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FRIDAY, 10 NOVEMBER &  8 DECEMBER, 19.00-22.00In connection to the exhibtion Norm Form up to 
date talks with artists, designers, architects and 
scholars as well as guided tours, workshops, bar, 
mingle & music and other events are organi-
zed. For more detailed information please visit 
arkdes.se

GUIDED TOURS OF THE  EXHIBITION NORM FORMTuesdays at 17.00.Sundays at 12.00.

Tours of the Design Arkiv S check ArkDes 
website for more info.

The work Scene instructions will take shape in 
the exhibition hall during the autumn. Follow 
the development live on Thursday afternoons, 
starting 19 October.

PROGRAM
TUESDAY 10 OCTOBER Event for teachers on the exhibition theme 
Norm Form. Find out more on our exciting 
programme for pre-school, first and secondary 
school. (pre-booking necessary).
LEARNING
The norm decides the form, or? Programme  
for schoolkids aged 12-19 years. Tour of the 
exhibition Norm Form and hands on experience 
in a critical designworkshop. 
To book please contact visningar@arkdes.se, 
or phone 08-527 546 41 Tues – Fri 13.00-15.00FAMILY SUNDAYMake a design for Bamse, Barbapappa or 
Beyoncé. Come build a model of the perfect jug. 
A hands-on activity by normcreativity for all in 
the family. Sundays 13.00
The family activities during the autumn focus 
on the theme of the exhibition. They are free, 
and no pre-booking is required, limited num-
bers. Tickets availble at the entrance desk, the 
programme lasts two hours.

AUTUMN SCHOOL HOLIDAY During the autumn school holidays there are 
events and activities for families every day. 
Tours in combination with designworkshops.Tuesday 31 October – Friday 3 November  
10.00 and 13.00

Saturday 4 November - Sunday 5 November  
at 11.00 and 13.00

BOOK A GROUP EXHIBITION TOUR
To book a private exhibiton tour please contact 
visningar@arkdes.se, or phone 08-527 546 41 
Tues–Fri 13.00-15. 00.

#NORMFORM
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FOREWORD

What do the things around us do, how do they define and shape our lives? Those are 

some of the questions investigated in the Norm Form exhibition, which will be displayed 

at ArkDes on 6 October 2017-11 February 2018.

In the early 2000s, interest arose in Sweden in the possibilities of design to act in more 

ways, over and above its traditional role in uniting form and function to create new 

products. Publications and exhibitions challenging accepted perceptions about “good 

design” appeared, such as Zandra Ahl and Emma Olsson’s book Svensk smak: myter om 

den moderna formen [Swedish Taste – the myth of the modern form] (2002) and the 

exhibition Formgivning Normgivning [Giving Form Giving Norm] at Svensk Form (2006).

Appearing at ArkDes in 2007 was the exhibition AbNorm, in which architect Camilla An-

dersson and industrial designer Karin Ehrnberger presented their university projects, 

which dealt with norm-challenging design and architecture. In the same year, fashion 

designer Maja Gunn produced Collektion L, a collection that visualised lesbian identity 

and challenged the hetero norm.

These are now viewed as pioneering works, and since then the designers have been 

involved in developing this area in both theory and practice. Together they possess a 

wealth of knowledge about the area, and this is the background to ArkDes inviting them 

to be curators. Now, ten years on, design that challenges social norms and power struc-

tures has become a distinct discipline, a situation that is unique to Sweden and in which 

a new generation working in this field has entered the stage.

 
The works displayed in this exhibition bear witness to a new kind of design process, one 

in which design has very little in common with the traditional role of design: to create 

new, attractive products. It is instead about design as a tool to challenge accepted con-

cepts, to generate insights and to break new ground.

 
WELCOME TO NORM FORM AT ARKDES!

Karin Åberg Waern, Head of Exhibitions and Learning, ArkDes
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Challenging power relationships in different ways is not an end in itself, but 

a movement that has taught us to reflect on the power relationships both 

within ourselves and around us. The same is true of this exhibition. It is a 

moment captured in time, here and now, of a constantly ongoing process. 
Each of the works on display in Norm Form gives an account of power rela-

tionships viewed from the originators’ perspective. Together they provide 

a multifaceted view of our society. 
The works have as much that differentiates them as they have in common. 

Some direct their critical view inwards, at the designer, the material and 

the design process, while others direct their view outwards and use design 

as a tool to question who holds the power in different contexts and why. 

Some works aim to take their place and write an addition to the story, while 

others aim to redirect views and suggest visions or strategies for redis-

tributing power relationships. 
What they all have in common is that they suggest alternative ways of un-

derstanding the world. Together they show that parallel stories are possible.
The story is also shaped according to who you, the visitor, are. What you 

perceive as recognisable is perceived by someone else as unfamiliar. What 

you perceive as provocative is perceived by someone else as liberating.

It is not, therefore, the ambition of Norm Form to tell you what something 

is or should be. Norm Form is what happens in its encounter with you, the 

space and its content. 

CAMILLA ANDERSSON, KARIN EHRNBERGER  
AND MAJA GUNN, CURATORS

The Norm Form exhibition aims to show how design can be used as a tool 

to challenge norms relating to power relationships in society. What these 

norms look like and how they affect us is a question of time (when), place 

(where) and space (context). This means that norms change. The problem 

with norms is that they are perceived to be neutral. The consequence is 

that those who break the norm are deviators, who risk being marginalised, 

discriminated against and stigmatised. 
Challenging social norms means visualising and questioning why certain 

individuals have more power than others, depending on factors based on 

the seven grounds of discrimination: gender, cross-gender identity or ex-

pression, ethnic origin, sexual orientation, physical functionality, religion or 

other faith and age. In addition to this there are questions of class and fam-

ily constellations. In Sweden we have the Swedish Act on the Prohibition 

of Discrimination (DL), which aims to combat discrimination and promote 

work for equal human rights.
In recent years there has been increasing interest in norm-challenging de-

sign in Sweden. A power-critical movement is starting to emerge in which 

designers are investigating various ways of visualising and challenging social 

norms through design. Norm Form displays a selection from this movement.

 
The environment in which we live is far from passive. It guides us and our 

lives by being the physical framework for our actions. Nor are those who 

design our environment passive individuals. The thoughts and ideas of the 

designer have been shaped just as much by values and norms as anyone 

else’s. Form and function are the result of intentions and tell us about the 

contemporary view of how something is meant to function and thus adjust 

to. Design is therefore a strong power factor.
 
There have long been resistance movements in the field of design, reflecting 

the battle for different ideologies. The battle has therefore looked differ-

ent in different parts of the world, but has also differed between different 

fields of design. In Sweden, the debate on equal opportunity and equality 

has pervaded critical thinking in design, both in academia and in practice. 

This has resulted, just like the social debate in general, in a discussion about 

the importance of diversity and inclusion. With the emergence of criticism 

of power in recent years, it has also become more important to question 

who it is that claims the right to include whom – and why.The Swedish design and architecture scene is shaped to a very large extent by 

who is granted access to it. How a story is told depends on who is telling it. 

Norm Form tells the story of a Swedish context and of the power-critical re-

sistance in the field of design that has emerged over the last ten years or so. As 

we now contribute to the creation of design history with this exhibition, it feels 

important to be clear that the story of the world is at the same time a story 

about what is not allowed to be seen. The emergence of Norm Form has been 

characterised by a number of power relations between people from different 

backgrounds. Some have more power than others. If the composition had been 

different, the story would of course have been another one.

NORM FORM
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1  Cyborg Dildo – Hanna Kisch, page 26

2 Every Time We Fuck We Win – 

 MYCKET, The New Beauty Council,  

 Maja Gunn, page 33

3  Housework – Secretary (Helen Runting,  

 Rutger Sjögrim, Karin Matz) page 33

4 Mothers (From the Gal Pals in Print  

 project) – Julia Westerberg, page 32

5 Care Song – Camilla Andersson, 

 Emma Börjesson, Anna Isaksson,   

 page 21
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6  Design Arkiv S – Design Lab S, page 22

7 The Safety Top – Maja Gunn,  

 Camilla Andersson, Emma Börjesson,  

 Karin Ehrnberger and Anna Isaksson,  

 page 24

8 Castles in the air – when we build a city  

 where we want to live, page 28

Ph
ot

o:
 M

at
ti

 Ö
st

lin
g

Ph
ot

o:
 A

ng
el

in
a 

Be
rg

en
w

al
l (

M
od

el
 S

ag
a 

Be
ck

er
)

Ph
ot

o:
 D

av
id

 M
ol

an
de

r Ph
ot

o:
 P

at
ri

ez
 V

an
 D

er
 W

en
s

Ph
ot

o:
 M

aj
a 

G
un

n

Ph
ot

o:
 P

är
 F

re
di

n              

Ph
ot

o:
 S

an
na

 L
in

db
er

g
Im

ag
e:

 S
ec

re
ta

ry



W
W

W
W

W
W

5 88DSDSDD SDSDD

88DSDSDDSDSDD
88Z

6

88DSDSDD
SDSDD

88Z 88DSDSDD
SDSDD

9 I Just Slipped Into Something More  
 Comfortable #2 – Hanna Kisch, 
 page 2610 Dolphia Drill and Mega Hurricane 
 Mixer – Karin Ehrnberger, page 22
11 World White Web – Johanna Burai,  
 page 2112  Police Turban, Veils for the police, the  
 fire departement and armed forces. –  
 Iman Aldebe, page 2213 From ceramics to politics –  Frida Hållander and Eva Szentiványi,  
 page 2514 Love Letter – Alecsander Rothschild,  
 page 29
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15 The Reversed Pacemaker – 

 Ammy Olofsson, page 29

16 Lazoschmidl – Lazoschmidl, page 27

17 Typequality – Kimberly Ihre, page 25

18  The White and Bright Aesthetics of  

 Selling Clean – Agga Anne Mette   

 Stage, page 30

19 Imagine Area – Elina Nilsson, page 29

20 Abort N’Go – With Full Rights –  

 Cristine Sundbom, page 31
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21 Bomber jacket, sweater and this is our voices – 

 this is Sweden and Patricia Reyes, page 31
22  The Desk – Minna Magnusson, page 27
23 The CP-truck – GIL, (Gothenburg Cooperative for

 Independent Living), page 2324 Safe Slut – A Carnival Through Valla torg – The New Beauty 

 Council,  Annika Enqvist, Thérése Kristiansson and Kristoffer 

 Svenberg, page 2925 The tool belt – Tobias Alm, page 20
26 Bang – Bastion, page 21
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27 Iris Cato – Revenge of The Beach 

 (A Manifesto For My Sexuality) 

 – Maja Fredin, page 23

28  Andro chair – Emma Börjesson,   

 Karin Ehrnberger, Ann-Cristine Hertz  

 och Cristine Sundbom, page 22

29 Europa Europa – Parasto Backman,  

 Hanne Lindberg, page 33

30  The Scene instructions – Joanna   

 Zawieja and Andjeas Ejiksson, page 32

31 Have a Seat – Louise Linderoth, 

 page 27

32 AbNorm – Camilla Andersson, page 20

33  Mask4Masc – Matt Lambert, page 26
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34 Female Bondfire – Kakan  Hermansson and Anna Nordström  
 page 2435 The Anxiety Machine – Form follows  
 symptom – Souzan Youssouf, page 31
36 Super Mega Pussy Vagina –  Ida Klamborn, page 3337 Crip Is Hip – Hanna af Ekström 
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41 Crafts skirt - Marcus Jahnke, 

 page 26

42 Equal Rights – Tommie X, 

 Faggot Apparel, page 33

43 Collektion L – Maja Gunn, Sid. 24

44 Exclude Me In and History As We   

 Know It – (authors) MYCKET,   

 The New Beauty Council and Maja Gunn,  

 page 27, 28

45 5inist – Kristin Zetterlund, 

 Faggot Apparel, page 34

46 My Body Is Not Yours To Judge –   

 Minna Palmqvist, page 33

47 Old Is The New Black – Fanny Karst,  

 page 33

48  Queering Sápmi – Marc Strömberg in  

 collaboration with Queering Sápmi, 

 page 32
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Illustration: MYCKET and New Beauty Council
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If historians are to believe, design as a profes-
sion was born out of a need to make people buy 
things. From the Industrial Revolution in the 18th 
century to the Great Depression in the 1930s, 
history is full of examples where design has been 
harnessed to serve the capitalist industry. To-
day, however, we are gaining more knowledge 
about the limited resources of our planet. New 
technologies are making us do things that would 
have been considered science fiction only twenty 
years ago. The Internet allows us to learn about 
global issues such as nascent eco-catastrophes 
and modern slavery. Since design is so connect-
ed to consumption, industrial production, and 
technology, it is often considered as part of the 
problem rather than a solution. But with some 
courage and imagination, design can be a tool to 
question current values and conditions, point out 
injustice, envision sustainable futures, and thus 
create a more safe and socially just world. This approach to design emerged in the 1960s, a 
decade that saw the baby-boom generation fight-
ing against conservatism and normative lifestyle 
by setting new moral standards and expressing 
support towards the oppressed and neglected. 
From this, a myriad of movements emerged advo-
cating non-violence, gender equality, and interna-
tional solidarity among others. These movements 
did not go unnoticed in the world of design. In 
1970s Italy, for example, design groups such as 
Superstudio and Archizoom created the concept 
of Radical Design with its provocative projects, 
installations and objects that criticised the exist-
ing norms and imagined a more progressive and 
free society. 

