma-
jority of Stavanger’s inhabitants, 
who are still largely bourgeois, 
Tou is still synonymous with a cul-
tural hell of experimental noise, 
rock and roll and far-fetched per-
formance art. For some of my col-
leagues and I, it is a paradox that 
we now find ourselves here, and that 
this part of the city is experienc-

ing a cultural growth we embrace. 
When we were young we feared this 
place. We were told not to go here. 
But as time went by we became cu-
rious, then fascinated by it. Then 
we made friends with people liv-
ing here. We saw that their way of 
life was different than ours; their 
homes were not as tidy, the parents 
weren’t home for dinner at 4pm, and 
we created new ideas about a free 
and healthy life, new mythologies 
of companionship, creativity and 
kindness. And so we bourgeois youth 
wished ourselves out of the bour-
geois restrictions. And finally, we 
wanted to have our studios, our of-
fice and our workspace in what used 
to be hell. 

But we do not live there. 
That point has to be clear. 
We live at Gausel,
we live at Madla, 
we live at Våland. 



The workshop took place within 10 
days where the artists met each day 
and worked on their ideas. We made 
a library of shared information, 
asking the artist to bring a couple 
of books by their own choosing and 
display at a bookshelf at the loft 
of TOU SCENE to make a point for 
inspiration and building referenc-
es. We made dinners for eachother 
as a way of presenting ourselves 
and our own work. We invited guests 
and residents of the street. We in-
troduced performance actions that 
we all carried out. Many challeng-
es were to be solved individually 
within each project. We arranged 
trips to the surrounding areas and 
talks with specialists. At the end 
of the 10 days there was two month 
to develop the project for our next 
meeting and showing in June.

WEDNESDAY
Braid someones hair together with 
your own and take a close up photo. 
Your partner could be a friend , a 
relative or a stranger. If you know 
any fancy style of braiding- lets 
see them!

THURSDAY
Draw a star constellation from 
someones freckles/mole on their 
skin. Take a close up photo. Using 
a ball point pen- draw it on some-
one else. 

FRIDAY
Take your pulse whilst walking from 
Peders pizza to the silo at the end 
of Pedersgata. Note the beginning 
and end result. Note any changes 
and observations during the walk on 
a piece of paper. (you will get an 
electronic pulse measurer for this 
purpose)

SATURDAY
Go up to the city bridge at 15.00 

clock. Make a pyramide sculpture of 
sugar on the railing. Take a photo 
of the pyramid and the surroundings 
facing North.

SUNDAY
Make an encouraging banner (max 
width 1 meter) Think of something 
encouraging you often tell your-
self, for example everything will 
be ok, I am so lucky or it will 
blow over. Now draw each letter on 
the sentence on a large piece of 
colored construction paper or big 
squares of fabric. One letter per 
piece. Draw them blocky so that you 
can cut them out. Glue each one 
onto a piece of construction paper 
or farbric that is a contrasting 
color. Then glue the edges together 
to make a banner. Ask someone at 
Pedersgata to place the banner in 
their house. Take a photo of the 
banner and make a mental picture of 
the person.

MONDAY
Make a passer by draw a portrait 
of one of the recidensts in Peder-
sgata on your arm. Make the drawing 
on your right arm, shoulder upper 
part, take a photo in focus medium 
shot/frame.

TUESDAY
Recreate a given snapshot. Try to 
imitate the facial expressions and 
the composition and the framing/
close up. Take infront of nr 86 in 
pedersgata

WEDNESDAY
Make a list of things you at first 
disliked about Pedersgata but lat-
er learned to like or
even love...

Some performance actions are taken 
from “Learning to Love you more”. A 
project by Miranda July. 

WORKLAB #I  25.3-3.4.2008 
THE CURATORS INTRODUCED THE ARTISTS TO A WORK METHOD BASED ON SIMPLE AC-
TIONS CARRIED OUT OVER A PERIOD OF TIME AS A BASIS OF FORMING A COMMON 
REFERENCE AND A WAY OF EXPLORING THE ROUTE BY THE BODY AND THE 5 SENSES.



URBAN SJØFRONT
Kristin Gustavsen
Civil Architect/ Project Manager
URBAN SJØFRONT AS
www.ostpluss.no

Stavanger’s east side is presently 
undergoing extensive development. 
The rundown industrial area east 
of the town’s center is gradually 
changing its ‘backyard’ status and 
becoming a valuable resource for 
Stavanger city centre’s develop-
ment. A process such as this takes 
time and involves physical, ju-
ridical and psychological consid-
erations. Moreover, in the process 
the challenges themselves are also 
undergoing constant change. 

Ten years ago the first challenge 
was complex: property owners had 
divergent interests, the munici-
pality lacked a development strat-
egy and attitudes stigmatizing 
Stavanger’s east side had to be 
overcome. In surmounting such chal-
lenges it can easily happen that an 
urban area totally changes charac-
ter and emerges as new, well-struc-
tured and polished. This brings us 
to a new challenge: Does Stavanger 
need such an area? Is it possible 
to create a space and muster the 
will to revitalize a modern and di-
verse part of town, yet still have 
it remain solidly anchored in its 
original character and qualities? 
We are not building a new urban 
area; we are recycling and develop-
ing an existing area with all the 
advantages, challenges, qualities 
and potential this involves.

According to the vision for the 
area as laid out by Helen&Hard and 
Asplan Viak (Urban Sjøfront Sto-
rhaug-99), art and culture were 
seen as central -- and back then 
access to space was good. Many art-
ists and other cultural entities 
found suitable premises in which 
to set up shop. In spring 2001 the 
demand was so great that Urban Sjø-

front arranged a meeting at Old Tou 
Brewery, the result of which was a 
temporary arrangement to rent space 
there. June 2001 marks the begin-
ning of what has proved to be an 
exciting adventure; Tou Old Brewery 
has been converted into Tou Scene, 
a centre for contemporary arts.

Tou Scene has played a significant 
role in several respects. Since 
2001, many people have seen it as 
a reason to move their businesses 
and cultural industries to east 
Stavanger. Not least, Tou Café has 
functioned as a much-needed meet-
ing place while other premises were 
as yet inoperable. Tou Scene rep-
resents an excellent example of 
how buildings and materials can 
be recycled in order to preserve 
a neighborhood’s authenticity and 
uniqueness. After 10 years’ expe-
rience with Tou Scene, Tou Works 
and a series of other key projects, 
we can conclude that attitudes to-
wards Stavanger’s east side are 
changing. It is very close to city 
center, easy to get to and has con-
siderable potential for further 
development. As such, it is the 
most important areal resource the 
centre of Stavanger has. 

This leads us directly to the next 
challenge: keeping the unique 
character of Stavanger’s east side 
intact. Other cities and urban 
developers across Europe and USA 
struggle with this problem; ar-
eas where artists establish them-
selves tend to gradually be seen 
as more attractive to investors. 
Rents then increase rapidly within 
a few years. This puts undue pres-
sure on the creative industries and 
artists, who are then compelled to 
move out. In contrast to other cit-



ies comparable to Stavanger, we no 
longer have any other suitable ar-
eas to which such creative activi-
ties can relocate. The alternative 
is to move out of the city en-
tirely, which would be a tremendous 
loss for Stavanger. If this hap-
pens it will not be long before the 
other parties--who were attracted 
by the creative activities and art-
ists in the first place--also make 
their exit. In short, a chain reac-
tion is at work, one in which sup-
ply and demand and the conditions 
for businesses and residential de-
velopment are closely intertwined. 
Stavanger’s currently available 
east-side properties will soon be 
bought up by investors, and we, the 
inhabitants of Stavanger, are once 
again in danger of repeating a pat-
tern seen in so many other cities. 
What ways and means can we use to 
thwart this happening? 

On February 9, 2009, Stavanger 
City Council resolved to buy the 
Tou Brewery (10,000 m2) in order 
to provide a place where art could 
be both produced and exhibited. 
This strategic purchase will have 
long term effects. Stavanger City 
Council’s bold decision is cru-
cial for ensuring the integrity of 
Stavanger’s east side and will un-
doubtedly generate effects far be-
yond the actual 10,000 square me-
ters. 

Several parties deserve credit for 
compelling Stavanger Municipality 
to make this decision. It would not 
have been made without certain peo-
ple’s tireless and incredible will 
to work, the risks taken by those at 
Tou Scene, and, not least, projects 
like Tou Works. Tou Works has been 
a driving force in openly question-

ing city planners’ ideas for how to 
develop Stavanger’s east side. It 
has set an independent agenda and 
been critical of the forces at play 
in rejuvenating the city’s image.

A big thank you to Anne-Marte, Jo-
hanna and all you others!

Next page: 
Thirty signs were produced by a 
local company and placed on re-
cidental houses along Peders-
gata, Ryfylkegata , Harald Hårf-
agresgate and Kvitsøygata, to 
show the direction of Tou Scene.   



MARIELA LIMERUTTI
Empanadas de Carne Argentinas
Use puff pastry cutes in circles of 10 diameter or make the crust 
from scratch: 1 2/3 cup all-purpose flour, 1 cup of Salmuera 
(brine). Prepare a concoction with dissolved salt in hot water 
and left aside until cold. 4 ounces of butt er or margarine

METHOD
To make the crust, place the flour into a bowl and mix the marga-
rine or butter into the flour using your fingers. Pour the Salm-
uera slowly into the mix and mix it with your fingers just until 
the dough comes together and can be formed easily into a ball. 
Let the dough rest (outside the fridge) for about half an hour. 
Divide the dough in small balls the size of half an egg. Then 
roll with a roller pin out to a thickness of 1/8-inch making a 
rounded shape.

Filling
1 pound ground beef
2 tablespoons Corn oil
1 tablespoons of butt er
1 large yellow onion chopped in small squares
2 hard boiled eggs, finely chopped
1/2 cup green olives
1 tablespoon ground hot and sweet paprika
1 tablespoon ground red dry spicy peppers
1 tablespoon cumin
Salt and freshly ground black pepper to taste
Glaze is optional 1 egg, beaten.1 tablespoon milk

Filling the empanadas:
Take the dough you let to rest and divide the dough in small 
balls the size of half an egg. Then roll with a roller pin out to 
a thickness of 1/8- inch making a round ed shape from each ball. 
Spoon the filling onto one half of each leaving room to fold in 
the other half and seal. Tab some warm water with your fingers, 
place in half of the ends so the dough will stick better, press 
the edges with the tip of a fork or you can do what we call in 
Argentina «repulgue» which instead of using the fork to seal you 
flip it upwards and press with your fingers. Place on a non-stick 
baking pan or add a thin layer of butter to the pan. Combine the 
ingredients for the glaze and brush each empanada at the top. 
Put oven heat to 360 and bake until the
crust turns light brown. Accompany with tomato and lettuce sal-
ad.