Scandinavia, however, is often seen as an egali-
tarian paradise, with equal opportunities and safe 
living conditions for everyone regardless of their 
income, gender, or skin color. So, what do we have 
to be critical or concerned about? Due to these 
preconceived and false notions, few know that 

the Scandinavian countries went through their 
own tumultuous 1960s, and that here, too, this 
generated a critical design practice advocating 
for a more inclusive society. Many issues left 
their mark on the decade, such as dysfunctional 
working environments, consumerism, post-co-
lonial guilt, the wide cultural gap between gen-
erations, bad living conditions created by rapid 
urbanisation, and the project of creating welfare 
states based on capitalist economy.

Scandinavian design culture of the 1960s, built 
on the success of exquisite handcrafted objects, 
failed to address these pressing issues. Many 
young design students in the Nordic countries 
became increasingly frustrated about the notion 
of a designer as an artist whose designs were 
tokens of individual expression. Together, the 
students, with backgrounds in a variety of disci-
plines including ceramics, textiles and furniture 
design, formed a group and went radically against 
the idea of design as aesthetic objects confined 
in the homes of the ones who could afford it. By 
exploring the possibilities of design’s role in the 
society and collaborating with other disciplines 
such as engineering and psychology, the students 
strove to develop design towards a more ambi-
tious discipline able to offer tangible solutions to 
real-life problems. The Scandinavian design stu-

...WITH SOME COURAGE AND IMAGINATION, DESIGN CAN BE 
A TOOL TO QUESTION CURRENT 
VALUES AND CONDITIONS, POINT 
OUT INJUSTICE, ENVISION SUSTAINABLE FUTURES...

dent movement did not produce content as pro-
vocative or radical as its Italian counterpart, but 
instead produced designs close to the everyday 
life, such as the International Sign of Accessibil-
ity, a playground for disabled children, and pros-
theses for those who had lost a limb.
Echoes of this critical and socially conscious de-
sign practice that Scandinavian design students 
advocated more than 50 years ago live on in this 

exhibition. However, the symbiotic relationship 
of design, society and our everyday lives, all in a 
constant state of flux, ensures that design and its 
purpose are constantly re-evaluated. This is pre-
cisely where critical design is at its most effec-
tive. Its imaginative methods challenge stagnant 
social norms and values, and ultimately help us 
understand and change the increasingly complex 
society that we live in.

KAISU SAVOLA

BIOGRAPHY

Kaisu Savola is a design historian with a mas-
tersdegree from the Royal College of Art, UK and 
doctoral candidate at Aalto University, Helsinki.

CHANGED VIEW ON DESIGN IN THE 1960’S
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    Design is often preoccupied by concerns of              
    culture and capital – what is appealing and 
what is profitable. Such concerns are often fore-
grounded in design competitions, professional 
associations and in educations prioritizing aes-
thetics, functionality, usability, and, increasingly, 
business model, brand value, and market share. 
While critical socio-economic and political dis-
cussions take place within more established dis-
ciplines of art and architecture, such concerns 
are often treated as extraneous to design. Even 
claims of ‘democratic design’ in Sweden seem 
to be underpinned by a market logic (ie. mass 

production and price point). Nor are these pre-
occupations and priorities surprising. Design 
emerged as a profession in Western Europe 
during the Industrial Revolution, and design in-
stitutions, operations and pedagogies are en-
trenched within associated capitalist market 
logics, class structures and material cultures. 
As design has since grown and spread around 
the world, these concerns seem to have be-

come the norm.

This makes the widespread growth of and in-
terest in so-called ‘critical design’ particularly 
noteworthy. During the late 1990s in the UK, 
Anthony Dunne’s doctoral research elaborated a 
design practice developed with Fiona Raby infor-
med by the critical theories of Frankfurt School 
philosophers. Formulating this as critical design, 
they countered design norms in order to criti-
que larger socio-economic structures. Neither 
efficient nor ergonomic, for example, Dunne’s 
‘post-optimal’ objects were crafted to query 
design directed at merely reducing people to 
more rational, productive and ‘fit’ users within 

an industrial society. Dunne & Raby’s sophistica-
ted aesthetic of ‘user-unfriendliness’ and ‘pa-
ra-functionality’ is an application of critical theo-
ries, in which strategies of ‘defamiliarization’ and 
‘estrangement’ should increase the ‘critical dis-
tance’ between a product and its user to disrupt 
unthinking ideological assimilation. Such critical 
design started a wave that has since grown and 
spread. And, while countering a norm, it has itself 
become normalized. 

The term ‘critical’, thus, must be situated. Critical 
of what and where? Critique by and for whom? 

CRITICAL DESIGN CANNOT  MERELY BE COPY-PASTED,  NEITHER REJECTED NOR ACCEPTED UNCRITICALLY 
For what purpose, whose benefit? Critical design 
cannot merely be copy-pasted, neither rejected 
nor accepted uncritically. Articulating her cri-
tique, Luiza Prado de O. Martins points out that 
a majority in the critical design wave are privi-
leged and white, often male, and European, and, 
worse, blind to such privilege. Carefully posi-
tioning her own standpoint as a female designer 
from the Global South in her doctoral research, 
Prado’s term ‘critical’ is situated as a feminist 
and ‘decolonial’ design study and practice. She 
examines how design carries out colonial logics 
in controlling women’s bodies, identities and be-
haviors. While critical of critical design, Prado’s 
work can be understood in a continuum with 
Dunne’s and others. Perhaps this also signals 
momentum within a maturing discipline capable 
of examining and affecting its own intellectual 
and ideological foundations.
Being critical is not only negative. Even critical 
design, and its Frankfurt School-inspired nega-
tive dialectics, produced material grounds for 
self-reflection and public debate. Other criti-

cal approaches are explicitly normative – fem-
inist approaches do not only critique a norm 
but explicitly explore how things can be other-
wise. Criticality is also constructive – critical 
approaches to design can destabilize the status 
quo, construct a common ground and explore 
alternatives. This is noteworthy in the Swedish 
context, which is characterized by particular 
norms as well as particular forms of criticality. 
Examples range from Marxist-informed practic-
es of Scandinavian participatory design in the 
1960s, ecological critiques and alternative life-
styles explored within the Scandinavian Student 
Design Organization (SDO) among others in the 
‘70s, and, today, strong gender and intersectional 
standpoints in contemporary design and archi-
tecture. Criticality is necessary, both to examine 
and affect the disciplinary foundations behind 
future forms of design practice.
DR RAMIA MAZÉ

CRITICAL PRACTICES OF DESIGN
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Mazé, PhD, is Professor at Aalto University in 

Finland.

Previously in Sweden, she worked at several 

Universities of Art, Design and Architecture. 

Most recently she has maily been engaged in in-

terdisciplinary and international research

projects, in areas of social innovation, sustaina-

ble design and design activism.
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MECCA FOR THE MIDDLE CLASSESIt is an axiom that the more diverse the members 
of a group are, the more unique and innovative 
results they will be able to produce. Journalist 
Mohamed Yussuf explored representation with-
in design and uncovered a homogeneous group 
with a scarcity of inclusiveness.
As a young boy, I remember staring up at the 
clouds and dreaming of living in a block of flats 
attached to a spaceship. At that time, I was living 
in a rented apartment in a desolate area of ter-
raced housing. There is not much fun to be had 
on an abandoned estate, so my childhood bed-
room became my refuge. I would sit there with a 
ruler and a pen and draw my new home in space. 
The bedroom in my new home was vast, the lifts 
travelled horizontally and secret passages pro-
vided shortcuts. 

When not drawing futuristic homes, I spent time 
transforming my worn-out jeans into shorts. I 
used the material I cut off the legs of my jeans 
to tie into a rosette, which I wore as a bow-tie. I doubt I was the only person to explore my cre-
ativity at a young age, but despite the endless 
hours I spent drawing, thinking and creating, I 
was totally unaware that it was possible to take 
an education within design.” 
The American Institute of Graphic Arts’ (AIGA) 
survey last year, comprising more than 9,000 
participants, demonstrated that three of four 
designers identified themselves as white. In Sweden, the situation is similar. The docu-
ment published in 2014 by the Swedish National 
Agency for Higher Education – resulting from ten 
years of study – showed that “the arts” was the 
category to have the lowest ratio of pupils with 
a foreign background. The term “foreign back-
ground” was used to refer to persons with a na-
tional registration number in Sweden who were 
born abroad, and persons born in Sweden but 
where both parents were born abroad.
The Swedish Arts Grants Committee published 
a report on the same topic in 2016. Their study 
also covered social class and demonstrated that 

almost 50% of Sweden’s active artists had at 
least one parent with an academic background. 
When compared with the entire population, the 
ratio of persons with one or more parents with 
a degree from higher education is 24%.
Director of the Swedish Arts Grants Commit-
tee, Ann Larsson, explained to the Swedish news 
channel, SVT Nyheter, that “Swedish policies for 
artists aim to facilitate culture for all” before go-
ing on to state the obvious: “We can now see 
that the policy applied to date has not reached 
this target.”

Erik Annerborn is a project manager for the 
Stockholm school, a platform offering specific 

strategies to help young people from all levels of 
society take up the arts. Erik is critical of the pre-
vailing artistic climate.

“Developments within art and design in Sweden 
have come to a standstill. If we are to continue to 
develop new and exciting forms of art and design, 
we need to have a dynamic cultural climate and 
we require a number of different perspectives 
and expressions that meet each other. 
A broader recruitment to art and design studies 
is a positive first step, but it is not enough,” states 
Erik.

“Once we have achieved higher diversity within 
our schools, we have to embark on the next step 
– promoting equality and co-existence between 
the different methods of expressing art and de-

WHEN NOT DRAWING FUTURISTIC 
HOMES, I SPENT TIME TRANSFOR-
MING MY WORN-OUT JEANS INTO 
SHORTS. I USED THE MATERIAL I 
CUT OFF TO TIE INTO A ROSETTE.

sign. Artistic expressions that are regarded as 
different shall be taken just as seriously as the 
traditional modes of expression. Persons who 
are creative in a way that does not fit the norm 
shall not be forced to erase their uniqueness just 
to fit in.” 

Designer Samir Alj Fält can also see how the sit-
uation needs to improve:
“It would actually be enough to accept one to two 
pupils with a different background in each class 
each year. This alone would provide an incredible 
result in terms of percentage.” 

He is also of the opinion that this strategy must 
be long term, and this is one of the reasons why 
he founded Design Lab S. The lab is a collective 
design studio in Skärholmen where children are 
allowed to experiment with materials and pro-
duction techniques at the same time as exploring 
new aesthetic forms of expression. 
“We believe in these types of personal meetings, 
that they are more inclusive than handing over a 
brochure to an 18-year-old and telling them they 
are welcome to apply to art school. With time, it 
becomes clear that some of the children at our 
lab are destined to be creative. They have it in 
them, I can see it! That makes it all the more en-
joyable to give them a chance.” 

MOHAMED YUSSUF
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BIOGRAPHY

Mohamed Yussuf is a journalist, BA from JMG, 

the Department of Journalism, Media and Com-

munication at the University of Gothenburg.  

He has worked at the Swedish Radio Company 

but is now a freelance writer for Dagens Nyhe-

ter, Café and Magasinet Filter among others.
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Brown Island is a collective initiated by artists 

of colour at Konstfack in 2016. The focus of the 

group has been to create spaces for people of 

colour to meet, organise and share a space for 

artistic practices. 

In February 2017 Brown Island had their first ex-

hibition: Brown Island in the White Sea at Konst-

fack. For this exhibition artist Rudy Loewe wrote 

a text about their experiences of navigating whi-

te spaces in a Swedish context and the impor-

tance of finding a community in which we can be 

reflected in.

BIOGRAPHY

Rudy Loewe is a visual artist utilising narratives 

from lived experience to create comics and il-

lustrations predominantly focusing on the lives 

of black people. Loewe has graduated from the 

University of Brighton with an Illustration BA 

(Hons) degree and is at the present  working on 

a master degree in visual communication at the 

University College of Arts, Craft and Design in 

Stockholm.
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Misshandelslägenheten (or 

the abuse apartment) is one 

of five apartments designed 

for the AbNorm project by 

architect Camilla Anders-

son. The number of walls 

in the apartment has been 

reduced to the absolute mi-

nimum, and the few walls are all in glass. The 

bathroom, normally the only place where you 

can lock yourself in, also has glass walls. On the 

mezzanine up the stairs is the man’s workpla-

ce. The entire apartment is visible from here. 

The bedroom is positioned at the entrance to 

the apartment so that it can be monitored even 

during sleep. All the windows are fitted with pri-

vacy glass, so you cannot see in.

During the work on the project, a guiding jud-

gement was published stating that children shall 

not be seen as victims of crime when there is 

violence at. In response to this, the walls of the 

children’s room were sound-insulated so that 

the child would not have to hear the abuse. To 

illustrate how alone and isolated children often 

become in such a situation, when they do not 

dare tell anyone what they are experiencing at 

home, the room only have skylights. 

Statistically, women are most at risk at home. 

A national study from 2011 demonstrates that 

almost every twelfth child witnesses violence 

between adults at home. The abuse apartment is 

based on research into the mechanisms involved 

in abusive relationships, guiding legal judgements 

in cases of abuse and statistic facts, converted 

into physical form.

The AbNorm project challenges the one-sided 

approach to the heteronorm within home buil-

ding. Homes are built for and marketed via the 

ideal of the core family, even though reality no 

longer corresponds with this ideal. When the 

project wa   s under way, statistics published by 

Statistics Sweden showed that the core family 

represented 17% of the total population. There 

are few alternatives for single parents, divorced 

parents, persons who would prefer to live in a 

more collective arrangement etc. In order to de-

construct the image of the core family, a series 

of five apartments was designed, all exploring the 

opposite side of the heteronorm – that which 

is not visible. One apartment was designed for 

single men with children and for single women 

with children, one was designed for divorced 

parents, one for single men and single women 

and one apartment exploring the phenomenon of 

abuse at home. All the apartments are based on 

THE TOOL BELT 
Tobias Alm  / 2014

THE HAMMER IS JUST 

AS VULNERABLE AND 

IMPRESSIONABLE AS 

THE HUMAN SKIN

Tobias Alm’s work is a series 

of objects produced mainly 

from silicon, polyurethane 

and wood. They may look like 

some kind of hybrids, at the 

meeting point between tools 

and a human body. All the 

objects are based on casts 

of Tobias Alm’s body, subsequently transformed 

into a silicon skin very similar to his own skin in 

both appearance and touch. This silicon skin is 

then combined with other materials to form a 

tool belt and three tools; a hammer, a set square 

and a plumb line.

The tool belt and carpentry tools are used as 

symbols for a type of masculinity, based upon 

values such as craftsmanship, control, logic, in-

dependence and strength. The hammer is de-

signed to hammer something in or transform 

material without any impact on the hammer. 

The set square and plumb line are designed to 

find perfectly vertical lines and right angles. The 

tools created by Tobias Alm 

challenges the macho ide-

als and are however neither 

right nor perfectly vertical, 

but are warped and crooked. 

The hammer is just as vulne-

rable and impressionable as 

the human skin.

Tobias Alm has a Masters’ Degree from Ädellab, 

the Department for jewellery and corpus at the 

University College of Arts, Crafts and Design 

in Stockholm. Since 2014, he has worked with 

sculptural installation art and conceptual jewel-

lery with a focus on the topic of masculinity.

ABNORM
Camilla Andersson / 2005

WOMEN ARE MOST  

AT RISK AT HOME

VEILS FOR THE  

POLICE, THE FIRE 

DEPARTEMENT AND 

ARMED FORCES.
Iman Aldebe / 2011

DISPROVE THE  

PREJUDICED CONCEPT 

OF THE MUSLIM  

WOMAN AS OPPRESSED

In 2011, Iman Aldebe was 

assigned the task of desig-

ning a veil to be worn with 

the Swedish police uniform. 

Since then, she has designed 

working clothes for Mus-

lim women in a number of 

professions, including the 

Armed Forces, the fire services, home help and 

pharmacists. Her aim has been to provide Mus-

lim women who wear a veil with the opportunity 

to find employment in professions not available 

to them as the traditional working clothing does 

not meet their need to wear a veil.

With her designs, Iman Aldebe aims to pave the 

way for Muslim women to wear a veil but also be 

a positive symbol in society. She wants to dis-

prove the prejudiced concept of the Muslim wo-

man as oppressed and living outside of society, 

rather showing that they are active women with 

a backbone who want to stand up for their cul-

tural background.

Iman Aldebe is a fashion de-

signer and pioneer for Mus-

lim fashion both in Sweden 

and abroad. When she star-

ted to create religious fa-

shion designs in 2006, she 

was subject to threats from 

both Swedish nationalists 

and extreme Muslims. These threats diminis-

hed when she launched her design for the police 

turban. People began to accept the changes and 

were able to recognise the positive aspects of 

her work.

Iman Aldebe’s most recent collection for women 

is entirely white and is to be launched in the Gulf 

States, where it is common for men to wear whi-

te and women to wear black.



statistics and represent a translation of abstract 
information into physical spaces. 
Camilla Andersson is an architect and doctoral 
candidate at Aalto University. She works with 
design and architecture as a tool to draw atten-
tion to and discuss social phenomena and power 
relationships. Her two main topics are environ-
ment and genus.  

CARE SONG2014–2017

Project group: Camilla Andersson,  Emma Börjesson, Anna Isaksson.Designer: Camilla Andersson in charge of 
design, David Molander casting, photography 
and model. 

TECHNIQUE IS NO THE ANSWER OR SOLUTION TO EVERYTHING
Care of the elderly is facing big challenges and new tech-nology is often seen as the solution. Apps, cameras, sen-sors, robots and other equip-ment is to maintain the quali-ty within the care.

Traditionally and even today, technical innovation 
in the care industry is highly valued and domina-
ted by men, interestingly enough, given the back-
ground that most personnel in nursing and care 
are women and with low status. How can their 
knowledge and experience be valued and taken 
into account although they don’t fit the norm of 
technical innovation? What place can they take in 
the elderly care of tomorrow?
During interviews, care workers have explained 
how something as simple as finding a song that the 
patient likes can change the care situation from im-
possible to possible. The Care Song  radio illustra-
tes the multitude of factors that has to be taken 
into account intuitively in a care situation – in the 
case in point, the apparently simple act of singing 
a song together, which reduces anxiety and makes 
it possible to carry out the planned attendance.The Care Song radio visualizes the translation of 
a song to a technical solution. The rear panel on 
the radio is crowded with buttons and controls 
to illustrate how much unexpressed knowled-

21

Reloading an aesthetic with new meanings has 
the effect that the visual interpretations you 
create are not always in harmony with what oth-
ers believe them to mean. For Bastion, choices 
are one of the most important component parts 
of design. If Bang had been designed by other 
people, but applying the same set of rules, the 
magazine would presumably have looked very 
different. Design is therefore not tied to a visual 
style, but to certain criteria.
Bastion (Alexandra Falagara & Brita Lindvall Leit-
mann) work to develop and combine feminist and 
norm-challenging working methods in the field 
of visual communication. They have worked with, 
among others, SVT Kobra, Albert Bonniers Förlag 
and the Government Offices of Sweden. At the 
moment they are working with, among others, the 
Swedish Dance Sport Federation, ArkDes and IAS-
PIS, and are running the artistic research project 
Bastion Lab. 

 

WORLD WHITE WEBJohanna Burai / 2016

THE OBJECTIVE IS  TO ALTER THE NORM OF WHITENESS  ON GOOGLE

World White Web explores how whiteness and racism go hand in hand. The objec-tive is to alter the norm of whiteness on Google in or-der to illustrate the discri-mination to which non-white people are exposed. World 
White Web is an activist campaign challenging 
people to take part in and change the Google 
result when you search for images of the word 
“hand”..

Johanna Burai draws attention to how Google 
searches for images of different body parts on-
line often result in images of white people, and 
how this encourages whiteness as the norm. 
World White Web is a tool designed to alter this 
situation. The site contains six images of black 
and brown hands and visitors are encouraged to 
share these on social media, news pages and in 
blogs. It is based on the simplest form of sear-
ch optimisation, i.e. the more people who share 
the images and links to the site, the greater the 
chance of change.

ge care personnel working with patients have, 
and how deep the mutual understanding is for a 
simple act as singing a song. The Care Song radio 
questions if new technology really is the answer 
or solution to the care sector’s challenges. If this 
is not the case, how do we secure that knowled-
ge of this kind does not get lost in the techni-
queoriented efforts to make the care situations 
more efficient? Could a song be an innovation?The project is financed by Vinnova, in coopera-
tion with the Swedish Association of Local Au-
thorities and Regions, and carried out at the cen-
tre for health technology, Halmstad University.

BANG
Bastion (Alexandra Falagara & Brita Lindvall Leitmann) / 2012

RELOADING AN  AESTHETIC WITH  NEW MEANINGS
In 2012 Bastion created a new design concept for the feminist culture magazine Bang. Bastion applies a work methodology known as con-ditional design, in which the design as a whole has to sa-tisfy certain criteria. Star-

ting with a critical power analysis, they studied 
all the parameters – how colour scales are pro-
duced, how photos are selected, font, etc. – and 
then considered which kind of representation all 
choices represented. They then created the con-
ditions and rules for the space where the new 
design work emerged, with a view to resisting 
random and normative choices. 
Bang was given a multifaceted design with scope for 
parallel reading options and new potential interpre-
tations, filled with alternative, creative expressions.Bastion believes that by working critically with 
and investigating the visual spaces and interfa-
ces that are created through practical design, 
there is an impact on the view of the actual de-
signer and the designer’s creative spaces. A cha-
racter, for example, has no universal meanings, 
but there are many agreements about what a 
character means. When these agreements are 
not questioned or reformulated, they are allowed 
to continue to represent certain values and ide-
as. They remain the norm. 
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         World White Web was launched in 2015   

        and has since gained substantial attention  

    internationally in countries such as  

     Lebanon, Japan, Australia, Brazil, Turkey,  

     Germany, the UK and USA. Several major news 

sites including the BBC, Al-Jazeera, The Indepen-

dent and NY Daily News have written about the 

project and shared the images. Today, four of 

the hands from the project are at the top of the  

search result for “hand”.

Johanna Burai is an artist and graphic designer. 

She is now working on a master degree in in vi-

sual communication at the University College of 

Arts, Craft and Design in Stockholm. The World 

White Web was an exam project from Beckmans 

College of Design in spring 2015.

DESIGN ARKIV S

Design Lab S (in the direction of Samir Alj Fält 

and Alicia Donat-Magnin) / 2017

THE LAB WHERE KIDS 

BECOME DESIGNERS

Design Arkiv S challenges the 

concept of what a museum 

is and how a  museum can 

be utilised. It is an archive 

of work and products made 

by Design Lab S. The Lab is 

a collective design studio in 

Skärholmen that has enga-

ged professional designers and children between 

the ages of eight to 15 to take part in collective 

creative processes since 2013. A few years ago, 

Design Lab S also opened its doors to persons 

aged over 80. The participants work together 

to investigate design processes, experiment 

with materials and production techniques and  

explore new methods of aesthetic expression. 

Both children and adults are welcomed to Design 

Lab S as equals, having equal influence on the de-

sign process as professional designers. Design 

Lab S is challenging the norm that governs who 

gets to design, produce and exhibit and provides 

both children and adults with a prominent role.

With its design archive, Design Lab S is boosting 

the unique creative process taking place in the 

lab in Skärholmen and exhibits artefacts that sel-

dom are found in design collections.

Design Lab S is run by Samir Alj Fält and Alicia 

Donat-Magnin, and was founded with the goal 

to crate long-term, sustainable premises for 

the right of all children to culture and creativity.  

By lowering the threshold for taking part in artis-

tic and cultural activities, the project will boost 

eauality and expand representation in both daily 

activities in the neighbourhood but also in the 

design industry of the future.

ANDRO CHAIR 
2014

Project group: Emma Börjesson, Karin Ehrnberger, 

Ann- Cristine Hertz and Cristine Sundbom Desig-

ners: Karin Ehrnberger and Cristine Sundbom.