WORKSHOP DINNERS

Food is an exploration of culture. What we consume, how we ac-
quire it, who prepares it, who’s at the table, and how we eat. 
It is a form of communication that is rich with meaning. Beyond 
merely nourishing the body, what we eat and with whom we eat can 
inspire and strengthen the bonds between individuals and communi-
ties. We see food as something that plays a large part in defining 
everyday rules actions, practices, rituals and tradition.

As curators we set out to design a workshop where we invited 
the artists to do a self-presentation through preparing food. 
Each night we gathered round a table and set down to eat a meal. 
We invited guests that took interest in the project and wanted 
to experience the process. We saw these meetings as a place to 
continue the discussions through the day but also as a place to 
explore our backgrounds and work methods. During the dinners we 
discovered how the projects were connected and we decided to try 
to recreate this atmosphere for the audience and participators 
at Tou Works, by arranging a dinner for the audience, artists and  
partisipators at the final showing in June.   

Grate 1 cabbage and place in a crock or plastic bucket. Sprinkle 
half the salt over the cabbage. Grate the second cabbage, then 
add it to the crock along with the rest of the salt. Crush the 
mixture with your hands until liquid comes out of the cabbage 
freely. Place a plate on top of the cabbage, then a weight on 
top of the plate. Cover the container and check after 2 days. 
Scoop the scum off the top, repack and check every 3 days. Af ter 
2 weeks, sample the kraut to see if it tastes ready to eat. The 
flavor will continue to mature for the next several weeks. Can-
ning or refrigerating the sauerkraut will extend its shelf life. 
Yields about 2 quarts. Less salt produces a softer sauerkraut 
that may not keep as long. You may also add various spices to 
the Sauerkraut such as garlic, chili, onions, brussels sprouts, 
freshly chopped dill. Or add 4 tablespoons of kefir and 1 table-
spoon of carraway seeds.

CHRISTIAN GAUS a MORITZ GROBA Prepares a tra-
ditional German meal of sauerkraut and ox mari-
nated in red wine.
SAUERKRAU T
2 large heads of cabbage (about 5 pounds)
2 to 3 tbsp noniodiz ed salt



SVOP/T
Appertizer: warm Camembert with vegetable crudé 
Main course: Nordic Fish Soup and 
Dessert: Tiramisù
STARTER
Heat the Camembert in the owen at about 180 C° for approximately
20 minutes. Cut vegetables in useful piezes so that you can 
scoop up the melted cheese with it. Celery sticks, carrots and 
cucumber might be good. Alternatively serve with bread.

NORDIC FISH SOUP
As this fish soup is most often made out of what ever might be in 
your fridge at the moment or what ever the fish monger sell that 
day the recipy should be more looked up on as a guidline. Stir a 
variety of fresh vegetables such as carrots, leek, onion, pota-
toes, red pepper, celery, parsnip (or any other preferred veg-
etable) in a huge pan. Add fish or vegetable stock and water and 
let boil. Depending on whether you’d like a red fish soup or a
creamy one you now add tinned tomatoes or (sour) cream. And you 
can spice it all up with parsley, garlic, basil, chili, thyme 
(or any other preferred spice) and of course salt and black pep-
per. When boiling, add fish chopped in piezes. Remember that it 
depends on what fish you’re using how long it have to stay in the 
water (some fish is not even supposed to boil at all) in order to
be properly cooked. If you’d like to add shrimps, put them 
in the pan a second before you serve the soup, otherwise the 
shrimps will get a rubber texture.May be served with sour cream 
and fresh bread.

TIRAMISU
Separate the yolks and whites of 3 eggs. Whip the yolks with 5 
spoons of sugar until you get a smooth cream. Add half kg of 
mascarpone to this and mix it in. Take the 3 egg whites, whip 
them until you get a froth and add it to the mascarpone cream. 
Now if you want you can add a cap of brandy, it isn›t neces-
sary; Simona always forgets it but still her Tiramisù talks to 
you! Take a package of savoiardi cookies, otherwise known as 
lady-fingers, and dip them one by one in a flat dish with coff ee. 
Please don›t use second rate coff ee, think Italian! Fill up a 
tray with a layer of cookies and spread a layer of cream on top, 
then again another layer of cookies and cream. Keep it in a cool 
place for a while and before you serve it dust each portion with 
cocoa-powder. Simona´s Tiramisù tastes great also the day after!

ELAINE KORDYS 
Vegetable Haggis served with whiskey
6 medium unpeeled onions, trimmed
50g sunflower margarine
50g organic rolled oats
50g pinhead oatmeal
50g chopped mixed nuts
1 onion, finely chopped
100g mushrooms, finely chopped
1 carrot, finely chopped
200g can red kidney beans, drained and chopped
50g vegetable suet
1 teaspoon yeast extract
1 teaspoon ground black pepper
2 tbs. chopped mixed fresh herbs
pinch of grated nutmeg
juice of 1 lime
1 tbs. whisky
seasoning
chopped fresh chives and parsley, to garnish

METHOD
Cut a slither from the bottom of each of the onions, so that they 
stand upright. Cut a cross in the top about three quarters of the 
way down. Place in a large pan, cover with cold water and bring 
to the boil. Simmer for 15 minutes, drain and refresh under cold 
water. Preheat the oven to 190C (375F). To make the haggis, melt 
the margarine in a pan and add the oats, oatmeal and nuts. Cook 
over a gentle heat, stirring, for about 3 minutes until toasted 
and golden. Transfer to a bowl.Melt remaining margarine, add the 
onion, mushrooms and carrot and cook gently for 5 minutes until 
softened. Stir into the toasted oat mixture with the remaining 
haggis ingredients. Season. Snip out the center of the onions 
with kitchen scissors, leaving the skin and 3-4 outer layers in-
tact. Stuff with haggis and bake for 40 minutes. Serves 6.



We recieved 300 proposals from the open call. 
Sixteen artists were selected. 



work how to create a dialogue with the 
city councils the laws and limits for 
interventions. The pracatical issues 
as which angel grinder onemay use for 
engraving the cobble stones not to in-
terveen with the carved lines made for 
blind people to orientate by. There are 
various claims and ownerships to the 
site, the public the private. These di-
cussions pushes the notion of what site 
specifity implies. During the workshop 
we ask the artists to bring a book for 
research and place it for everyone to 
read a “library” which becomes a site 
of shared information. That is if you 
are willing to think of information as 
lines of flight in Deleuzes terms; site 
as a state of fluxus

K
Even though we are eating dinner at 
the workshop; the technical issues 
and conversations crosses “pass me the 
salt” “24 mm diamond blade for the an-
gle grinder is perfect” “can i have 
that recipy”. I enjoy seeing how these 
conversations informs the work. It is 
also intriguing that the memories of 
how a particular  project will extend 
as a collaborative and the idea of the 
individual work will be lost in these 
processes of exchange. But my need for 
definitions still occur, where are the 
limits, are there any limitations?

AM
I see a limit in how this project is 
dealing with physicality. The physical 
experience. Speaking of it from this 
angle you cannot connect with the proj-
ect on the same terms from browsing the 
web or discuss it as something similar 
that has happened in another city. A 
substantial focus is on the live action 
and participating and as the live ac-
tion is carried out it becomes ephem-
eral and the question of documentation 
immidiatly arises, how to document a 
foot print in the sand which will be 
washed off by the waves, still a foot-
print in memory though no longer vis-
ible for the eye. We invite audience to 
witness and partake in the workshops to 
experience the various stages and ac-
tions in the project. They will be the 
documenters.The form or the structure 
of such a project is not new. But it 

is unique for this place and this time, 
you have to physically be here at this 
spesific time to experience the project 
at full.... that is a limitation

K
But how do we place the project in term 
of spesific isms? relational aesteichs, 
social sculpture, aesthetic material. 
My own framing would be emotional con-
ceptualism, staging a paradox really?

A-M
I find the last framing attractive it 
rocks it all up. Conceptualism is touch-
ing the value of ideas, emotional has 
a sence of changing direction effected 
by impulses and time. I like that....
It made me think about a conversation I 
had with Reinhard Kroph about timing. 
He is one of the founding architects 
of helen&Hard. They have done an ex-
tensive research on the site of Østre 
bydel and Pedersgata and amongst other 
things found that there were 62 dif-
ferent Nationalities represented among 
the residents. He was mentioning how 
the professional label or what you do 
also limits the though of what can be 
acheived and how. If an architectfirm 
has a conversation with the city counil 
one is often limited byt the expecta-
tion or language/semiotics of this pro-
fession. An artist project such as  TW1 
might suggest the same project andhave 
a compleatly different discussion with 
authorities. If many various aestetich 
professions have and interest in an 
area and constantly exercise the ques-
tions of what can be done it ulitmatey 
becomes a collaboration. The possibili-
ties have been exercized and the vision 
expands both in practical and philo-
sophical terms. Isms in art theory are 
also limited by their own definitions of 
what is possible to acheive in present 
and so time and timing becomes crit-
cial. The way I see it Helen&Hard and 
Urban Sjøfront has exercised the ideas 
and possibility for this area with the 
authorities and councils and so when 
we came in certain things where pos-
sible that would have been out of the 
question 2 years ago. We hope that TW1 
might have an effect when another proj-
ect suggest a lawn upside down covering 
the flip side of the bridge it might be 

possible. In this aspect the question 
of sites also becomes a question of 
timing and exercising labels

K 
Thats interesting. What other things or 
aspects are you hoping that the project 
might acheive?