IT IS THEREFORE  

COLD, HARD, RICKETY, 

HIGH AND PLACES  

THE PATIENT IN AN  

UNCOMPROMISING  

EXAMINATION  

POSITION

The Andro Chair is a conceptual product for ge-

neral medical examinations and prostate exami-

nations for men, designed on the basis of how 

women experience the gynaecologist chair. It is 

therefore cold, hard, rickety, high and places the 

patient in an uncompromising examination posi-

tion for the benefit of the doctor.

The Andro Chair also highlights the absence of 

regular “gynaecological” examinations for men. 

Andrology, the medical speciality that deals with 

male health, is a much less common term than its 

counterpart for women – gynaecology. Today, an-

drology is not a specialised branch within medi-

cine and as such both knowledge and specialists 

are lacking.

Studies have shown that many women experien-

ce significant discomfort when lying in the gyna-

ecologist’s chair. When the project group asked 

women to describe the gynaecologist’s chair, they 

used words such as being on display, violating, cold, 

unstable and shameful. They did not feel that the 

chair had been designed either to cater for their 

bodies or their needs. Midwives and gynaecolo-

gists have also questioned the design and function 

of the chair, which at times makes gynaecologi-

cal examinations difficult. Given this context, the 

amount of development to the gynaecologist chair 

is astoundingly low. Its design with stirrups re-

mains based upon the same principles introduced 

more than one hundred years ago. It is based upon 

a concept of the male doctor as the active party 

and the female patient as the passive party.

The Andro Chair provides an entirely new per-

spective. Technology and product developments 

are often criticised for being 

designed by men for men and 

thus based on the experien-

ces of men. The challenges 

for the Androstolen project 

were to examine what hap-

pens when the experiences 

and feelings of women are 

transferred to an equivalent product designed 

for men.  Would the same uncompromising situ-

ation be accepted if the patient group was solely 

made up of men?

The Andro Chair project is financed by Vinnova 

and was carried out at the Hälsoteknikcentrum 

(centre for health technology), Halmstad Univer-

sity. Its aim was to illustrate the standards rela-

ted to the needs of men and women within health 

technology.

DOLPHIA DRILL 

AND MEGA  

HURRICANE MIXER

Karin Ehrnberger / 2006

THE EXCHANGE  

EXPOSES HOW  

PRODUCTS ARE  

GENDER-CODED 

THROUGH THEIR  

DESIGN
Karin Ehrnberger’s work is 

based on two ordinary hou-

sehold machines, a drill and 

a mixer, the idioms of each 

having been interchanged to 

create two completely new 

prototypes: the Mega Hurri-

cane Mixer and the Dolphia 

drill. By exchanging the two, Karin Ehrnberger 

explores gender-coded ideas and values that 

form the foundations for the diametrically dis-

tinctive idioms.

The design of the Dolphia drill is inspired by the 

anatomy of a dolphin, an animal seen by many 

as a kind and humane creature. The plump and 

streamlined design reveals nothing about the en-

gine inside, moderating the impression that this 

is a product with high performance. The machi-

ne starts by applying pressure to a button, sque-

ezing out power. The idea is that you do not need 

to use too much strength to be able to manoeuv-

re a mixer. 
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The design of the Mega Hurricane Mixer is in-
spired by the anatomy of the eagle, a determined 
and rapid creature. It comprises (in comparison 
with the uniform design of the drill) exaggerated 
and complex parts to reinforce the impression 
of performance and strength. The start button’s 
design is inspired by the trigger on a weapon, to 
instil the feeling of respect and precision. It also 
has a speedometer with a display showing re-
volutions per minute and confirming the manual 
power of the user.

The exchange not only exposes how products are 
gender-coded through their design but also how 
design perceived as “female” is also seen as sub-
ordinate to the “male” design. Karin Ehrnberger’s 
research shows how the drill is identified as a 
“drill for women” as it is not seen as sufficient-
ly efficient for carrying out the same tasks as a 
traditional drill.

Research has also shown how design that cri-
ticises norms can provide an effective method 
of illustrating normative mindsets involving the 
actual activity associated with a certain pro-
duct. Why is the act of “drilling” seen as a more 
arduous task than the act of “mixing”? How often 
are drills actually used for drilling holes in the 
hardest concrete, and why do the blades on mix-
ers wear down when mixing harder ingredients 
such as raw carrot, nuts and ice?
Karin Ehrnberger has a Master of Fine Arts 
in Industrial Design, and defended her thesis  
entitled “Tillblivelser- en trasslig berättelse om 
design som normkritisk praktik” (Institutions – an 
entangled narrative of design and practice that 
criticise norms) in March 2017. This work was 
completed as her degree project for the Univer-
sity College of Arts, Crafts and Design in 2006.

IRIS CATO – REVENGE OF THE BEACH (A MANI-FESTO FOR MY  SEXUALITY )Maja Fredin / 2017

Film/Photo: Lanna Ohlsson Photo cardboard figure/Documentation: 
Pär Fredin
Music: Tim LundbladModels: Adam Rönnegård, Fredrik Berg,  
Antonio Axelsson Rodriguez

CONSUMPTION, THE FEMALE BODY AND  THE MALE PERSPECTIVE INTERACT 
In her work, Iris Cato - Revenge of the beach, 
Maja Fredin challenges the images of the fema-
le body that she learned to relate to during her 
childhood.

Fredin challenges the underwear market as a 
power system, driven by reproducing an image 
of women’s bodies as incomplete in themselves. Instead it is the male body that is sexualised 
from a female viewpoint. We are invited to the 
narrative of Iris Cato, a fictional and historical 
person who has built up an empire within the 
underwear industry. 

Iris Cato’s world is presented by means of an 
aesthetic that makes references to 1980s por-
nography. These references provide yet a fur-
ther narrative of how consumption, the female 
body and the male perspective interact. This was a time when VHS play-ers made pornography avai-lable for private use, and the consumption of porn videos saw a significant increase. This paved the way for low-cost productions, reflected in both the aesthetics and 
action. The dramaturgy was lost to more expli-
cit scenes and there was a reinforcement of the 
male perspective.

Maja Fredin completed the work for her Bachel-
or’s degree in handicrafts –Textiles at the Uni-
versity College of Arts, Crafts and Design, 2017.

THE CP-TRUCKGil, Gothenburg Cooperative for  Independent Living / 2015

PEOPLE ARE BEING SENT TO SPECIAL  PLACES AND AREAS SOLELY ON THE BASIS OF THEIR DISABILITY
An action took place in the centre of Gothenburg 
on 1 December 2015. During the night, a truck 
named the CP truck drove round the car park 
outside the Stora Teatern theatre and marked 

out the entire car park as parking reserved for the handicapped. The goal of the activists was to physically il-lustrate the injustice in that 60-90% of Sweden’s city centres are wholly or partly inaccessible and that people 
are being sent to special places and areas solely 
on the basis of their disability.
The next morning and for a couple of hours,  
bleary eyed drivers had to experience the lack 
of accessibility. After a couple of rounds of the 
car park, they were forced to acknowledge that 
there was no parking spaces for them – an expe-
rience most people living with a disability have to 
put up with several times every day.
Such a protest against inaccessibility in city cen-
tres is justifiable. Since 1966, Sweden has had 
legislation stipulating that all new buildings shall 
be accessible. Legislation was also introduced in 
2001 stating that obstacles that are “simple to 
remedy” shall be attended to. This legislation has 
been ignored, and with no consequences. Inade-
quate accessibility was addressed in a new 
anti-discrimination act introduced in 2015, but 
this act has no legal effect as it includes so many 
exemptions. The act does not, for example, app-
ly to companies with less than 10 employees (i.e. 
96% of all companies according to The Confede-
ration of Swedish Enterprise (Svenskt Näringsliv). Car parks and handicapped toilets are places 
in society where disabilities have been allowed. 
Few however consider that such spaces are a 
compromise. Many feel that spaces for the di-
sabled are a privilege, and that disabled persons 
are ungrateful when they express their feelings 
of being tired of only being allowed to exist in 
specially allocated spaces – this could be remini-
scent of the 1960s in the USA when the seats on 
buses were segregated according to skin colour. 
If you did not have white skin, you were lucky to 
even ride a bus, and you were not expected to 
complain about being assigned to special seats. 
The CP Truck can be described as the Rosa Parks 
of the movement for the disabled.
The GIL is actively committed to a sociopolitical 
movement and takes the initiative for actions to 
awaken the public consciousness and generate 
improvements in society for all persons with a 
disability.
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rättelse om design som normkritisk praktik (KTH 

Royal Institute of Technology, 2017).

FEMALE BONDFIRE

Kakan Hermansson and Anna Nordström / 2015

NOBODY WILL  

ATTACK YOU HERE

Female Bondfire is a cooperative project be-

tween Kakan Hermansson (ceramics) and Anna 

Nordström (textile) based on the idea of crea-

ting a meeting place for female friendship and 

feminist strategies – a place of safety and where 

experiences can be shared. Kakan Hermansson 

created the centre of the camp fire from split 

firewood cast from inked Parian, and Anna Nord-

ström created the patchwork quilt around the 

fireplace. Textiles for the patchwork quilt were 

chosen from the items on sale in the textile shop; 

glossy, woolly and tactile materials – wax cloth 

with tulips, holograms, fake metal, teddy bear 

fur, silver spandex, nylon and other textiles that 

are at the bottom of the material hierarchy. The  

geometric pattern called Swamp Angel is repea-

ted in all nineteen patches. Above the stage is a 

crackling sound, as if from a real fire. Small layers 

of silk flutter between the marbled firewood in 

the seat of the fire.  

Kakan Hermansson writes: 

“If you want, the forest can 

be a large small room where 

you can feel safe. You can of 

course never be completely 

safe, though around the fire 

you can gather and talk about 

anything. This is where you 

can find warmth, a sense of welcome and you can 

sit down and relax. The forest can of course be 

a frightening and endless place. You can hear life 

in the forest and do not know what it is, but right 

here, in front of the fire, you are at home. Nobody 

will attack you here. Your body does not need 

to resist because it belongs to you, and you can 

sleep well at night. The fire crackles and you are 

reminded that there is a place where you can be 

free. What do you want to share? Now that you 

can be completely honest and unafraid, you can 

ask any question or just remain silent. You are 

under no threat here.”  

Anna Nordström and Kakan Hermansson are two 

of the members and founders of Den Nya Kvin-

nogruppen, DNK, (the new women’s group) – a 

THE LESBIAN SHIRT

Maja Gunn / 2016

THE SHIRT REINFORCES 

THE FEELING OF  

IDENTIFICATION,  

RECOGNITION AND 

GROUP AFFINITY

Depending on material, co-

lours and size of the pattern, 

a plaid shirt can be associa-

ted with femininity, working 

class, lumberjacks, clubb-

ing, parties or everyday life, 

kitchenwork, rockmusic or 

youths and elderly people. 

The work the lesbian shirt is part of Maja Gunn’s 

artistic thesis within design: Body Acts Queer 

– Clothing as a performative challenge to hete-

ronormativity (2016) and is discussed in relation 

to bodily experiences and thoughts involving the 

lesbian shirt’s function and impact on the oppor-

tunity for and reinforcement of lesbianness.

Maja Gunn assumes the flannel shirt as a lesbian 

identity marker. Perceiving the plaid shirt as a les-

bian shirt reinforces the lesbian identity, including 

the feeling of identification, recognition and group 

affinity, and challenges the heteronormative. 

Maja Gunn is a designer, artist, researcher and 

curator. Her works primarily involve feminism, 

genus and sexuality, incorporating academic, ar-

tistic and activist elements.

COLLEKTION L
Maja Gunn / 2007–2008

THE COLLECTION 

INTERPRETS EXPE-

RIENCES INVOLVING 

CLOTHES, BODIES,  

SEXUALITY AND  

IDENTITY

Collektion L is a collection based on seven lesbians 

and their bodily experiences. Subsequent to in-

terviews, conversations and email corresponden-

ce involving clothes, bodies, sexuality and identity, 

Maja Gunn has created a collection of clothes that 

represent an interpretation of each person. 

Collektion L is photographed 

by Hans Gedda. The graphic 

design of the presentation is 

by Nils Jarlsbo. Collektion L 

has been shown internatio-

nally and is included in the 

Fashion in Fiction anthology: 

Text and Clothing in Literature, 

Film and Television (Cole, McNeil & Karaminas, 2009).

THE SAFETY TOP

Maja Gunn, Karin Ehrnberger, Camilla Andersson, 

Emma Börjesson and Anna Isaksson / 2015

A TOP FOR ALL IN  

THE FIRE SERVICES

The Safety Top is a top for all, 

irrespective of sexual identity, 

produced for the fire servi-

ces. The uniform worn by the 

fire services has traditional-

ly been designed based on a 

male norm. Today, there are 

certain variations in the uni-

form allowing adaptation for 

women who work for the fire services organisation. 

Despite this, many women claim that the uniform 

does not fit them or that uniform components, such 

as a sports bra – seen by many as necessary to al-

low them to carry out their work without injury – is 

not seen as a natural part of the uniform and that 

local managers are assigned responsibility for ma-

king decisions on such parts of the uniform. After 

putting out a fire, firemen change clothes outside 

the fire truck. The Safety Top is therefore a way of 

remaining in uniform and in homogeneous clothing 

in all public situations.

The Safety Top not only provides good support 

for the breasts, but also has functions such as 

measuring pulse and body temperature, and has 

an in-built GPS. It can be used to enhance health 

control and it can be used in case of an alarm

The Safety Top originated from the Origo project 

at Halmstad University, financed by Vinnova. 

More detailed information on the project can be 

found in Maja Gunn’s thesis, Body Acts Queer 

– Clothing as a performative challenge to hete-

ronormativity (University of Borås, 2016) and in 

Karin Ehrnberger’s Tillblivelser – En trasslig be-
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and feminist movements? The ceramic comments 
will explore how ceramic daily goods can help 
create opinion but also, in more contemporary 
terms, challenge the norm. The work comprises a 
narrative that unites messages and desires from 
different ages and contexts without providing a 
simple answer to the questions asked.
Frida Hållander is a doctoral candidate in handi-
crafts at the University College of Arts, Crafts 
and Design, in affiliation with the Faculty of Arts 
at the University of Gothenburg. The work is 
part of Frida Hållander’s ongoing artistic rese-
arch project, based on an intersectionality per-
spective (providing a theoretical understanding 
of how she interprets the material and phenome-
non through a feminist lens), with a focus on how 
classes are formed.

Eva Szentiványi is a craftswoman and artist. She 
works with politically ironic utility articles and 
with projects that involve uprootedness/free-
dom, belonging/alienation and concepts such as 
values and ownership in relation to spaces.

TYPEQUALITYKimberly Ihre / 2015

THE ONLY CONDITION IS THAT THE FONT MUST BE DESIGNED  BY A PERSON WHO IDENTIFIES HERSELF AS A WOMAN

Typequality.com is a digital platform for sharing and fin-ding fonts designed by wo-men. Typequality was crea-ted to highlight typographers who are women and the fonts they have designed. Ty-pography is a significant ele-
ment of the profession of graphical designer. The 
qualification is very much about working with 
different kinds of fonts in different contexts. It 
also includes knowledge of which fonts are well-
known and who has designed them. Examples 
include Helvetica, Times New Roman, Garamond, 
Futura, Gill Sans, Akzidenz Grotesk and Basker-
ville. All of these were designed by men.

group made up of six artists who have a shared 
interest in material-based art and feminist stra-
tegies. For the group’s fourth exhibit in Gustavs-
bergs Konsthall in 2015, Anna Nordström and 
Kakan Hermansson created the Female Bondfire 
as a joint project based on the title of the exhibi-
tion: Radikal Vänskap (or radical friendship).During the Kvinnors Berättelser (female narrati-
ves) workshop in May 2015, the DNK invited vis-
itors to sit down around the fire and read out 
texts, listen to each other, talk and share. Female 
Bondfire has also been on exhibit at Eskilstuna 
Konstmuseum and Blå Stället, Angered.

GOOD TO SEE YOU, DR DAVIS Sepidar Hosseini and George Chamoun / 2015

THE QUOTATIONS ON THE POSTERS ARE DIRECT IN BOTH ADDRESS AND FORM
Good to see you, Dr Davis is a spatial installa-
tion by Sepidar Hosseini and George Chamoun 
originally produced in connection with the visit 
by citizens’ rights activist Angela Davis to the 
Royal Institute of Art in Stockholm in 2015. Her 
lecture was followed by a party at which Sepidar 
Hosseini and George Chamoun’s typographical 
posters played a central role. The intention was 
for Angela Davis herself, and the other partici-
pants, to be met by a number of enlarged Angela 
Davis quotations that not only raise her politi-
cal, activist and academic standpoint during and 
after the Black Power movement, but also show 
up-to-date slogans by interlinking them with a 
contemporary Swedish context represented by 
the artists invited, Revolution Poetry and Silvana 
Imam, who both use words as their tool to re-
sist against injustice in society. The quotations 
on the posters are direct in both address and 
form, mainly inspired by the visual culture that 
surrounded the Black Panther Party battles, with e.g. illustrator and designer Emory Douglas at the fore-front. Contrasting typograp-hical prints in bold Sans serif font are characteristic of the political communication that represents this movement. However, this can also be 

found in the feminist and anti-communist me-
taphorical language where punk meets adver-
tising and mass communication, where Sepidar 
Hosseini and George Chamoun are inspired by 
the works of e.g. the American artist, Barbara 
Kruger.

George Chamoun is an artist and club organiser 
and Sepidar Hosseini works with visual art and 
communication, with a focus on graphic design 
and illustration. In the works of both artists, 
norm creativity represents the real roots of 
method and form.

FROM CERAMICS TO POLITICSFrida Hållander and Eva Szentiványi / 2016

HOW HAS CERAMICS SPURRED OPINIONS?
From ceramics to politics by Frida Hållander and Eva Szentiványi is also a part of Frida Hållander’s artistic research project examining how ceramics have been applied within social, politi-cal and feminist movements. 

The approach is to combine historical objects 
from different eras and contexts with a clear 
political message. The ceramic objects compri-
se British lockets, sugar bowls, urns and coffee 
cups from 1787 up to the 1850s, with texts that 
protest against slavery: “Health to the Sick, Ho-
nour to the Brave, Success to the Lover, And 
Freedom to the Slave.” You will also see teacups 
for the suffragette movement dating back to the 
early 1900s and featuring phrases such as: “vo-
tes for woman”. 

By incorporating ceramic comments on sto-
neware, Hållander and Szentiványi have merged 
the design and texts of historical objects with 
the phrases of contemporary organisations 
such as “Coffee grown by women”, “Women’s 
Empowerment”, “Demand End of Cotton Cri-
mes”, “Domestic Workers Lack Legal Protection”, 
“Freedom”, “Made by” or “Act Now”.
From ceramics to politics is based on questions 
such as: is a society without oppression and in-
equality achievable? Is it possible for objects to 
have a subversive impact within social, political 
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       Simply highlighting and teaching fonts de- 

         signed by men not only defines the norm for    

        how we evaluate a given font, but also has  

        the effect that fonts designed by women  

       are forgotten and disappear. Ihre’s own inte 

     rest in typography was characterised for a  

  long time by uncertainty, something that she 

subsequently attributed to the lack of female 

role models.

Typequality.com aims to be an open space for 

all kinds of fonts. The only condition is that the 

font must be created by a person who identifies  

herself as a woman. This challenges the privilege 

of being able to select and control which fonts are  

   to be seen, which are sufficiently good and  

        which are to be used in a given context.

        Ihre works as an art director and photo- 

         grapher in the field of fashion and culture,  

         and practises a norm-challenging work meth- 

     od, which means that she questions norms  

   in the areas of fashion and communication.  

Ihre’s works deal with subjects such as sisterhood, 

the “female” body and sexuality.

Typequality.com was Kimberly Ihre’s thesis at 

the Beckman College of Design, spring 2015.

CRAFTS SKIRT 
     Designer: Marcus Jahnke/Producer:  

         Blåkläder  AB / 2005

THE CRAFTS SKIRT  

EXAMINES NORMS  

OF MUSCILINITY

The crafts skirt is an attempt 

to create a comfortable pie-

ce of working clothing for hot 

manual labour environments 

for all persons. To use a skirt 

is socially taboo for men. On 

the other hand, there are  

traditional skirts and skirt- 

like garments that are worn and have been worn   

    by men in different eras and different cultures.

          The crafts skirt is inspired by the kilt, a    

        traditional Scottish skirt for men. It required  

     the designer Marcus Jahnke to balance on a 

knife edge in terms of creating an expression, a 

style and an appearance that could be seen as  

sufficiently “masculine”. The masculine expression    

     is “reinforced” by incorporating the style of  

       current working clothes, with heavy, durable     

textiles, black colour, multiple pockets, hammer 

holder and other functions.

Since 2005 the skirt is on the market and the 

producer Blåkläder has chosen to call it the 

Craft kilt. Currently the skirt is used in a number 

of different settings, by people with complete-

ly different lifestyles, backgrounds and gender 

identities, from workplaces to Queer parades. 

Marcus Jahnke has a PhD in design and works 

with norm-creative design and innovation  

in addition to participating in urban development 

projects at RISE Research Institutes of Sweden

CYBORG DILDO 

Hanna Kisch / 2013 – 2017

CYBORG DILDO IS  

NOT A REPLACEMENT 

FOR A PENIS

By expanding our idea of 

what a dildo is, what it looks 

like and how it can be used, 

Hanna Kisch’s Cyborg dildo 

playfully highlights how nar-

row-minded our views on 

sex, pleasure, bodies and ge-

nitals can often be. The work 

comprises non-toxic silicon dildos, some produ-

ced by Kisch herself but others in a workshop.

The Cyborg dildo originates from the philosop-

hy formulated by scientific theoretician Donna 

Haraway regarding how the interaction between 

body, identity, affinity (belonging/kinship) and 

biotechnology can allow cissexual and transsex-

ual women more scope to engender their own 

bodies/affinities/identities outside of the hete-

ronormative ideas of two biological bodies and 

genitals. The dildos that make up Hanna Kisch’s 

work represent an exploration of the body alt-

hough not restricted to the idea of the body as 

one of two beings – man or woman.  These dildos 

can be perceived as an extension of the body, but 

not necessarily a genital part and much less as a 

replacement for a penis. A Cyborg dildo is rather 

a method of using silicon to extend, alter and im-

prove the body in relation to both a meeting with 

your own body and a meeting with other cissex-

ual and transsexual women.

Hanna Kisch is an artist who studied at the Uni-

versity College of Arts, Crafts and Design, Stock-

holm. She has been interested for many years in 

how bodies are formed. In her different works 

and within varying contexts, she has explored 

the interaction between ideas of bodies and 

identities, and how different materials engender 

bodies and identities.

I JUST SLIPPED 

INTO SOMETHING 

MORE  COMFORT- 

ABLE #2 
Hanna Kisch / 2017

PUTS ON A COSTUME 

TO GET NAKED

This piece comprises a video with a related furry 

fandom costume. Within the furry fandom com-

munity, age, gender and skin colour are of little or 

no relevance. Wearing a costume that covers the 

entire body and transforms you into an anthro-

pomorphous animal eradicates assumptions and 

prejudices in the meeting between bodies, and 

by extension creates an opportunity to create 

a new form of nakedness. In the making of her 

naked body, via the furry fandom costume, Han-

na Kisch borrows from the furry fandom culture 

and puts on a costume to get naked. Based on 

the concept that the undressed body is never 

naked because of history, assumptions and pri-

vileges, such as preconceived opinions on skin 

colour and physical gender, and that it is always 

measured against a norm and classified, Hanna 

Kisch aimed at exploring how a form of naked-

ness would be perceived if she chose it herself 

and wore it as a costume.

I Just Slipped Into Something 

More Comfortable #2 rela-

tes to the parody of Wes-

tern movies, Blazing Saddles, 

from 1974 in which Made-

leine Khan’s character asks 

her male friend; “Won’t you 

excuse me for a moment 

while I slip into something a little bit more com-

fortable?”. She immediately disappears before 

just as quickly reappearing in a sparkling, exotic 

leotard. In this scene, as with an infinite number 

of other “before sex scenes”, we see how women 

get dressed to get undressed. In her I Just Slip-

ped Into Something More Comfortable #2 video, 

Hanna Kisch aims to explore what getting dres-

sed, before nakedness, could be.

The film portrays the act of getting dressed to 

become more naked, and at the same time pro-
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vides an alternative to the normative idea of na-
kedness, sexuality and sexual identity.
Hanna Kisch is an artist who studied at the Uni-
versity College of Arts, Crafts and Design. She 
has been interested for many years in how bodi-
es are formed. In her different works and within 
varying contexts, she has explored the interac-
tion between ideas of bodies and identities, and 
how different materials engender bodies and 
identities.

MASK4MASCMatt Lambert / 2012 –

INVESTIGATES QUEER IDENTITY THROUGH SPORTS
Mask4masc is a grouping of headpieces from 
jewellery designer Matt Lambert’s ongoing in-
vestigation. The title refers to the hyper mas-
culine “masc only” statements found frequently 
in the gay digital community. The mask of digital 
representation of the self allows for an over in-
flation, or projection, of butchness and aggres-
sion. Much like sport, this representation beco-
mes a performance of hypermasculine strength, 
the avoidance of vulnerability, and the projec-
tion of power. The physical mask allows for the 
identity of the wearer to be protected and hid-
den, allowing the body under scrutiny to remain 
anonymous, cautiously vulnerable and liberated 
from an oppressive system usually observed for 
self-preservation.