A-M 
One of the artists Sigrun was talking 
the other day during dinner (i believe 
it was during the empanadas that Mari-
ela made) about the notion of fold-
ing and unfolding the word unfolding 
kind of stuck to me. One of the objects 
they wanted to make would carry out the 
idea of unfolding and making waiting 
an active state instead of an passive 
condition. I wish the project at large 
can make something like that happen; 
the site unfolding. We would also like 
to question the state of passivity. If 
you as a citizen are unhappy with a 
situation in the neigbourhood area what 
do you do and how do you do something 
about it? The people in power to make 
changes are available for discussions 
so that the process doesnt have to stop 
with “wouldent it have bee nice” but 
continues with having a conversation 
with the city antiquariat about the is-
sue. In Stavanger we live in such a 
small community that a personal talk 
with people that are making concrete 
decissions is possible. Living in a 
bigger city you would have to apparoach 
several instances and paper work be-
fore aving an actual discussion. This 
contact is unique for Stavanger right 
now. We wish to inform people that that 
these channels are available to make 
their neigbourhood a place they wish to 
live in. The information is already out 
there and its easy to access so we are 
not claiming to invent anything but do 
wish to function as a active guirilla 
reminder. 

K
compress the information already 
there?

A-M
Unfold it make it visible and visu-
ally interesting and perhaps provoke 
cause not everything will get better 

INTERVIEW WITH CURATOR ANNE-MARTE EIDSETH RYGH 
by KJETIL RØED

K
I would like to discuss the term site 
spesifity with you. The paradox of site 
specifity. Projects that go under that 
definition at large

A-M
well it depends on how far you are 
willing to stretch the defintion? the 
term is interesting and problematic . 
Right now the project is in the molding 
phase it is being created.The artists 
are here in Stavanger for the first time 
doing research on the site. But when 
the artists reflect on the work after 
the workshop, when they leave Stavanger 
and go to their home environments they 
will continue to develop the work in 
the memory of this site. The absence 
will influence their work just as much 
as physically being here. So what is 
the site in those termes? The chemestry 
and time lines between sites? You may 
talk of site on a emotional or psy-
cho relational level. How a physical 
urban environment influence our mind, 
thoughts and everyday lives. When wan-
dering around in a city landscape what 
kind of emotions occur? How does the 
city environments, smell, sound, how 
does the or architecture effect your 
state of mind? Theorists of the field 
psycho geography claim that “the emo-
tions of a place” have  a direct link 
to a person’s emotional state and can 
therefore be used as an instrument
for self-analyses. There are many an-
gles in which to describe site from.

K
How does these thoughts of site mani-
fest in the workshop?

A-M
We have made a structure for the work-
shop so that we spend time daily with 
eachother exchanging thoughts on site.
Each day each artist has made a dinner 
for the group as a self presentation 
and the sharing of food and sitting 
down together informs the conversations 
we are having. We also invite guests 
architects, writers. researchers of a 
specialist field, people that live in 
pedersgata. These are cross points of 
information from the general discussions 
on Stavanger, how traffic and transport 



this way you know when you open some-
thing up a question or a tension it 
has the same tendency to fall apart as 
to rebuild, the illusion brakes... but 
its the overview and perspective that 
in each case is valuable when you dig 
someting up and observe it, to experi-
ence that as a group (audiences artists 
and participants in the project ) That 
is also something that needs organiza-
tion to acheive, experiencing this at-
tention as a group can effect what you 
belive is possible. In the process you 
might have got to know people that are 
working for the same ideas or ideals as 
you..some of the artists are directly 
involving in these themes as the two 
architects Christian and Moritz working 
with the concept of “Dugnad” the power 
of a group working for a common cause.

K
Talking of persepetcive reminds me of 
Marielas work. The houses engraved and 
tattooed in Pedersgata, the time line 
points to ritual engraivngs from stone 
age it gives a time persective which 
tránscends time and the topic of ge-
ography or the street itself. It opens  
perspectives

A_M
It is a very significant piece of work! 
the literal weight that it brings, it 
pulls our attention to the ground. The 
timeline of our history. An additional 
anecdote I would like to share is the 
resent work that is been done there; 
cables for wireless networks have been 
placed in this street, so it has recent-
ly been digged up and orange and yel-
low wires has been placed under neath 
the ground, layers of information, new 
technology.The engravings will perhaps 
outlive some of the houses and the peo-
ple living there, the past present and 
future and the strecth between what iis 
visually visible and the layers of sub-
conciousness the abstract is sensed.

K
The wole project seems to be adressing 
geographies and cultures and the con-
nections shows this expansion exactly

A-M
Its significant to make a dialouge with 

the permanent and the epheral/ live 
works. Me and Johanna realized early in 
the prcoess how vulnerable our project 
is, if we decided on this structure 
of having each art work representing a 
spesific angle of investigatig the site 
The balance is vulnerable. We took a 
chance and were willing to take the 
risk, but if one of the artists would 
have to cancel we are not in a good 
place..the balance will alter and we 
are really depending on the dynamic be-
tween the works.. its a tuning where 
the strings are close and very finly 
tuned

K
How did you got involved in this proj-
ect?

J
Anne-Marte invited me on the background 
of my work with the ANTI – Contemporary 
Art Festival which is a site specific 
contemporary art festival in Kuopio, 
Finland and I found it very interest-
ing to be working with a site related 
project in a city, country and culture 
that is not familiar to me.

K
Is there ways that the projects are 
similar or unlike?

J 
There are some similarities but they 
also vary a lot. For example at ANTI 
Festival we often select the sites for 
the artists before hand and investigate 
the city structure through different 
sites where as in TW1 we as a group 
are investigating a whole route and 
more openly invite the artist to choose 
the sites and exact locations to place 
their work in relation to that route. 
But they are also similar, as in both 
TW1 and ANTI Festival the artists come 
from very different backgrounds from 
all over the world to work site specifi-
cally in a city that is not familiar to 
all of them. But ANTI being an annual 
festival, it allows certain continuity 
and development in how we work with 
sites, research the city structures, 
areas or current political and local 
topics. 

K 
How as the collaboration been between 
the two curators?

J 
The idea for the project is something 
Anne-Marte started with before I got 
invited or involved so the ground idea, 
the collaborative partners and core 
funding was already established. I came 
in at the point where when we agreed on 
the working structure of the project 
and started the open call for artists. 
As artists, we have a similar back-
ground and education within live art 
so that makes the collaboration easier. 
It’s fruitful to have similar referenc-

es. But A-M has I guess a more active 
role here in the town. My role differs 
in being the visiting curator and not 
knowing the language, the community or 
very much about the development of the 
city of Stavanger but I do commit to 
being the observer and giving another 
perspective. We go through things to-
gether. We have done the open calls 
together, went through 300 applications 
and the selection process of the final 16 
artists. I have a lot of experience and 
practical knowledge of what you need to 
consider in the selection process and 
I think we agreed on the backgrounds 
of the selection quite easily. We also 
worded the open call together which is 
interesting in itself: How do you de-
scribe the project and highlight the 
right points so that you get the kind 
of proposals you are interested in? We 
succeeded in that, I think. And at the 
same time, we took the liberty to in-
vite artists to complete the vision we 
had of the project and to create the 
right balance. Like you didn’t apply to 
the open call did you?

K 
I was invited by you, yes. Did you have 
to kill your darlings in the selection 
process?

J 
No, not really. In the last phase of 
the selection process you really need 
to focus on what you want and why. In 
the end of the process, the smaller 
selection of works and artists is usu-
ally equally interesting so you have to 
keep a clear focus, the budget has to 
be considered too etc. but we agreed 
on all the essential things and what 
we needed to invite in addition to the 
result of open calls.

K 
I am thinking of the variety of artists 
and people working in this project, 
artists architects, engineers, writers 
how do you find a balance?

J 
I am interested in the balance between 
qualities not occupations. It’s the 
balance between qualities such as the 
subtle to the provoking, the live ac

INTERVIEW WITH CURATOR JOHANNA TUKKANEN



tions, the ephemeral, the visual state-
ments that stay for a longer time and 
then the references from the local art-
ists and the international artists. The 
memories that remain longer than a live 
action as a live action lives mostly 
by the memory etc. Something that you 
cannot plan or balance though is still 
happening now, I think. It’s beauti-
ful to see the dynamic and the sharing 
between the artists. It was so touch-
ing yesterday when we all met for the 
first time and I was almost in tears 
because the work is coming into life 
and the group is communicating so well 
and the artists get along and feed each 
other with inspiration. Those things 
you can’t plan. 

K 
It’s funny how these same references 
are all coming back and around in some 
way or another I notice the artists 
of the group already share many common 
references. Anyhow I also wanted to ask 
you about the term site specificity re-
garding your project? 

J
Well, the project is specific to this 
street and route, it is originated from 
here and is specific to the sites along 
Pedersgata. But some of the works could 
certainly be done in many different 
places like Mariela’s work could be done 
practically in any city, but it’s per-
haps the adaptation that makes it more 
specific. But also, the essence of the 
works is specific to Stavanger even if 
the concept could be applied to another 
geography. So I don’t think Mariela’s 
work for example would have the same 
strength as it has here in relationship 
to the development and political atmo-
sphere of the city of Stavanger. And 
yet, there are many ways of thinking of 
what is a ‘site’. 

K 
Talking of social sculpture its not 
that specific it very few specific sites 
in the street some of them are also 
mobile, and changing places it makes 
the specificity  not really clear to 
me, like SVOPTS work which is about 
the mobile sculptures or mobile visual 
impressions

J  
Yes, but we have been highlighting the 
route more than the specific sites or 
places and using the word ‘detour’ a 
lot. The original name for the project 
was ‘detours’, and in the discussion 
today this is present all the time so 
you are right. Also in the selection 
process there were sites we as cura-
tors found very exiting and thought why 
aren’t any of the artists choosing this 
site but it is liberating to have to 
give that power of decision away to the 
artists cause the artists are free to 
choose that.

K 
There something intriguing that you 
both as curators, your notion of site 
specificity is floating or flexible

J 
Yes, I like that, too. Also some of the 
works encourages the audience to move 
and ‘float’ along the route like the 
guided tours, SVOPT’s  or in Elaine’s 
work, to mention a few. 