Lambert creates pieces on multiple projects simulta-neously over long periods. The objects are grouped together for temporal in-stallations with no concern for the concept of “series” or where the works fall on a 
timeline. This queering of the grouping of items 
speaks to the overall process of Lambert’s cre-
ation. Objects converse with each other in si-
te-specific installations with no pre-determined 
grouping. They are constantly reconfigured to di-
alogue with the location. This strategy also spe-
aks to queer temporality, as the installation never 
will be repeated; it can only exist in the present.Matt Lambert’s work investigates queer identity, 
the construction of masculinity, and the body’s pro-
tection from both hetero- and homo-normativity. 
In his practise, the artist employs the vernacular 

of masculine sport, specifically those sports that 
have set formalities for the re-enactment of violen-
ce, such as found in fencing. Further to the sports 
metaphor, Lambert’s objects manifest a diversity 
within a unity, as no two objects are ever the same.

LAZOSCHMIDLLazoschmidl / 2014 – 2016 

THE COLLECTION  ALREADY EXISTS  BEFORE IT IS BEING MADE

The work of Lazoschmidl is based on social norms. The garments evoke schi-zophrenic feelings within the audience: something that fe-els attractive but forbidden without being harmful or surreal. It is the reassurance 
of daring to dress-up and feeling sexy as a rele-
vant human condition.

The constant dialogue between fashion design 
and literature is translated into hand-crafted 
garments in their work. Each collection begins 
with a text that describes every single look me-
ticulously. Consequently, the collection already 
exists before it is being made. By working from a 
conceptual thought, limitations about execution, 
context or functionality are irrelevant. The fic-
tional is then translated into garments.
Lazoschmidl is Andreas Schmidl and Josef Lazo. 
They are based in Germany and Sweden and 
their artstudio combines the disciplines fashion 
design and humanstic art. Their work has been 
recognised for challenging norms of gender and 
establishing new codes of dressing.

HAVE A SEATLouise Linderoth / 2017

JEANS FOR A SEATED BODY
Have a seat consists of jeans designed for a 
seated body. Linderoth experienced problems 
when she herself moved from a standing to a  
static seated position. She recognised potential 

in developing the structure and design of a typical pair of jeans for a static seated position. A design model for a seated body was created as a basis, after which work started to develop the de-sign. One important question 
in the design process was: “Are you your legs?”, 
and Linderoth views the collection as images of 
alternative responses to this question. She her-
self has felt treated as though her whole body 
were legs because she uses a wheelchair, so she 
wanted to use her collection to raise the issue of 
the proportion of the legs in relation to the rest 
of the body. It was therefore important to retain 
the typical characteristics of jeans as the fabric 
is so associated with legs. Jeans have such a cle-
ar frame: the waist band is usually just above or 
below the body’s midriff, the fly is usually approx-
imately x centimetres long, they must have loops, 
studs, a coin pocket, back pockets and other typi-
cal features. The framework was used, as only the 
proportions and the way the jeans are worn have 
changed. The aim was to make the challenge of 
the way that jeans are defined by the legs as clear 
as possible.

Louise Linderoth is a designer who studied at the 
Swedish School of Textiles in Borås. Have a seat 
is her thesis collection.

THE DESKMinna Magnusson / 2014

FURNITURE HAVE A HISTORY OF EXCLUSION
The Desk is based on an ex-ploration of whether an ob-ject – a piece of furniture – can inherently represent a resistance; a kind of articu-lation of criticism of norms.  Minna Magnusson asked her-self the question of the re-

sponsibility held by a designer when creating an 
object that will inevitably become part of power 
structures and thereby relate to grounds for dis-
crimination such as ethnicity, gender and class.Furniture, as with rooms and other objects, are 
not neutral but have history; layers of inclusion 
and exclusion that have been passed on through 
generations and formed structures. Bodies within 
and around these structures conform, copy, act 
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according to habit. The desk as a phenomenon 

and object historically involves knowledge for-

mulation and interpretative precedence, not least 

relating to a space for the rational philosopher. 

This philosopher is not a random person, but al-

most exclusively a white, Western male. The Desk 

aims to represent a resistance to these habitual 

acts. It aims to eradicate the repetition of exclu-

sion and instead facilitate a number of different 

inclusions, in opposition to the idea of the desk as 

a traditional space for the “rational, white man”.

Minna Magnusson is a designer working multi-

disciplinary both in digital and traditional fields 

with focus on inclusion and accessability.

EXCLUDE ME IN
2013

MYCKET, (Mariana Alves Silva, Katarina Bonne-

vier and Thérèse Kristiansson), Maja Gunn and 

The New Beauty Council (Annika Enqvist, Thérè-

se Kristiansson and Kristoffer Svenberg) 

Interns: Moa Sjöstedt och 

Minna Magnusson 

Co-creators: Marie  

Carlsson, Stefan Nordberg,  

Patriez van der Wens, Han-

na Kisch, Moa-Lina Croall, 

Karin Drake, Emma Lund-

qvist, Alireza Arabi, Adam 

Gustafsson, Rebecca Vint-

hagen, Malin Holgersson, 

Iki Gonzalez Magnusson, Eddie Mio Larsson, 

Carolina Hemlin, Sam Alves, Inger Kristiansson, 

Hannah Goldstein

HISTORY AS  

WE KNOW IT
2013

TO CELEBRATE THE 

DANCING, ACTIVIST 

QUEER CULTURE  

THAT SHOULD HAVE 

BEEN PART OF AND  

TAKEN OVER THE  

STREETS DURING  

THE CARNIVAL.

Film editing and clipping: MYCKET

Photo: Archive material: Karnevalsföreningen 

(carnival association), Britt-Inger Hallongren, 

Lars Printzen, Fotohögskolan (School of  

Photography) at the University of Gothenburg.  

 
Material från Exclude Me In: MYCKET,  

Marie Carlsson, The New Beauty Council,  

Maja Gunn and Stefan Norberg.

The city’s streets, houses 

and squares are made up 

of values and cultures, both 

real and imagined. Carni-

vals continue to put on such 

performances; the cars 

and noise of everyday life 

are cleared away as dance, 

rhythm and music, imaginary creatures and flo-

ats parade the streets. Hangings and flags adorn 

the façades in this random transformation that 

leaves a lasting impression on those who take 

part. The carnival is a celebration highlighting 

what is the norm, even if hierarchy and power 

schemes can also be found during the carnival.

Exclude Me In is based on the Gothenburg car-

nival (1982-93) with its strongly interconnected 

club scene. At its peak, the carnival filled the main 

street in Gothenburg centre with four hundred 

thousand participants. In the archive material 

from the carnival, the lack of homosexual life and 

lust is astounding, and is probably attributable to 

the fact that Gothenburg, during this period of 

time, was suffering from hate crimes (homopho-

bia, transphobia and racism). The purpose of Ex-

clude Me In is to celebrate the dancing, activist 

queer culture that should have been part of and 

taken over the streets during the carnival.

Exclude Me In is based on a comprehensive ana-

lysis of historical data from the 1980s to current 

day. It is a carnival that promotes the queer club 

scene in Gothenburg, a cacophonous party with 

Samba bands and musical floats with more than 

200 participants and hangings on façades, cos-

tumes, masks and banners all representing the 

different queer nightclubs. It was a part of the 

AnarCrew at the Gothenburg International Bien-

nial for Contemporary Art, GIBCA 2013, and was 

then installed at Gothenburg’s Konsthall (art cen-

tre) after the carnival.

As a final statement for the carnival, the film Histo-

ry As We Know It was produced. This is a correcti-

ve for the archives, where VHS films from the Go-

thenburg carnival have been edited together with 

documentation from Exclude Me In, aiming to allow 

queers to be a visible part of the city’s history.

CASTLES IN THE AIR 

– WHEN WE BUILD 

A CITY WHERE WE 

WANT TO LIVE
MYCKET, Mariana Alves Silva,  Katarina 

Bonnevier och Thérèse Kristiansson / 2016 -

ACHITECTURE IS A 

MEANS OF CHANGE

Imagine a house without corners and right ang-

les, but full of nooks and crannies. A place we 

built together, where colour is in abundance and 

the walls can move. What kind of life could you 

live there? Castles in the air – when we build a 

city where we want to live is all about how the 

constructed environment or architecture influ-

ences us as humans. Buildings, rooms and spaces 

tell us what type of behaviour we are expected 

to show (what are you allowed to do at an archi-

tectural museum, at a street corner, in a shop-

ping centre) and assign space to different groups 

in society. Architecture is as such not a neu-

tral background or container, but manifests and 

engenders norms, political values and ideas. It is 

therefore also a means for change, it can chal-

lenge norms, propose other ways of living and al-

low us to dream about how we would like to have 

our environment.

Castles in the air – when we 

build a city where we want 

to live is inspired by artist 

Niki De Saint Phalle’s lust-

ful sculptures (her mythical 

She-a-Cathedral was exhi-

bited in the room next door 

51 years ago, which at that 

time belonged to the neighbouring Moderna Mu-

seet) and the contemporary artist Rachael Shan-

non’s textiles and airborne pavilions. MYCKET’s 

castle in the air is made from materials that have 

had a previous life, recycled plastic, second-hand 

sails, ragged umbrellas and wind proof clothing. 

All these materials are held in the air by weak but 

constant air pressure from a fan.

The castle in the air has been exhibited around 

Sweden in museums in places where there is sub-
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The group that took part was made up of friends and friends of friends who met on several occasions and discussed the action in ad-vance, aiming together to re-code the memory of a space by using it in a diffe-
rent way. Armed with whistles and tambourines, 
the group walked through dark forest and graf-
fitied subways scantily dressed in only “sluttish, 
whole-body paint”. The action re-negotiated 
ideas of the public space created by media, po-
liticians and the police force, and that influence 
the way in which women can move around and 
behave in dark streets and passageways in the 
city at night – the ideas of danger that restrict 
the lives of females, even though public areas are 
statistically safer for women than for men. False 
notions of women’s vulnerability are reproduced 
and produce behaviour that delimits women’s 
freedom of movement. These ideas influence the 
design of cities, allowing the emergence of a kind 
of “design by fear”, where lighting is installed in 
parks, bushes are removed and open, well-lit ca-
twalks are created. However, this form of design 
created by fear pushes the responsibility for 
crime in public spaces onto the victim, just as 
when women appearing in court as victims of a 
rape are questioned about how they were dres-
sed. Safe Slut debates and re-programmes these 
notions of the city based on the entitlement to 
space and the right to dress as you want.

IMAGINE-AREAElina Nilsson / 2016

CHALLENGES  DISCRIMINATION  AGAINST AGE WITHIN THE PUBLIC ARENA
Imagine-Area challenges and  encourages children to obtain more power over a space, an area or a room. By creating its own play ma-nifesto, defined purely by imagination, Imagine-Area allows children to be heard 

and to find their place in the public arena.Physical boundaries create new rooms where 
play and rules are allowed to grow. The pillars 
can be moved and connected in different ways 
and constellations. Depending on the type of 

stantial home building under way. The castle in 
the air is a collective project. In each new loca-
tion, sewing circles are organised to create more 
castles in the air and to discuss urban developme-
nts. Participants have included artists, youth and 
age groups, residents in refugee centres, hobby 
and day care centres, teachers and politicians.Those who have taken part in both ideas and 
production to date are: Rachael Shannon, Emmy 
Linda Al-Ghussein, MyNa Do, Emma Lundqvist, 
Jimmy Gustafsson, Moa Sjöstedt, Britta Teg-
by-Frisk, Hanna Kisch, Ays Alayat, Marie Carls-
son, Magdalena Marano, Joakim Rindå, Annie 
Jonasson, Elisabeth Ek, Maria Munck, Patriez 
van der Wens, Frida Sandström, Mira Nylund, 
Jill Wrethagen, Elias Lundgren, Leo Häger, Emira 
Lundgren, Amina, Denize Björkman, Alba Luna, 
Sofia Hedberg, Oli Malmros, Niclas Sandin, Jonas 
Fernström, Nilla Hägg, Anna Märta Danielsson, 
Vilde Stampe, Malin Kent, Lotta Wikander, Birgit-
ta Sjöblom, Ulf Svärd, Sven Norberg, Per Dahl-
gren, Rojne Olander, Olle Viktorsson, Lena Jehrin, 
Tommy Lithander, Helén Hedensjö, Inger Kristi-
ansson, Carolina Hemlin, Ann Sofie Stjernlöf, Feli-
ce Rova, Adam Gustavsson, Ullis Ohlgren, Helena 
Scraggs, Bonnie Festin, Ann-Charlotte Peterson, 
Erik Wahlberg, Lisa Lundell Karlberg, Lotta Möl-
ler, John Johansson, Pia Molin, Annika Svensson, 
Viktoria Ahlin, Kicki Pauser, Annika, Anita.

SAFE SLUT –  A CARNIVAL THROUGH  VALLA TORG2009  

The New Beauty Council, Annika Enqvist, 
Thérèse Kristiansson and Kristoffer Svenberg 
together with Die bösen Mösen, Hannah  
Goldstein and Thérèse Kristiansson, in addition 
to Theresa von Hofsten, Karin Drake,  Maria Breide, Sara Ullman, Emma Lundqvist,  
Hedvig Nathorst-Böös, Memona Khamara  
and Line Dalmar.

TO RE-CODE THE  MEMORY OF A SPACE BY USING IT IN A  DIFFERENT WAY
Safe Slut – a carnival through Valla torg is a car-
nival produced for stage in the spring of 2009. 

play, various shapes are created that invite both 
open and closed activities in the public arena, 
where the children decide who has access.Imagine-Area relates to age as grounds for dis-
crimination and challenges discrimination against 
age within the public arena, where the norm is 
that the adults have the power to decide how 
children shall play and act. In a society created 
and controlled by adults, it is often difficult to 
make children and their needs visible. Imagi-
ne-Area addresses this problem and attempts to 
engender change by means of play and activities.
Elina Nilsson is a designer with a degree in Child 
Culture Design, HDK (2017) and a burning inte-
rest for the different power relationships in play 
between children and adults. The child’s per-
spective is always present in her work, and is an 
important aspect that she includes both in the 
process and the results.

THE REVERSED PACEMAKERAmmy Olofsson / 2016

WHAT WOULD THAT MAKE US, WHEN WE NO LONGER HAVE  OUR HEARTS TO  DISTINGUISH US  FROM MACHINES?
Ammy Olofsson’s The Reversed Pacemaker challenges the du-alism of people and machine. The human heart is a strong symbol that distinguishes hu-mans from machines. None-theless, there are situations where the heart cannot sur-

vive without a machine – a pacemaker.
It is part of a major work: Growing Computers, 
Connecting Bodies, Cutting the Cord. The pa-
cemaker is a computer made of glass and built 
according to the technical specifications for Ar-
duino Uno, a small computer  (micro-controller) 
that can be connected to other electronics and 
programmed. The interconnected glass sculptu-
res with integrated copper wire form the circuit 
card for the computer and together make up the 
electric circuit. The computer has morphed and 
has assumed a more organic form. Is it a brain? 
A vein? A heart?
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Cyborg feminism believes that fantasy,  

utopia and myth are essential elements in a 

resistance movement. The resistance involves 

eradicating the lines that divide the world into 

dualisms, where one side often symbolises the 

“male” world while the other symbolises the “fe-

male”. Examples can be found in craft/technolo-

gy, nature/culture and reason/emotions. Values 

are also engendered from this, where elements 

we associate as being “masculine” are superior 

to the “feminine”.

The work challenges the conventional idea of the 

machine complementing the human body, inviting 

the viewer to explore less solid borders between 

the two. Ammy Olofsson makes reference to mo-

dern research into molecular machines and nano-

technology, which in the future would allow blood 

corpuscles to pump their own way around the 

body. If blood is able to circulate autonomously, 

the heart would be a superfluous organ. What 

would that make us, when we no longer have our 

hearts to distinguish us from machines?

Ammy Olofsson has a Masters’ Degree from the 

University College of Arts, Crafts and Design, 

within the CRAFT! programme, handicrafts, cera-

mics and glass, 2016.  Together with Erika Kristo-

fersson Bredberg, she now runs the Glasbolaget 

with an atelier and glass-making facilities in Bro.

LOVE LETTER
Alecsander Rothschild / 2017

CELEBRATING THE  

FAILURE TO LIVE UP  

TO THE SOCIAL  

POWER SYSTEMS

Rothschild’s work explo-

res gender fluidity expres-

sed through garments. 

Rothschild’s work is about 

creating a free space in 

which the feminine domina-

tes the masculine and where 

freedom of expression exists 

regardless of traditional gender stereotype. It is 

about celebrating the failure to live up to the so-

cial power systems.

Rothschild aims, through the practice of fashion 

design, to pinpoint a range of problems in our so-

ciety regarding gender expression and sexuality 

when heteronormative structures slip into the 

safe space of the queer community.

In this exhibition Rothschild shows pieces from 

the collections Emotional Defect (2017) and Love 

Letter (2017) that both are developed from an ex-

ploration of the appearance of gender and sexual 

identity in a queer context.

Alecsander Rothschild is a fashion designer gra-

duated from Beckmans College of Design. Both 

Emotional Defect and Love Letter were made 

during his time as a student at Beckmans.

HOUSEWORK
Secretary (Helen Runting, Rutger Sjögrim,  

Karin Matz) / 2017

THE SUBJECT CAN  

INHABIT PLACES THE 

BODY CANNOT REACH

This is a video in six parts 

that illustrates the working 

process of transforming buil-

dings into images. Housework 

is a study of the working pro-

cess that produces images of 

our future lives. It illustrates 

the Photoshop techniques 

used to clip and merge images to create new ima-

ges, and the investment in time and effort requi-

red by this process. Using architectural visualisa-

tion tools, we explore six different environments 

– public and private – with the aim to get them 

to pop and as such to awaken our desires. The 

act can be interpreted as a form of maintenance 

work, an act of processing. We can transform our 

daily life into an attractive future by retouching 

and cleaning.

Architectural visualisation can be understood as 

the object around which architectural production 

– the production of future homes and cities, con-

tainers for future lives – is organised. The ima-

ges form the basis for the initial investment that 

finances production. They mediate continuous 

production throughout the entire process. The 

production of architectural images is the produc-

tion of desires. The subject can inhabit places the 

body cannot reach. We can use images to project 

ourselves into the future, towards imaginary, futu-

re lives, future identities, future social status and 

class. These images are not neutral.

Rutger Sjögrim and Karin Matz are architects and 

teachers at the KTH School of Architecture. Helen 

Runting is a city planner and doctoral candidate in ar-

chitectural theory at the same school in Stockholm. 

Together, they run the architectural office, Secretary.

THE WHITE 

AND BRIGHT 

AESTHETICS OF 

SELLING CLEAN 

Agga Anne Mette Stage / 2017

THE MAJORITY OF  

ADVERTISEMENTS FOR 

SOAP PRODUCTS 

CURRENTLY PROMOTE  

ASSOCIATIONS  

WITH PLEASURE  

AND RELAXATION

Based on studies of sales of body soap in Scan-

dinavia, Agga Anne Mette Stage has applied the 

principles and formed this in her work: The Body 

Soap Name Generator and A Voice-Over.

Advertising and brand na-

mes have an impact on how 

we relate to products. We 

are constantly showered 

with new ideas that shape 

how we think, our attitudes 

towards products and what 

we expect to feel when we 

consume these products. The majority of adver-

tisements for soap products currently promote 

associations with pleasure and relaxation. The 

exception is for soap products targeting men, 

where the advertisements are based on commu-

nicating efficiency.

The Body Soap Name Generator exposes the lang-

uage used to sell cleanliness on a major scale. Ba-

sed on the words used on labels for 180 body soap 

products sold in Denmark, Norway and Sweden in 

2016-2017, the graphic designer has investigated 

the logic of marketing. By means of constant repe-

titions and exposure, The Body Soap Name Gene-

rator creates more than 800 million unique results.

In A Voice-Over, Agga Anne Mette Stage has collected 

material exposing the history of selling soap in Europe 

and how this runs on a parallel with the exposure of 

middle class values, cleanliness and ideas of civilisa-

tion. The material is presented by means of a voice 

we recognise from current advertisements for the 

same product segment.

Agga Anne Mette Stage took her Masters’ de-

gree in Visual Communication at the University  

College of Arts, Crafts and Design in 2017.
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LET ME TRY  
TO EXPLAINHanna Stenman / 2017

A SPACE WHERE THE TOPIC AND EMOTIONS THAT MAY BE DIFFI-CULT TO APPROACH CAN BE DISCUSSED WITHOUT HAVING TO BE DEFINED

Let Me Try To Explain is a vi-deo discussing ambivalent and strong emotions invol-ving how we build relation- ships. The work portrays thoughts of not being able to trust that what you feel and think is true, and the insight 
that your feelings are not purely your own but 
are also influenced by norms and rules created 
by your environment – how what you long for and 
need do not always correspond with what you 
have been taught to expect to want.  
Hanna Stenman’s work is based on an exploration 
of friendship and loving relationships between 
women, and therefore challenges the heteronor-
mative manner on which we form our relations-
hips. Instead of automatically repeating hetero-
normative patterns, Hanna Stenman explores and 
illustrates other alternatives.
In her work, she has made use of abstract cha-
racters as a method of forming emotions in ima-
ges, and has allowed the drawings and text to in-
teract in order to create a space where the topic 
and emotions that may be difficult to approach 
can be discussed without having to be defined. 
The goal is to go beyond the established structu-
res in which we are forced to move, to find new 
directions and create space for different ways in 
which to live our lives. 

Hanna Stenman is an illustrator and graphic de-
signer. Let Me Try To Explain is her degree pro-
ject for Graphic Design and Illustration for the 
University College of Arts, Crafts and Design.

ABORT N’GO – WITH FULL RIGHTSCristine Sundbom / 2009

EXPLORES THE  POSSIBILITY TO OFFER ABORTION AT HOME
The design concept is utili-sed to explore and discuss the opportunities of allowing women full rights of self-de-termination about abortions, i.e. about their own bodies. This is a foundation for be-ing a liberated and an equal 

individual. If the right is limited it is hard to fully 
participate in society. The Abort n’go project is a 
conceptual design project aiming to explore and 
discuss the issues surrounding the contempora-
ry debate on abortion in Sweden.
The abortion product, created for use at home, 
is based on interviews with women about their 
experiences of having an abortion and on a study 
demonstrating that the majority of women feel 
relieved after having an abortion, but do not feel 
they can express this due to prevailing norms 
surrounding abortion. The views of visitors from 
previous exhibitions are incorporated and beco-
me an integral part of the design by means of an 
audio installation produced in cooperation with 
sound designer Niklas Sandberg.
Cristine Sundbom has a Masters’ degree in indu-
strial design. She has worked together with Cheryl 
Akner Koler to develop an aesthetically driven de-
sign of which the bodily experience forms the core.

BOMBER JACKET, SWEATER AND THIS IS OUR VOICES  this is Sweden and Patricia Reyes / 2015–2017
 A WAY TO TAKE BACK THE SYMBOLS AND RIGHTS

Fashion can be a very effec-tive tool to criticize political and normative structures and symbols. this is Sweden, funded by Ana and Pablo Lon-dono 2013, uses clothing and garments to questioning the fashion industry’s structures 
and whiteness standards. To them fashion cre-
ates a space to tell a story with every garment 
they create. 

this is Sweden’s  bomber jacket is the brand’s 
garment that have raised  the most questions 
and reactions. Their MA-1 bomber with a 
Swedish flag is tribute to all third culture kids 
in Sweden. It is a symbol and a way to reclaim 
identity and rights that are questioned in a 
Europe where organized racism wins more 
and more parliamentary ground every day. 
The original bomber was found in a surplus 
store and the siblings decided to recycle the 
garments by adding different handmade pat-
terns and details. Every design was made in a 
limited edition with only one jacket per design 
and size, thus every jacket is also signed liked 
an artwork.

The new democratic version of this is Sweden’s 
bomber jacket 2017 was launched as three diffe-
rent DIY-kits. The kits were presented in con-
nection to the exhibition “this is Sweden, this 
is our voices, this is our faces” – a collabora-
tion between the Londonos and the photo-
graph Patricia Reyes. The exhibition was a 
homage to all the people that had inspired 
them and a platform where their design and 
creativity as a tool for the fight against ra-
cism and prejudice was in focus. The title of 
the exhibition was inspired of one of the de-
signers’ favourite quotes: “there comes a time 
when silence is betrayal” by Martin Luther King. 

THE ANXIETY MACHINE –  FORM FOLLOWS SYMPTOMSouzan Youssouf / 2016
Film: in cooperation with Roxy Farhat 
and Iwa Herdensjö  Ljus: in cooperation with ExotikdotVibrationer: in cooperation with S.T.I.C.S.