K and Mariela create the sites her self 
through the permanence she chooses. 
There are so many different layers of 
maps. I see the project as its about 
the alternative geographies related to 
the idea of detour, psychogeography, 
the emotions of a space and place has 
been mentioned by Anne-Marte too

J 
Yes, it’s very present. I think it’s 
visible in the architects Moriz’s and 
Christian’s work for example; in the 
way they talk about the street as a 
map of their knowledge of what has been 
planned here before and didn’t come 
through and what is now going to be 
built, the specific colours they are 
working with in relation to that creat-
ing a different map. And then Elaine who 
is working with life saving. So yes, it 
is a completely different map. I hadn’t 
thought about it in the beginning but 
yes it’s an accurate way of describ-
ing it. Also, I like that the works 
can change the inner maps of the peo-
ple who live here, shift your personal 
map and experience of the street with 
the highlights you haven’t seen before 
or didn’t want to see etc. I know the 

works of the ANTI Festival have totally 
changed my mapping of Kuopio. Some of 
the memories that I take with me when I 
pass a site and that I re-remember when 
I walk past it many years after an art 
event has taken place. And the memories 
keep growing in terms of time passing 
as we produce more and more works each 
year and my map keeps changing and get-
ting more layers…

K 
The space crowded with past events its 
fascinating. Would you consider the 
project as a whole as a social sculp-
ture or as as sequence of work?

J
I consider it as a whole; the workshop, 
the showing, the time in between as one 
body of work.

K 
Would you say that this conversation we 
are having is part of the work

J Yes, definitely. 

K but then where is the limit to what 
is not the work?

J 
It’s difficult to define that exactly. 
In 10 years time, someone will pass 
Mariela’s work and have an experience 
of that and in that way it continues 
even though the work is not activated 
in the same way it will be in June this 
summer.

k 
I guess the even the memories is to be 
considered as a part of the art work?

J 
The audience that comes when the show-
ing is happening and the people that 
don’t know that it’s going on and ac-
cidentally come across it on a guided 
tour and perhaps change their day and 
follow the tours experiencing a detour 
in their everyday life. All these ele-
ments I am very excited to see. The 
audience here is maybe not used to this 
kind of work so it’s very exciting to 
see how they react as it hasn’t hap-
pened in this part of Stavanger before. 
And a lot of the work is quite subtle 

so you may not even register this as 
being in the art context. That also 
fascinates me. 

KJETIL RØED

Norwegian critic and writer.He has pub-
lished texts for amongst others Mor-
genbladet, Billedkunst, Kunstkritikk, 
English Contemporary Magazine, Frieze, 
Artreview and Artforum. Kjetil  par-
ticipated in workshop 1.

”The relational aesthetic approach to 
art means to evaluate an art work from 
the social relations it represents, 
produces or suggests. You evaluate 
the human relation and social context 
rather then an independent and private 
space or site. I join in the process 
and participate actively in the work 
and discussions, developing thoughts 
on how the work will turn out. It is 
a healthy thing for a critic to par-
ticipate in the process, to see the art 
work grow from the inside,”



MARIELA LIMERUTTI

The artist makes drawings of the fa-
cades of selected houses in Pedersga-
ta to then engrave these on the ground 
and pathway in front of the houses 
selected. The work is related to a 
cultural tradition where drawings in 
front of houses are believed to func-
tion as a protection of the home. The 
artist would like to achieve cultural 
reflection by the worksʼ permanence, 
and point out the changing facades 
recordable in future. 

”It is my intention to make visible 
that small step between the reality 
of a city and the idea of it, where 
the imagination can be developed. 
The engraving technique is an aes-
thetic decision not only to function 
as integration with the design of the 
blocks on the sidewalks but also to 
give the drawings a long lasting life, 
perhaps longer than the life of the 
houses that they are representing. 
Time and duration are concepts that 
will relate the past with the future 
of the houses. After the first impres-
sion of Pedersgata and its houses, 
the fairytales of my childhood re-
turned to the present again. I wanted 
to capture a part of that architecture 
of Stavanger city through the change 
of scale. Many of the stories from 
people living in the houses were told 
to me and the engravings will be a 
witness to these lived lifes and sto-
ries. The selection of the houses was 

done not only under aestetic criteria 
but partly because of the people I met 
and the demolishing that some of the 
houses face in the near future and 
so this project was charged with the 
incredible value of memory.”

Limeruttis work is related to the tra-
dition in some Asiatic cultures, where 
drawings of ornamental forms made on 
the ground outside a house, are be-
lieved to function as protection of 
a home. Limerutti is engraving the 
silhouettes in to stone, which makes 
the pictograms into runic letters 
that has the possibility to last much 
longer than the actual wooden houses 
they portray. Seen from this perspec-
tive, it becomes obvious that Limer-
uttis project is very much about time 
and everyday history. In her project 
Limerutti is, amongst other things, 
transforming the city into a visual 
story.

The 19 engravings can be seen at the 
following houses in Pedersgata: 9.16.
27.29.30.38.42.46.49.51.54.58.59.60.
61.63.73.84.86.

WORKLAB #2 
12-14.06.2008 

The month of March passes, leaving the artists and curators 
time to reflect and develop their ideas. Two months later we 
meet in Stavanger to present the project in Pedersgata.







An architect and two visual artists 
have founded the group SVOP/T in 2006 
working primarily with interventions 
that modify the experience of spaces 
and cityscapes. Their main project for 
TW1 is about transportation, movement 
and visibility. 

The cycle pedicab is a local means 
of environmental friendly transport. 
Pedicabs are human-powered, a type of 
tricycle designed to carry passengers 
in addition to the driver. The Pedi-
cab project consist of several ele-
ments: A red pedicab (rickshaw) was 
bought for the project and has room 
for three passengers, small but wide 
wheels to be efficient on the cobble-
stones of the city, and a roof to 
protect the passengers from rain and 
sunshine. A portable waiting sign in 
shape of a ruffled collar was designed 
by SVOPT for the users to signal that 
they wanted a ride. And an investiga-
tion that explored the need for the 
pedicap service in Stavanger. 

”We wanted to work with the concept of 
travelling, in one way or another, and 
we landed on the act of waiting. Ev-
eryone waits at  some points in their 
daily lives and might be passively 
leaving the initiative to someone or 
something else. We wanted to turn the 
act of waiting into something active. 
In order to do this we focused on the 
waiting stop in itself. What if the 
waitingstop for the pedicab was not 
fixed to physical spots in the street 
but rather was attached to the person 
waiting? A personal gadget a ruffled 
collar in this case that signals to 
the driver of the pedicab that a per-
son wants a lift. By giving people 
a movable waitingstop we were giving 
them the possibility to move about, 
as they’d like. When the collar is 
worn by several passengers walking 
from one point to another they also 
create an unpredictable choreography 

that continuously changes the visual 
image of people moving.  When your 
mind is pulled out of a set of pat-
terns it opens up for different ways 
of looking at the surroundings and it 
can give new thoughts as to what you 
are doing.” A change of mind, perhaps 
thereby changing a habit of movement 
through the city.”

THE BRIDGE

The upside down lawn is a utopian 
dream, an attempt to stir the balance 
of this particular city space. Its a 
place to rest the eyes and to contem-
plate on concepts.The project presents 
the idea of covering the underside of 
the City Bridge with greengrass. Big 
posters, similar to realestate adver-
tisements, were placed in the area to 
announce the project. 

” The wooden houses seem to have been 
squeezed under the bridge, surpressed 
by the pillars of concrete construc-
tion. The vision is interrupted by 
this construction and the inhabitants 
in this area are deprived of a view to 
the sky. Concrete, tarmac and cobble-
stones are in charge in this area and 
leave little room for green spots and 
recreation. We all make use of roads 
and bridges for transportation, for 
getting as fast as possible from one 
point to the other, quite often we 
forget how our infrastructurealso in-
fluence and determines our dwellings. 
Nothing ever changes if we don’t bring 
our imagination into play and as the 
city bridge makes it easy getting to 
and from the city islands it has alos 
left may residential houses in com-
plete shadow. The Bridge project makes 
this contrast visible, and stresses 
the importance of taking all sides 
of town life into consideration when 
planning for the future. The Bridge 
project can be read as a critical com-
ment upon urban planning.”

SVOP/T 
Simona Ferrari, Trond 
Kasper Mikkelsen & Sigrun 
Vik Olsen

Hvordan den brukes?

Hvordan den bæres?

Hold Pedistoppet 
slik at de to 
trådene danner en 
dobbel sirkel og 
trekkes frem og 
tilbake gjennom 
hullene.

Tre strikken over 
hodet slik at 
Pedistoppet blir 
hengende på for-
siden av halsen, 
mans knuten blir 
hengende i nakken. 

Trekk de røde 
utsidene av Pe-
distoppet ut til 
siden og rundt 
halsen slik at de 
møtes i nakken. 

Knepp sam-
men knappene og 
justér Pedistop-
pet slik at det 
henger komforta-
belt. Du er nå en 
holdeplass!

Pedistoppet kan 
plasseres mange 
steder på krop-
pen.

Ved å bære Pedistoppet på kroppen blir man en holdeplass for sykkeldrosjen som kjører mellom Nytorget og 
Tou Scene i perioden 12-14 juni 2008. 





Architects that designed, built 
and placed two sculptures in Ped-
ersgata. 4 meters high, brightly 
painted, abstract, yet figurative 
objects that point out specific 
sites and structures. The archi-
tects both lived in Pedersgata when 
they first arrived to the city. 

”Just like us or people moving to 
Stavanger the sculptures are alien 
to a new place. Pedersgata is a 
heterogeneous and multi-cultural 
street with 62 different cultures 
represented. The houses change 
tenants frequently, and new neigh-
bours move into the area all the 
time. The sculptures we make for 
this project is a response to this 
situation. 

The sculptures are enigmatic, not 
only do they look different from 
the traditional white wooden house 
structure they also offer a differ-
ent view of the world; By entering 
the “New Neighbour” sculpture, you 
will have the possibility to look 
at the city from a chosen perspec-
tive. You are being offered a fram-
ing. A corner of the sky a glimpse 
of a concrete bridge a black fram-
ing like a photograph. viewed from 
within nothing looks the same any-
more. 

The New Neighbours offers us a pos-
sibility to reflect on difference in 
both a direct, abstract and philo-
sophical way. As social creatures 
we use our surroundings to mir-
ror ourselves and thus construct 
our self-image, but the reflection 
given by the new neighbours seems 
distorted and unreal”. 

The architects are fascinated by the 
old tradition of ”dugnad” and want 
to test the phenomena that locally 
is called ”dugnadsånd”, working to-
gether for the same ideal. The ar-
chitects invited residents to help 

build and set up the sculptures and 
by this action participate and wel-
come the new neighbours.

CHRISTIAN GAUSS & 
MORITZ GROBA





ELAINE KORDYS
Elaine works with Live Art, perfor-
mance, film and installation which 
often responds to sites and commu-
nity. In TW1 Elaine is considering 
the concept of ʻsavingʼ in physi-
cal, environmental and spiritual 
terms. She will be making walks 
along Pedersgata and with the as-
sistance of a life guard siting a 
durational action floating in an 
outdoor swimming pool. 

“Floating in Badedammen I can hear 
the bridge moaning, the cars be-
neath and the cars above. I can 
faintly hear the people talking 
and the birds. I can see glimpses 
of the sky, birds flying- then dis-
appearing, buildings peering into 
the water. I see the city in slow 
motion, I hear the noises resonated 
and amplified. Through this action I 
feel I begin to know and understand 
Pedersgata. The image of some-one 
floating can be read in two ways; as 
a mediative action or the aftermath 
of an accident. To me this was an 
accurate metaphor for Pedersgata”

Elaine also made contact with the 
Night Ravens (vulunteers walking 
the streets to protect the com-
munity from violence) She invited 
them to walk with her in Peders-
gata. Elaine also made contact with 
a number of people living in the 
street and engaged them in her ac-
tions. Kordy speaks of site respon-
siveness which involves answering 
with emotion to people and events. 
Kordy’s projects encourage people 
to take care of one another. 

“I have been drawn by the warmth 
and support of the residents. Es-
pecially in what seems to be chal-
lenging times due to the recent 
rapes and the unstable future of 
some buildings. The area is under 
both physical and environmental 
threat, the spirit however remains 
hopeful”.





An artist couple committed to col-
laborative art projects in which 
they explore, generate and cele-
brate love as a response to vio-
lence and cynicism. Annie is also 
known as the porn star that became 
a certified sexologist with a Ph.D. 
Internationally known as a perfor-
mance artist. Elizabeth Stephens 
is a multi-media artist, interven-
tionist and professor. 

During TW1 Annie and Elizabeth 
presented three projects. The first 
project was “Free Sidewalk Sex 
Clinic” where passers by was in-
vited in to an vacant shop for a 
talk and the possibility to ask 
questions about sex, relation-
ships, fetishes, gender or how to 
be a better lover. This performance 
turned out to receive an overwhelm-
ing press coverage and debate in 
the year of Stavanger European 
culture. The motto Open Port was 
on trial as demonstrants qued up 
to show their recent. Art critic 
Sigrun Hodne comments on the event 
“To be welcoming and hospitable to 
someone you know is easy, but to 
listen respectfully to people that 
experience the world from a dif-
ferent angle and open yourself for 
this point of view is much harder”. 
Read more about this project in Tom 
Garretsons article on the follow-
ing page. 

The second work was a performa-
tive lecture about their lives and 
work “The Adventures of the Love 
Art Laboratory”. Presented at Tou 
Scene where the artists talk about 
lives and work emerging, their first 
dates, their marriage which they 
renew with new wows of every year, 
about the dream, hope and trying 
to have a baby and how they coped 
with Annies breast cancer. The lec-
ture is strongly personal and at 
the same time in close dialogue 
with art references and history. 

Mostly they talked of loves place 
in society in the best of Yoko/
Lennon spirit and they encouraged 
us to let go of aggression and re-
place it with love and care. They 
talked of same gender marriage be-
ing in critical need of acceptance 
and during their stay a rather no-
ticeable event happens. Norwegian 
history was re-written as Norwe-
gian law allows same gender couples 
to legally marry. The context and 
their presence made this event a 
ground braking moment in time.

Annie and Elizabeth also presented 
“The Loverʼs Tour of Pedersgata”. 
Beginning at St Petri where audi-
ence were invited to learn the Se-
cret Romantic history of Peders-
gata and discover its Hidden Erotic 
Worlds. 

“Pedersgata is a place for lovers, 
at least it was for us and we hope 
it will be for lovers in the fu-
ture. “

ANNIE SPRINKLE & 
ELIZABETH STEVENS



MANUFACTURING DISSENT 

Radical Feminists, the Media and 
Neo-Nazi’s versus Performance Art 
in  Annie Sprinkle and Elizabeth 
Stephens’ “Free Sidewalk Sex Clin-
ic” 

Artists Annie Sprinkle and Eliza-
beth Stephens kindly invited me to 
join them in their “Free Sidewalk 
Sex Clinic” performance piece, on 
June the 12th , 2008 as part of 
their Love Art Laboratory series 
of performances taking place in 
Stavanger. The set-up of the piece 
consisted of three tables with 
chairs for the “sex experts” (us) 
and chairs on the opposing side, 
inviting a public curious about 
topics of love and sex in general, 
or troubled lovers seeking an al-
ternative, objective dialogue. We 
wore white lab coats.  Name signs 
placed on the table described our 
particular filed of expertise. 

“Free Sidewalk Sex Clinic” can best 
be described as a performance in-
stigating dialogue about sex educa-
tion, offers a public service, and, 
above all, is about healing, funda-
mentally on a one-to-one level, or 
on a larger scope, within the so-
ciety itself. Inspired by perfor-
mance artist Linda Montano’s piece 
“14 Years of Living Art”, Sprinkle 
and Stephen’s on-going performance 
project, over seven years explores, 
generates, and celebrates love by 
primarily using their own experi-
ences and artwork, as well as in 
involving other artists.  

Every year since 2005, the thematic 
nuances of the piece change – col-
or, conceptual focus, activities, 
etc.   Through theater pieces, in-
stallations, visual art, lectures, 
and more, the work is a response 
to hatred, the anti-gay marriage 
movement, ignorance, and to the 
current climate of war mongering 
in the USA as espoused by the cur-
rent Republican junta. The piece 

we were performing was about sex 
education, love and understanding, 
not about pornography.

Why then, perform this outside of 
a porn shop?  The very word “porn” 
is so loaded in certain people’s 
minds with enslavement, negativity 
and exploitation that one auto-
matically assume that any activity 
conducted outside on the sidewalk 
of a porn shop MUST be akin to a 
sideshow of sexual horrors. A work 
about love is the perfect response 
and counterbalance to a space deal-
ing only in sex in its more raw and 
biological form (if not in its most 
fantastical and imaginative form 
also). It’s not the intention of 
this author to argue the pro’s and 
con’s of pornography, but I must 
emphasize that many people do not 
share the 1970’s outdated interpre-
tation of pornography derived from 
“radical anit-porn feminists” such 
as Andrea Dworkin, nor believe in 
their manifesto’s views on topics 
such as S&M, gay porn (which they 
claim is misogynistic …. er, ex-
cuse me?), or sexuality in general.   
The works of Jung or Kinsey have 
never made it into those dark bed-
rooms, nor is one inclined to think 
that even one ray of light has ever 
entered those sullen chambers.      

The key concepts of Sprinkle and 
Stephen’s work are compassion, 
discussion, an opening of the heart 
and in confronting fears and mis-
conceptions.  It is about change 
through understanding and by decon-
structing the object.  This is not 
only for the public who partakes 
directly in the performance itself, 
but also for the society in which the 
performance takes place.  Using the 
artist’s varied life experiences, the 
work is an offer for positive change. 
The first step of any healing involves 
a willingness to examine a problem, 
analyze it, and discuss it  -- not 
attack blindly.



The audience is invited to become a 
part of the performance and address 
their own specific concerns (private-
ly and confidentially with their cho-
sen advisor).  The participant plays 
a determining role for the outcome 
of the work.  In reality, the work 
is you.   No topic is taboo, and as 
you open yourself to the advisor, you 
are either led into a dialogue of 
observation and recommendations for 
change, or are invited to pick a tar-
ot card as a point of departure for 
discussion.  There is no political 
agenda, just free expert sex advice.  
At the end, you are given a hospital 
bracelet, the type that you are giv-
en in hospitals, stating, “I’ve Been 
Loved”.   The “sex experts” are sim-
ply the tools, and it is the public 
who guides, modifies, and develops the 
meaning and direction of the work.        

The form of the performance imbeds 
itself in the message, creating a 
symbiotic relationship by which the 
medium influences how the message is 
perceived – creating subtle chang-
es over time – “the medium is the 
message”, as Marshall McLuhan would 
have put it.  Only in this case, the 
performance (medium) affects the so-
ciety in which it plays a role not 
only by the content delivered of the 
piece, but by the characteristics of 
the medium itself – which includes 
Sprinkles’ past as a prostitute and 
actress in adult films and how certain 
feminists and the media condemn and 
demonize a former sex worker. 

Burn the witch!  The media in Stavanger 
chose to focus on the events of de-
cades past with moralistic condem-
nation in order to decry the work 
today, as well as infuse it with nu-
merous errors, against a work which 
has nothing to do with pornography 
what so ever.  By doing so, they 
infused the performance with an en-
tirely new dimension.  

The irony is that Sprinkle, who’s 
life as a sex worker was an act of 
self-realization and self-empower-
ment (she does not see herself as a 
victim and takes full responsibil-
ity for all of her activities), is 
hated by OTTAR because she refuses 

to call herself a victim.  A radical 
feminist organization against the 
victimization of women, protesting a 
woman who refuses to be victimized!  
OTTAR claims her mere existence on 
this earth is “glamorizing pornogra-
phy and prostitution”.   If they had 
bothered to examine Sprinkle’s work 
at all, they’d find themselves far off 
the mark.   Sprinkle’s work has al-
ways deconstructed the mechanics of 
sex work, how men see the objecti-
fication of women, and how the sex 
workers perceive themselves. Annie 
has never, ever advocated for people 
to enter prostitution or sex work to 
people who don’t want to.  However, 
she firmly has stated that for her, 
it was the right choice.  No small 
wonder that a new generation of femi-
nists (not the 1970’s-based feminism 
of Dworkin) see her as a role model.   