ASKS QUESTIONS AS TO WHY BURNOUT AND STRESS HAVE BECOME ACCEPTED NORMS
The Anxiety Machine or anxiety machine has 
been created to highlight and discuss the 
most violent sensation of burnout: anxiety. 
Souzan Youssouf created a workshop where 
the participants suffering from anxiety and 
burnout symptoms could use materials and 
tools to put their bodily experiences 
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into form. Based on these experiences, they pa-

inted sequences showing how the physical and 

mental impacts affected their bodies and their 

ability to be a part of society.

Inspired by the workshop 

and using her own discus-

sions on form referred to 

as form follows symptoms, 

Souzan Youssof created the 

anxiety machine, the Anxie-

ty Machine. The lead-filled, 

organ-like tulle forms trans-

port you as visitor into a state of anxiety. You 

feel pressure on your chest and your heart starts 

to beat faster. You assume the reality of others 

and are confronted with your own pain and dis-

comfort.

The functionality concept is important for taking 

discussions from ideas of the “deviant body” to 

illustrating norms associated with bodies and 

function. Souzan Youssof’s anxiety machine asks 

questions as to why burnout and stress have 

become accepted norms amongst many women. 

Since 2009, the number of people on sick leave 

in Sweden has seen an increase due to unequ-

al working conditions. These people experience 

emotional, physical and bodily pain, resulting in 

burnout. A majority of these people are women, 

and many can be described as “good girls”, in 

other words, ambitious and high-performing.

Souzan Youssof is an industrial designer in prin-

ciple and is committed to exploring norms and 

their impact on our bodies.

MOTHERS
from the Gal Pals in Print project / 

Julia Westerberg / 2017

IN THOSE CHANNELS 

THAT INTERPRET AND 

MIRROR OUR LIVES 

HOMOSEXUALS ARE 

OFTEN RELEGATED TO 

SUPPORTING ROLES

Julia Westerberg’s Mothers from the Gal Pals in 

print project is an illustrated story representing 

a normal day for a couple with a young child.  The 

aim of the piece is to contribute towards daily 

narratives where lesbians have the main role but 

where homosexuality is not the main topic.

In those channels that interpret and mirror our 

lives, such as film, art and literature, homosex-

uals are often relegated to supporting roles. If 

the main characters are homosexuals, the topic 

is most commonly related to sexuality and the 

target group is other homosexuals. Stereotypes 

are easily engendered in cases where too few ex-

amples exist.

Julia Westerberg’s aim is to encourage more nar-

ratives of daily lives for lesbians. It is her belief 

that our daily lives dominate our existence, and 

that daily life can play an important role for many 

in creating identities. We find safety and security 

in the familiar.

Mothers is based on a wish for more opportuni-

ties to mirror oneself in one’s environment – crea-

ting a scene or stage with which the audience can 

relate before they have time to reflect over pos-

sible gender and sexuality. The images are printed 

on cotton cloth screens and sewn into a quilt.

Julia Westerberg is an image creator and textile 

artist with a degree from the University College 

of Arts, Crafts and Design. Her work often invol-

ves questions of identity and relationships.

SCENE 
INSTRUCTIONS
Joanna Zawieja and Andjeas Ejiksson / 2014

THE WORK WILL  

BREAK DOWN CERTAIN 

NOTIONS OF WHAT  

ARCHITECTURE IS

The Scene instructions pro-

ject by Joanna Zawieja and 

Andjeas Ejiksson origina-

tes with an architectural 

drawing, but the frame nor-

mally containing the drawing 

is empty. Instead of the 

drawing, there is text descri-

bing what is to be built. It is normal to have such 

“instructional texts” in a column on the right-

hand side of architectural drawings. The text 

describes a waiting room to be built in words 

instead of via a drawing. During the exhibit, the 

piece will be interpreted by a craftsman and built 

on site in the exhibition room.

Scene instructions contains instructions for the 

construction and demolishing of a waiting room, 

where time is the main dimension. The structure 

will be erected together with a builder who, by 

means of his/her interpretation of the instruc-

tions, plays a central role in the project. The 

person building the installation is committed to 

erecting and demolishing the structure based on 

the text in a certain space, within a certain peri-

od of time and a specific economic budget.

The shift of focus from the technical drawing – a 

tool reserved for the architect and the engineer 

– to text opens the door for a dialogue between 

the architect and the craftsman; a re-negotia-

tion of power. By exploring the potential for and 

importance of interpretation within the archi-

tectural process, the work will break down cer-

tain notions of what architecture is; and rather 

focuses on architecture as a dynamic process 

that continues without a drawing table and buil-

ding designs.

Andjeas Ejiksson is an artist, 

author and feature editor. 

His work often touches upon 

the power of text to commu-

nicate and change, and the 

experiences that emerge in 

translation. Andjeas Ejiksson 

is a researcher at the Valand 

Academy at the University of Gothenburg. He 

previously worked at the  Royal Institute of Art 

in Stockholm and the Jan van Eyck Academy in 

Maastricht. He has also worked as feature editor 

for the magazine Geist. www.andjeasejiksson.

tumblr.com

Joanna Zawieja works within the boundaries 

between art, architecture and city planning. She 

manages projects that focus on reinforcing our 

common public spaces by testing new working 

methods and promoting the social issues within 

the planning and construction of public spaces. 

Since 2014, she has been working for the Public 

Art Agency Sweden, with responsibility for ur-

ban development projects. As an architect, she 

explores the building process as a means to un-

derstand and discuss architecture.
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POSTER FASHIONT-shirts with a message printed on the front have 
become a type of poster fashion, where the wea-
rer can express his or her message, tell us who 
they are and what opinions they support. Poster 
fashion, the T-shirt as political power, becomes 
direct and effective as it communicates with 
everyone it meets.

The criticism of power communicated by the 
T-shirt message is clear in its simplicity, but at 
the same time, the use of the T-shirt as a form 
of political communication is at times criticised 
precisely for being too simple, one-dimensional 
and empty. Poster fashion can water down the 
power of a message due to its simplicity and 
mass production, but may also gain power by 
means of its ability to reach many. Norm Form 
contains an exhibit of numerous T-shirts and 
several caps, all with an agenda to challenge the 
norm or originating from the notion of challeng-
ing power. They comprise humour and activism, 
the desire for freedom and to tear down walls, 
the longing for acceptance and the fight for justi-
ce. The messages are mainly short and clear, but 
behind the words printed across the chest you 
find a greater, deeper battle to challenge norms 
and power structures.

SUPER MEGA PUSSY VAGINAIda Klamborn / 2016

Super Mega Pussy Vagina is a message targeting persons who define themselves as women. Humour and serio-usness afford the wearer a position in the room. You are visible and are seen, by both curious and sceptical eyes, 
but the main gist is that you as wearer are pro-
moted and become powerful. Ida Klamborn is a 
fashion designer and works with feminist strate-
gies as inspiration for aesthetic expression.

EUROPA EUROPAHanne Lindberg, Parasto Backman / 2014

Europa Europa is an anti-na-tionalistic cabaret about Eu-ropean immigration policy by art group Ful in cooperation with music group The Knife. The performance premièred on 1 July 2014 during the Al-medal festival in Visby, and 
has since been performed on stages around 
Sweden, Europe and Mexico up to and including 
the autumn of 2016. In this context, the words 
Europa Europa are interpreted as a protest aga-
inst European discrimination of persons due to 
ethnicity and as a criticism of the normative 
of racism and xenophobia. The original graphic 
communication contains slogans based on the 
performance in different languages, including 
Romany, Persian, Arabic, Somalian and Russian.

EVERY TIME WE FUCK WE WINMYCKET, The New Beauty Council, Maja Gunn / 
2013

”Every Time We Fuck We Win” is a quotation from the Qu-eer Nation Manifest writ-ten during the LGBT move-ment’s political fight during the AIDS epidemic in 1980s USA. The T-shirt bearing the words Every time We Fuck 

We Win was designed by MYCKET, The New 
Beauty Council and Maja Gunn for the work en-
titled Exclude Me In, associated with the 1980s 
and 1990s queer movement in Sweden. In the 
image, the actor and queer activist Saga Beck-
er wears the T-shirt for a newspaper report on 
transwomen (Bon, 2016). Every time We Fuck We 
Win is a stance against discrimination based on 
gender and sexuality that brings up to date the 
LGBT battle being fought just now and that was 
fought before.

 

MY BODY IS NOT YOURS TO JUDGEMinna Palmqvist / 2016

The text “My Body Is Not Yours To Judge” is an opini-on that reverberates through Minna Palmqvist’s manifest-ation of creativity. The print comprises lines showing the front and waist used in pattern designs, and dotted 
lines to show the body types by which women 
are used to being classified. The print was first 
created for spring/summer 2015 – a collection 
inspired by thousands of beauty tips and views 
of their own bodies heard by women on a daily 
basis. The T-shirt in the exhibit was launched in 
a campaign in the spring of 2016, with 22 women 
and transpersons who all in different ways are 
fighting for and standing up for their bodies and 
the bodies of other women every day.

OLD IS THE NEW BLACKFanny Karst / 2015

Fanny Karst is a fashion de-signer who has gained atten-tion for printing clothes and T-shirts illustrating growing old as something positive. With her direct messages, Fanny Karst is challenging age discrimination and de-
monstrates growing old as something attractive, 
trendy and to be desired. Her T-shifts have won 
praise as revolutionary, and with their natural 
message show that you can be both elegant and 
cool, irrespective of age.
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CRIP IS HIP
Hanna af Ekström for the association 

Utopia / 2013

Utopia created this T-shirt to 

communicate a message: 

being Crip is something to 

be proud of. It is a question 

of reclaiming words. Crip  

means cripple. The English 

and American Crip move-

ment is a strong criticism of 

the power regime related to disability (ableism). 

This criticism is based on a fight to be accep-

ted as you are, and promotes active resistance 

against the norms in society that discriminate 

against persons with disabilities. Society has 

to adapt and has disabilities, not people.

5INIST
Kristin Zetterlund, Faggot Apparel / 2013

5INIST feminist) is Faggot 

Apparel’s most success-

ful T-shirt. It was produced 

together with the blogger 

Kristin Zetterlund. Faggot 

Apparel was founded in 2013 

as a collaboration between 

Tommie X and the T-Shirt Bar 

print business, with the aim of generating funds 

for the human rights organisation Civil Rights De-

fenders and their work on behalf of LGBT people 

in Russia. Faggot Apparel 20 currently donates 

20 per cent of its profits to the Kvinna till Kvin-

na (Woman to Woman) network, which works to 

help women suffering violence in conflict zones.

QUEERING SÁPMI

2013

Designer: Marc Strömberg in collaboration with 

Queering Sápmi

The Queering Sápmi T-shirt 

was designed by Marc 

Strömberg within the fra-

mework of the Queering 

Sápmi project, which was 

run between 2011-2015. 

The project highlighted and 

brought together Sami pe-

EQUAL RIGHTS
Tommie X, Faggot Apparel / 2015

Equal Rights Equ-

al Rights is a call for 

equality and therefore 

challenges norms and 

power structures that 

are racist, gender-dis-

criminatory or unequal 

in other ways. Faggot 

Apparel was founded in 2013 as a collabo-

ration between Tommie X and the T-Shirt 

Bar print business, with the aim of genera-

ting funds for the human rights organisa-

tion Civil Rights Defenders and their work 

on behalf of LGBT people in Russia. Faggot 

Apparel currently donates 20 per cent of 

its profits to the Kvinna till Kvinna (Woman 

to Woman) network, which works to help 

women suffering violence in conflict zones.

LYTT, ADHD, 

CRIP CAPS
Hanna af Ekström and Iki Gonzalez 

Magnusson for the association Utopia / 

2013

This cap is an active resistance to the di-

sability power regime. Those who wear 

the cap show that they are proud of their 

norm-breaking disability and/or sympathi-

se with the Crip movement. This all invol-

ves reclaiming the use of negatively associ-

ated words and filling them with pride and 

the fight for the right of all persons to equal 

opportunities.

The layout has been stolen from Boy Lon-

don – the brand of popular cap bearing the 

words BOY. Queer persons wore these 

caps back to front to challenge the gender 

power regime. Utopia took this one step 

further and challenged the power regime 

involving physical abilities – who is crip, 

who is crippled? We all have varying types 

of physical abilities! 

ople who challenge norms about gender and sex-

uality, by such means as a book and an exhibition, 

and by organising the very first Sápmi Pride. The 

purpose of Queering Sápmi was to create a com-

plex, diversified image of what it is to be Sami 

and challenging norms, both in Sami society and 

in the colonising countries of Sweden, Finland, 

Norway and Russia. 
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