The media in Stavanger, chiefly the 
local newspapers, reported that this 
was a “sex show”, not a performance 
about love and sexual advisement. 
This says a lot about the quality of 
the newspapers in question. Sprinkle 
states that in her 20-plus years as 
artist, this has never happened any-
where else but in Norway.  Stephens 
has never had this happen in her 20-
year career anywhere.  For me, this 
was my third run-in with the wrath of 
the moralists in Norway. 

When we opened the doors for the 
performance, there were two “femi-
nists” standing outside with a home-
made, spray-painted demonstration 
sign stating “No to cultural funding 
of sex sales!” along with a few TV 
camera crews and newspaper journal-
ists hot for action. We were giv-
ing away free advice about sex and 
love to anyone interested.  Not one 
sexual organ in sight! Annie and Beth 
quickly invited the protesters in to 
observe what we were actually doing.   
Only one of them accepted the offer, 
and within fifteen minutes admitted “I 
thought you were having sex in here 
for people to watch, because that’s 
what I read in the newspaper was go-
ing to happen.” Her fellow protestor 
could not be convinced to enter our 
“den of sin” and remained firm in her 
attack against us.

During the day more and more people 
began entering the store and sit-
ting down to talk with us, discussing 
their problems in marriage, in sex, 
or just plain intimacy.  Throughout 
the day I estimated about 60 people 
turned up and chatted with us (and 
not 15 as the papers wrongly stated, 
trying to underscore the negativity 
towards us). 
 
OTTAR was still demonstrating outside 
and at one point in their protest, 
we agreed that, in reality we agree 
completely with the basic premises of 
their argument – no to exploitation 
of women, no to human bondage, no to 
pimping – so why not join them?   And 
so we did.   We took the three potted 
daisies and each of us held these as 
we stood together with them behind 
their banner, much to their horror 
and shocked faces.  One of the wom-
en demanded that we remove ourselves 
from their presence. We thought this 
was our version of the 1968 Demo-
cratic Convention in Chicago, USA, 
where protestors put daisies in the 
barrels of the rifles pointed at them.   
By our joining OTTAR’s ranks, we dif-
fused their anger into bewilderment.  
I thought it worthy of any good sur-
realist.  Imagine that, the artists 
joining the protestors protesting 
against the artists and their “ob-
scene” work, which in reality didn’t 
even exist!  

Fear, hostility, and outspoken ig-
norant hatred of artists performing 
art, is sadly a story as old as art 
itself.  Public uproar and the out-
raged cry of the media have always 
condemned works of art and artists 
who have far outlived the hoopla.   
Sadly, towards the end of the per-
formance, a hooded young man spray 
painted in red the word “JUDE” and 
a Star of David on the store front 
windows, in the great tradition of 
Nazi supporters everywhere.  Now the 
situation was not only getting ri-
diculous, but dangerous as well. We 
found this not only shocking but in-
credibly troublesome, and poignant 
that Neo-Nazi activists could attack 
the same target as the “radical femi-
nists.”  Strange bedfellows.  Calling 
the local police didn’t help either, 

who informed us that they didn’t have 
enough cars available!

On a brighter note, we were amazed 
that Norway had passed a law allow-
ing gay marriage and adoption. This 
was one of the last big battles for 
equal rights for gays and lesbians in 
Norway, and it was passed on the day 
of our performance.  Finally, gays 
and lesbians would receive the right 
to love without limitation and with-
out segregation. We were even more 
amazed – and emotionally touched – 
by heterosexual men wearing celebra-
tory national flags on their lapels, 
congratulating us and each other “on 
this special day”.  It made us real-
ize that Norway is also progressive, 
and embracing, and that only very 
small minorities of people actually 
are poisoned by ignorance, hatred 
and fear.  It was the perfect note 
on which to end the performance, and 
poignant because Sprinkle and Ste-
phens’ work is also concerned about 
exactly that. 
 
Many issues were raised by “Free 
Sidewalk Sex Clinic”. The value of 
the piece performed in Stavanger 
is this:  Look at those who are in 
charge of your communication of news. 
Question them. And above all, commu-
nicate yourself. Talk to your lover. 
Talk to each other. Don’t judge and 
condemn before you have the facts.   
Ignorance and hatred are very danger-
ous things, especially in the hands 
of the media and in those who take 
it upon themselves to regulate our 
morality.

Tom Garretson/Guttersaint
American-Indian/Norwegian art-
ist working in the fields of music, 
writing and art photography. 
www.guttersaint.org
 

Read and follow the additional press-
debate on www.touscene.com/touworks 
 





”The creative act” is a starting 
point where the artist and engineer 
approach the work with a mutual wish 
to explore utopia. They are both fas-
cinated by the science fiction genre 
which is present and visible in the 
aesthetics of their project. The col-
laboration explores the meeting be-
tween the professions of ”visual art” 
and ”engineering” The aim is to ex-
plore the aesthetics from a struc-
tural perspective, and looking at en-
gineering from an aesthetic point of 
view. This cross-section will serve 
as inspiration for a mobile sculpture 
which will be transported and re-in-
stalled at a site in Pedersgata. 

“It´s monday evening and we have been 
discussing quantum physics, dark 
matter and other things we know next 
to nothing about. The background as 
an engeneer and  the background as 
an artist where we could explore the 
exact point of meeting, seen through 
our mutual interest in science fic-
tion, or the slighthly utopian idea 
about man as a progressive being and 
the absurd things that we as mankind 
can contrive”.

When working with art in public spac-
es one always have to take several 
aspects in to consideration. A public 
art work is by definition part of a 
greater setting, of social life, com-
munication, space organization. Øk-
land and Aase bring the diversities 
of realities into their project by 
letting different realities- science 
and aesthetics- be part of the proj-
ect development. By building from a 
heterogeneous ground they make art 
that opens up for several modes of 
interpretation. The sculptures can 
be enjoyed from a technical point of 
view, but also from a more abstract 
philosophical angle.

NILS THOMAS ØKLAND & 
RUNE AASE



MONA ORSTAD HANSEN & 
TORUNN LARSEN
A visual artist and and an art his-
torian present ”grassroots”, an 
uto-political art project at Ny-
torget. The project is turning a 
parking lot into a green area with 
grass trees and plants.  Residents 
of Stavanger were invited to relax 
in the park, to donate plants and 
do gardening. It is a work that 
comments directly upon a new city 
plan, where it is suggested that 
houses in the west part of Peders-
gata should be demolished for mak-
ing room for a new parking area. 
The project wants to squat the site 
and make it a car free zone. The 
ambition is to lay grass and plant 
trees in such a wide range that 
it will obstruct any entrance with 
a car. Historical inspiration is 
the project 7000 oaks, by Joseph 
Beuys. 

By constructing a new park at the 
same spot as the planners intend 
for cars, the artists shows that 
the use of this area is important 
to the people living here. On a 
wider level this project opens up 
for a discussion on public ver-
sus private transportation, and it 
does also point to important en-
vironmetal qualities, both social 
and physical for green lungs in the 
city. The aim is to mobilize people 
in the city council of Stavanger to 
join in an action for a change of 
course and priority in relation to 
our environment. 

“The structure of the project is 
inclusive and democratic, giving 
the individual paricipant a vital 
role in creation and execution, 
thus illustrating the theoretical 
concept and ideology of the grass 
root”.





Musicians that will make sound re-
cordings in the area, sample and 
process the material in France and 
Norway then re-install the composi-
tion in a new context in Stavanger 
at the old public toilets at Nytor-
get. The residents and shop own-
ers of Pedersgata are also invited 
to play the composition on a CD 
from their home stereos to create 
an extended soundscape. The work is 
called Rainy Day Odyssey the refer-
ence sneaked in on the majority of 
rainy days during the recording. 

“The unexpected and continous  sound 
of rain might have opened a gate 
for our greek hero to sail in” 

The field recordings is a chrono-
logical, linear composition were 
sounds from the street, shops and 
cafes, the church, the skatepark 
were recorded, and sent to France, 
where Vincent mixed the sounds 
and sent them back for re-mixing 
in stavanger. The composition is 
a long distance communication be-
tween two musicians and two citys 
creating a connection through a 
soundscape.

“Heavy rain falling, cars bark-
ing, loud arabic music from a TV, 
old men talking loud and knocking 
on tables, close aggressive voice 
saying no, nonono, OUT! classical 
piano heard through a door from the 
church hall, a heavy stone moves on 
the stone floor, door squeeks” 

Using the old public toilets as a 
venue for presenting and playing 
the sound installation made the 
audience aware of an unavailable 
space. The space have been closed 
for years and their existence seems 
almost forgotten. By re-opening 
this space the artists would like 
to point at the potential in the 
existing architecture and make 
visible the hidden elements of the 

Jugend wall and its unused and emp-
ty internal spaces...The Rainy Day 
Odyssey could also be understood 
as a critical comment directed to 
the council, and its plans about 
tearing down the old toilets giving 
room for yet another parking lot in 
the town centre. Rainy Day Odyssey 
reminds us that we experience our 
environment through several sens-
es. Its like an invisible part of 
reality suddenly lit.

Listen to the recording at 
www.touscene.com/touworks

HELGE OLAV ØKSENDAL & 
INGOUF VINCENT



Sigrun Hodne- art critic  
Pulished in Stavanger Aftenblad 
24.06.2008

There are many ways of experiencing Tou 
Works: for those who live on Pedersgata, 
this art project has thematised and pre-
sented the local area in a new light; 
whilst for the rest of us it is as if 
a secret, unknown part of the city has 
opened its doors to us.

The Tou Works art project was held on Ped-
ersgata in mid-June: some of the projects 
only lasted for a few days, whilst oth-
ers were there for longer and can still 
be seen and experienced. On the route 
from Petrikirken Church to Tou Scene, the 
artists created and presented art that 
relates to many senses.

Sounds of a street
Helge Olaf Øksendal and Ingouf Vincent 
recorded street sounds: traffic, foot-
steps, church organ playing, and muffled 
conversations – collected on a CD, all 
these sounds give us an audio picture of 
life on Pedersgata.

On Nytorget, Mona Orstad Hansen and To-
runn Larsen turned parts of the car park 
into a park. A cycle rickshaw pedalled 
to and fro, offering a safe means of 
transport from the centre to Tou Scene, 
something that Elaine Kordys also con-
tributed to through her nighthawks col-
laboration. A mobile sculpture was moved 
from house to house, while two slightly 
larger sculptures defined new places along 
the street. A place changes its character 
when a sculpture is suddenly installed.

Care
All of the projects are receptive and 
attentive to the local environment that 
they interact with. They provide us with 
an opportunity to see something new in 
the old, and to be appreciative of quali-
ties that we were not previously aware 
of. They also say a lot about what it 
takes to make a street into a good place 
to live: we need security, places to 
meet, and green spaces to breathe in.

Most publicity has focussed on Annie 
Sprinkle’s and Elizabeth Stephens’ free 

sex clinic, but those of us who visited 
the event on Friday the 13th of June 
found that there was not a single sign of 
sex or porn to be seen anywhere. 

Accessible
One of the finest projects is Mariela Lim-
erutti’s pavement engravings on Peders-
gata. She created some fifteen pictures. 
Limerutti chose a number of different 
building façades, which she then recreat-
ed in the shape of small, stylised engrav-
ings etched into the pavement in front of 
the actual buildings themselves. It is as 
if she is trying to freeze time and mem-
ory, and the engravings will doubtlessly 
outlive some of the original buildings. 
Limerutti’s art creates an inclusive im-
pact on our walking tour of Pedersgata: 
she turns the tour into a treasure hunt 
for new images. Art you can walk on is a 
good thing, it is immediately accessible 
to one and all, large or small.

Relational
Tou Works is a relational art project. 
Relational art is concerned with inter-
personal relationships and social in-
teractions, and is therefore far less 
work-oriented than conventional art. Re-
lational art can often be found outside 
art galleries and museums, and usually 
appears in places where people naturally 
move and meet, as on Pedersgata. Under-
lying it all is a hope that artistic ex-
perience can help to improve the quality 
of people’s lives. Some people may say 
it is about an impossible utopia, others 
will say they experience positive energy 
and vitality through being involved in 
relational artistic processes.

A good city?
Pedersgata is part of an area of the city 
that is undergoing dramatic development. 
Politicians and private entrepreneurs 
are pushing to tear down the old and to 
build anew, just to make a quick profit. 
Tou Works is helping to highlight the 
architectural, cultural and historical 
importance of the area, by making those 
of us who live in the city realise that 
the area has qualities that are worthy of 
preservation. The project also raises a 
number of important questions about what 
makes a city good to live in – it may be 
tricky to try to answer some of these 
questions because urban renewal and de-
velopment are about much more than razing 
old buildings and streets to the ground.

ART IN THE MIDS OF EVERYDAY LIFE



GUIDED TOURS

We wanted a structure that allowed 
our audience and participators to 
discover the work from several 
angles and we decided to arrange 
guided touers. Each artist would 
present their own and all their 
colleagues work. The structure gave 
the audience the access to see the 
work on 4 different days present-
ed by 16 participating artists who 
all would have their unique way of 
presenting. In a way that makes 16 
versions or entrances to the proj-
ect. 16 different speaches, atmo-
spheres, types of weather and types 

of dramas, you could see the work 
slowly being set up or at the brim 
of finishing. Sculptures music, films 
and live actions stretching over 
a durational time frame, allowing 
shadows and light of 24 houers to 
play with the reading and viewing. 
The artists presented their obser-
vations and reflections about the 
process and no scripts where used. 
However each guided tour would 
start at St Petri Church follow-
ing the route through the various 
works and stop at Urban Sjøfronts 
office to view a wooden model (size 

xxx) showing the houses streets and 
industry in the area giving the au-
dience a bird persepective on the 
route they had just been walking. 
Here they were introduced to the 
future plans for the area and was 
given the opportunity to discuss 
with the urban planner Kristin 
Gustavssen. Stories where shared 
and possibilities discovered. The 
tour ended with coffee and tea at 
the terrace of Tou Scene and the 
view of the Ryfylke mountains, giv-
ing space and quiet to reflect on the 
tour and detours of Pedersgata.

4  DAYS & 16 ARTISTS

16 GUIDED TOURS 

16 PRESENTATIONS OF WORK



WALK IN CINEMA
To point to the potential of all the 
empty shop windows along Pedersgata 
and secondly reflect on TW1 workshop 
discussions about our role as a mem-
ber of society. How do we take on an 
identity in our local society? How do 
we make the changes we want or live 
with the changes we cannot influence 
or approve? How do we connect or dis-
connect with our role as a resident 
in the city we live in? 

We then came up with the idea to 
screen three films in the empty shop 
windows. The films were chosen on the 
basis that they reflected ideas that 

the participating artists were work-
ing on. 

“Heaven inside us” – by Ina Roll Spin-
nangr and Torstein Gurde.  (Documen-
tary piraya f lm productions) The film 
asks the questions: what is madness, 
what is normality? Ina (19) documents 
life with her manic Mommy, who wants 
to marry herself on the Norwegian 
Constitutional Day, May 17. The film-
ing triggers a process of change, in 
which fear and misunderstanding is 
replaced by love and joy. A beauti-
ful and daring document! Screened at 
Pedersgata 97.

“Me and you and everyone we know” 
– by Miranda July Gina Kwon produc-
tion 2005. Award-winning feature film 
“Me and you and everyone we know” 
is a poetic and penetrating look at 
how everyday people struggle to con-
nect with one another in an isolating 
modern world. In a world where the 
mundane is transcendent and people 
seek meaningful connections despite 
the risk, anything magical can hap-
pen. Screened at Pedersgata 38.

“Rebel Kingdom” – By Berit Rødstøl. 
Documentary piraya film productions. 
”Norway has had one royal family for 
over 100 years, but now there is a 
man in the little community Fusa who 
challenges the Oslo based royalty. He 
decides to make Fusa the second king-
dom of Norway, installing himself as 
supreme ruler. But all is not well. 
The citizens, supportive of the King 
at fi rst, start to divide.” In order 
for Fusa to declare independence, the 
King must win the public vote. If 
he loses, he must abdicate and go 
in exile. There is a lot at stake. 
Screened at Pedersgata 97.









FOOD PRINTS
The chef Jacob Løfstedt was invited to 
take inspiration from each art work and 
create a visual interpretation of the 
artworks and present it as a menu. A 
designed 9 course meal which reflected 
the physical art work and the artists 
method of working. We then invited ev-
eryone participating in the project; 
artists, audience and residents, 130 
guests, a broad variety of people that 
took an interest in the eastern part of 
the city. 

On Saturday evening 14th of June Tou 
Scene loft was set with long tables, 
ironed white table cloths, candle 
lights on every corner lighting up the 
wooden beams and atmosphere. The guests 
received a welcome drink by the cura-
tor and producer and where shown to 
their seats. The drink was named the 
heat “varmen” the nickname of Peders-
gata, which background is vividly de-
scribed in Tore Renbergs text “the road 
to hell”

The meal started with “samosa surprise”  
for Nils Thomas and Rune. The samosa 
was shaped as a triangle reflecting the 
shape of the triangular art work; the 
mobile  sculpture. The filling of veg-
etables and brie integrated in a dia-
logue such as the discussions of an 
artist and an engineer.

The starter was followed by an aspara-
gus soup for the architects Christian 
and Moritz “New Neighbours”. The vi-
brant colours of the art work as green 
asparagus soup and yellow saffron oil 
merging or contrasting the textures 
depending on the eye of the observer 
and the perspective you view the work 
with. 

Next was Marielas “carrot fritex house” 
Marinated carrots in ginger and lemon 
syrup arranged on the plate as a house, 
exposing the structure of “lafting” a 
technique and structural basis which 
the wooden houses in Pedersgata has in 
common. One wooden trunk on the top of 
another, corners cut to joint. carrot 
on carrot, log on log.

Yet another dish in a little glass 
filled with lime and kalamata slush, in 
the middle of the freezing ice lies 
an olive floating reminding of Elaine’s 
weightless action in Badedammen. “Save 

the olive”

Next is “Pedicab satay”. Grilled chick-
en in peanut sauce surrounded by a flo-
ral and edible rose garland hinting to 
the accessories and the mix of cultur-
al icons seen with the Indian cab and 
pedicab drivers. This is for Svop/T.

“You must believe in spring”. A jazzy 
evergreen and salad for the grass root 
project. Fresh leaves are growing and 
dominating the taste buds. Torunn and 
Mona talks of believing. 

“Relational Aestetichs” is a  co pre-
sentation of Kjetils critical obser-
vations and Helge and Vincents music. 
Manufactured similarities occurs when 
130 guests are hammering the intact crab 
claws to pieces creating a cacophony of 
rhythms, sound and laughter as the crab 
shell spreads across the room and the 
various techniques from soft thudding 
to hard cracking on porcelain and steal 
creates a sounds-cape. When finally get-
ting hold of the tasty crab meat you 
may dip the meet in a saffron bernaise 
sauce and contextualize it with pappad-
ums. Food for thought.

The meal comes to an end with some-
thing sweet, a dessert for Annie and 
Beth. All forks, knives and spoons are 
removed so that the guests are left 
with their hands only, to dig into the 
juicy layers of chocolate mousse, local 
strawberries and the fig aphrodisiac. 
The intent removal of napkins leaves 
the guests to lick and suck  their  fin-
gers clean. The sound track of an Beat-
les song is playing at the back “All 
you need is love” and the guests are 
singing along and digging the sweets 
out of the glasses to a highly love 
filled finale. A night  to remember we 
dear say it was.

The meal and concept was composed by 
Jacob Løfsted and curator Anne-Marte 
Eidseth Rygh.



  TOU WORKS 

MENU 
A 9 course meal in tribute to the artists ’ works in Pedersgata 

”The Heat is On” strawberry crush a welcome drink by Anne-Marte Eidseth Rygh,  
Johanna Tukkannen and Geir Lindahl 

1 ”Samosa Surprise” vegetables and brie for Nils Thomas Økland and Rune Aase 
-------------------------------------------------------------------------------------------------

- 
2 ”New Neighbours” Aspagus soup with achiote  

for Christian Gauss and Moritz Groba 
3 ”Carrot Fritex House” carrot in ginger and lemon syrup for Mariela Limerutti 

4 ”Save the Olive” Lime and kalamata slush for Elaine Kordys 
-------------------------------------------------------------------------------------------------

- 
5 ”Pedicab Satay” grilled chicken, peanut sauce and roses for Simona Ferrari  

Trond Mikkelsen and Sigrun Vik Olsen 
6 ”You Must Believe in Spring” green salad for Mona Orstad Hansen  

and Torunn Larsen 
-------------------------------------------------------------------------------------------------

- 
7 “Relational Aesthetics” pappadums for Kjetil Røed in context with soundscape; 

8 ”Kapoof Bang Crack” crab claws with saffron and béarnaise sauce  
for Helge Olav Øksendal and Ingouf Vincent 

-------------------------------------------------------------------------------------------------
- 

9 ”All you Need is Love” Layers of chocolate strawberries and figs.  
Chef demands you to eat these aphrodisiacs with fingers only.  

The dessert is for Annie Sprinkle and Beth Stephens 
-------------------------------------------------------------------------------------------------

- 

Jakob Løfstedt is born in Stavanger with a local engagement and heart 
for Pedersgata. Chef at Food Story. 

The Wines 
White Marquise d`Monistrol Chardonnay.  49-kr glass, per bottle 

245-kr 
white Nava Riesling Kabinett.                    72-kr glass, per bottle 

360-kr 
Red Santagostino Nero D`Avola             49-kr glass, per bottle 245-kr 
Red Mas del Ponts                               72-kr glass, per bottle 360-kr 

 
 
 

 



INTERVENTIONS AT STREET 
LEVEL
Reporter: Trond Borgen
Published:17.06.08 at 
Kunstkritikk.no 

Is there really such a thing as rela-
tional aesthetics? In Stavanger, Ped-
ersgata has just been the arena for 
various forms of art that intervene in 
the middle of the street, where people 
live and shop, work, drive and walk. 
Pedersgata runs from the city centre 
to the east of the city, and consists 
of a mix of shops, businesses of one 
kind or another, and housing – much 
of it pretty run down. From Tou Scene 
comes the art production Tou Works, 
this time with Anne-Marte Eidseth Rygh 
and Johanna Tuukkanen as curators, and 
Geir Lindahl as producer. They have 
organised 16 artists, architects and 
theoreticians from many different coun-
tries, who have intervened actively in 
the street’s life and structure. The 
project, supported by Stavanger 2008, 
was a very successful example of how 
relational art can work in the local 
environment.

What does ‘urban development’ mean? This 
is a hotly debated topic in Stavanger, 
a cultural capital where the authori-
ties would simply like to tear down 
old buildings on Nytorget at Peders-
gata and build a car park. Does ‘ur-
ban development’ mean tearing down old 
buildings? Or is it a response to the 
rapes committed in this area in the 
last six months? Is Stavanger regarded 
as an unsafe city to live in? British 
artist Elaine Kordys is taking on the 
role of redeemer – not in any meta-
physical sense, but at a micro-level, 
in close, interpersonal relationships. 
She walks up and down Pedersgata, talks 
with the residents, allies herself with 
nighthawks, moves into housing shells 
which may be tempting to possible py-
romaniacs. Like a guardian angel, she 
brings art into the everyday life of 
people, primarily through a process 
that creates and reveals social rela-
tionships. Pedersgata is long, with a 
social gap from St. Petri’s church and 
the new development for Stavanger Af-
tenblad [newspaper offices] at one end, 
to small, old, workers’ housing right 
in the east. Kordys binds the street 
together with her almost imperceptible 

intervention.

Binding the street and people together 
is also what artist group SVOP/T (2006) 
is doing, consisting of Simona Ferra-
ri of Italy and Trond Kasper Mikkelsen 
and Sigrun Vik Olsen of Norway. Amongst 
other things, they operate a Pedicab, a 
cycle rickshaw carrying people between 
Nytorget and Tou Scene. Pedal power is 
an alternative to the car, a symbolic 
suggestion of a cleaner city, but the 
cycle rickshaw also has a double visual 
impact: an unusual way of getting around 
in street traffic, and an opportunity 
for those who allow themselves to be 
conveyed to look around them at their 
ease. The mobile stops are slightly ab-
surd: you buy a paper priest’s collar 
and put it round your neck – then the 
cycle rickshaw will stop where you are 
on the street. The dream may be a car-
free street, with hundreds of people 
wearing priests’ collars waiting along 
it, not pushed for time.

“Away with the cars!” say Mona Orstad 
Hansen and Torunn Larsen, even more 
clearly. They have made a grassy land-
scape out of a car park on Nytorget to 
protest against the council’s plans for 
a new major multi-storey car park. A 
green lung in the city, an alternative. 
But, of course, we know they are doing 
this at the authorities’ mercy, and it 
is for a limited time only. Which is 
why it is even more important to get 
the grass growing now, in the summer, 
so it will be seen as an act of van-
dalism and a disgrace when the council 
wants its car park opened again later 
in the summer.

Yes, there really is such a thing as 
relational aesthetics. Because these 
are examples of a relational art that 
drills down into the day to day life 
of a street, involving people who live 
and work there, bringing out different 
social relationships. Neither the meth-
ods employed nor the resources used are 
revolutionary or drastic, particularly 
innovative or original: but, first and 
foremost, relational art is precisely 

about communicating, both in a direct 
way and through social processes other 
than those we usually find in galleries 
and museums. This is where this project 
succeeds so well, because the artists 
use various forms of direct communica-
tion to create meaning, both for those 
to whom the street belongs and those 
who visit it to experience this art 
project.

German architects Christian Gauss and 
Moritz Groba wanted to test the Nor-
wegian spirit for voluntary communal 
work: they involved local people in 
creating two sculptures – one in a res-
idential area, the other on an indus-
trial estate. With their sharp colours, 
they stand right out as foreign bod-
ies, as interventions here; but they 
are integrated in the local environ-
ment, precisely because local people 
were involved in designing and creating 
them. These sculptures have expanded 
the local identity.

Nils-Thomas Økland and Rune Aase rep-
resent another way of using sculpture: 
artists and engineers working together 
on a mobile sculpture – ‘mobile’ in 
the sense that it gets moved from one 
building to another, once a day. This 
sculpture is like a kind of science 
fiction construction, hanging high on 
the corner of a building; it includes 
a goldfish swimming around in a gold-
fish bowl. It is as if life on earth 
needs to be saved by a heroic, utopian 
act, a complex construction high above 
the ground. But, apart from the fact 
that the viewer sees the corner of the 
building in a new light, this art is 
still the furthest from the clearly re-
lational perspective that comes across 
so strongly in the rest of the proj-
ect.

The sounds of the street have been 
preserved and processed in a composi-
tion by Helge Olav Øksendal and Ingouf 
Vincent of France. They sampled sounds 
from everyday life on the street, and 
played them back in quite a special 
place: a space which has been secret 

and unknown to most people for many 
years, since it was closed around 1970: 
the pissoir built into the slope on 
Nytorget. Neither water nor urine have 
flowed here for many years now, but the 
space was given new life by having 
the many sounds of the street flowing 
through it – it is life on the street 
which has been preserved, space outside 
brought in, so we can listen and hear 
the street with new ears.

American performance artists Annie 
Sprinkle and Elizabeth Stephens set up a 
sex clinic by the porn shop on Pedersga-
ta, and held performance presentations 
at Tou Scene. With Sprinkle’s past life 
as a prostitute and porn model (“I have 
slept with 3,500 men”), she immediately 
took the Ottar Women’s Group by the 
neck, with demonstrations outside the 
sex clinic and angry readers’ letters 
in the newspapers. In other words, a 
good example of relational art that can 
both reveal and create certain social 
relationships. The fact that Sprinkle 
is considerably experienced in the sex 
and erotic field that she used to work 
in cannot disqualify her in any way: 
to put it another way, long and deep 
experience in a specific subject area 
is in itself a profound and valuable 
qualification, even for artists. 

Although this project only lasted three 
days, it has left something more per-
manent behind it: Mariela Limerutti of 
Argentina, with the help of a few as-
sistants, engraved drawings of some of 
the buildings into the stone pavement 
slabs on Pedersgata. Right in front of 
a house, we find a drawing of it, which 
as an illustration, in a slightly voo-
doo way, has magical powers protecting 
the building. Many of these buildings 
are ripe for demolition or conversion, 
and Limerutti’s drawings will, in the 
future, act as a kind of time capsule 
in which they will be preserved, even 
if they have disappeared and no longer 
exist. I stop in front of the build-
ings that have been engraved into the 
pavement slabs, and childhood memories 
come alive, from once upon a time in 



a country far away that is called the 
past, recollecting all the times that 
I saw these buildings and the people 
who lived and worked in them. These 
drawings act as a kind of focal point 
for these small fragments of the city’s 
history and how I recollect them.

Art critic Kjetil Røed was involved in 
the project as an observer and tour 
guide. He wants to record the whole 
process as someone involved in it from 
the inside.

One of the best aspects of the art proj-
ect were the walking tours, organised 
by Tou Works, along the street. The 
artists themselves also spoke to the 
audience, and visitors could choose be-
tween a number of tour times and tour 
guides. What then arose was a dialogue 
between the audience and the guides, 
and with some of the artists that we 
met along the way – as well as with many 
of the people who live and work along 
the tour’s route: different groups of 
the street’s users engaging in social 
and aesthetic relationships that both 
preserve and change the street and the 
life in it. Someone has intervened, and 
the street is no longer quite the same. 
Relational art has finally found a home 
here in Stavanger, thanks to the cura-
tors’ meticulous preparations in find-
ing artists who can create interesting 
relationships in a street that we in 
Stavanger usually just take for granted 
and hardly notice.



SVOP/T

Without the support from sponsors and volunteers, the 
Tou work project would be impossible to accomplish! We 
are grateful to you all for your help.  

Stavanger2008 
Stavanger kommune
Finsk-norsk kulturinstitutt
Urban Sjøfront 

Tou Scene staff
TW staff and volunteers
The chef Jacob Løfsted
Helen & Hard
Tore Renberg
Sigrun Hodne

Residents in Pedersgata

Thank you to all who have lent us equipment

Anne Marte Eidseth Rygh and Sesella F. Knutsvik: Con-
tent, additional texts, design, layout. 

Congratulations Mariella, Simona and Sigrun; welcome 
three new world citizens who were conceived during pro-
duction for Tou Works.








