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A rapid transition from the infrastructure 
and cultural practices reliant on fossil energy 
sources towards post-fossil solutions is 
essential in order to slow down climate 
change and reach the goals of The Paris 
Agreement. The post-fossil transition is a 
major cultural paradigm shift cutting through 
all spheres of life.

Post-Fossil Transition is a three year (2018-
2020) collaborative project of Mustarinda 
and HIAP for mapping out interests and 
concerns together, forming alliances, finding 
ways to share the post-fossil practices and 
putting them into action on a daily basis. The 
project was initiated as HIAP was preparing 
for its 20th anniversary. Instead of arranging 
a retrospective of the last two decades, the 
aspiration was to look to the future with an 
initiative that would be relevant two decades 
from now. From this perspective it seemed 
critically important to seriously tackle the 
issue of climate change.

The agenda of the Post Fossil Transition 
project contains a paradox. On the one hand 
it wants to put focus on numerical measure-
ment of carbon emissions and the practical 
acts to curb them. On the other hand, it wants 
to emphasise that this type of narrow numer-
ical approach can also be deceiving and even 
counterproductive towards the fundamental 
cultural shift that is needed in post fossil 
transition.

The central themes of the Post-Fossil Transi-
tion project in the ecological transition have 
been Travel, Food and Energy. The biggest 
changes that were made at HIAP were related 
to travel. During the period 2018-2019, HIAP 

managed to reduce the emissions of HIAP 
staff’s travel by 86%. We also compiled an 
information resource of slow and ecological 
travel centered on traveling from and to Hel-
sinki. Regarding the food theme, HIAP shifted 
to offering only plant based food and drinks 
in events. At HIAP Suomenlinna we shifted 
the electricity contract to wind generated 
electricity, and are in the process of installing 
a smart heating system to HIAP Suomenlinna 
studios. Throughout the reader you can find 
three posters which summarise the changes 
that HIAP has made regarding the three key 
themes. We hope that these can act as an 
inspiration for organisations and individuals 
alike.

The Post-Fossil Reader features thematic 
articles as well as introductions to artworks, 
projects and artists in residence.

The project was developed over the three 
years in regular discussions among HIAP 
staff, Mustarinda members and other invited 
people. The contributors include: Michaela 
Casková, Paul Flanders, Saara Hannula, 
Alma Heikkilä, Tiina Arjukka Hirvonen, Juha 
Huuskonen, Paavo Järvensivu, Aleksandra 
Kiskonen, Saara Karhunen, Saara-Maria 
Kariranta, Saara Korpela, Pauliina Leikas, 
Antti Majava, Markku Mertanen, Dana 
Neilson, Marina Valle Noronha, Jenni Nur-
menniemi, Riitta Nykänen, Antti Salminen, 
Stephanie Roiko, Eleni Tsitsirikou, Hanna 
Kaisa Vainio, Annu Webb and several others 
for being involved.

The Post-Fossil Transition project is sup-
ported by Kone Foundation.

Post-Fossil 
Transition
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THREE TRAVEL GOALS
FOR POST FOSSIL 

TRANSITION:

1. TRAVEL SLOW
HIAP has committed to travel by sea or land

HIAP encouHIAP encourages artist in residence to travel by ecological means and 
provides travel recommendations

2. TRAVEL LESS (& stay longer)
HIAP has switched from hosting 1 month residencies to hosting 
residencies 3 months in length

3. TRAVEL CLOSE
HIAP is HIAP is working on strengthening and forging new connections closer to 
Helsinki

Lorem Ipsum

The Post-Fossil 
Transition at HIAP
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THREE FOOD GOALS
FOR POST FOSSIL 

TRANSITION:

1. EAT MORE PLANTS
HIAP serves plant based food and drinks

2. CHOOSE CONSCIOUSLY
HIAP prioritises buying seasonal, local, oHIAP prioritises buying seasonal, local, organic food

HIAP keeps up to date on climate-smart food practises

3. MANAGE FOOD WASTE
HIAP sorts and recycles all possible food related waste

HIAP buys low waste food products

THREE ENERGY GOALS
FOR POST FOSSIL 

TRANSITION:

1. USE LESS ENERGY
HIAP is in the process of installing a smart heating system

HIAP encouHIAP encourages artist in residence to be conscious of their energy 
consumption and provides energy saving recommendations

2. SUPPORT RENEWABLE ENERGY
HIAP Suomenlinna has switched to a wind power electricity contract

HIAP is negotiating for renewable energy electricity contracts at all of its 
locations

3. RETHINK ENERGY CULTURE
HIAP questions common norms, ideas and pHIAP questions common norms, ideas and practices related to energy 
use

HIAP advocates sustainable energy policies 
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Afterthoughts on 
‘Eftervärd’, the 
smouldering incense 
installation by Elina 
Vainio

In the final days of the COVID-19 lockdown in 
Finland, I got to experience an ephemeral art-
work under very special circumstances. By the 
invitation of HIAP and the artist Elina Vainio, I 
participated in the private burn event of ‘Eft-
ervärd’, Elina’s new incense-based sculptural 
installation. The event, which was held on the 
Suomenlinna island off the coast of Helsinki 
and attended by just the artist and myself, left 
me in awe and longing for more encounters as 
intimate as this with contemporary art. 

Experiencing the work started as soon as Elina 
and I hopped onto the ferry. Swayed by the 
gentle waves of the Baltic Sea, we discussed 
the process of making this piece that emerged 
both in response to the intertwined botanical 
and human histories of Suomenlinna fortress 
island as well as the unnerving unfurling of the 
present.

In the spring months, Elina had a studio on the 
island as part of HIAP’s residency programme. 
Whenever she could come to work there, she 
would embark on long, meandering walks. 
These were for her a method of attuning to 
the environment and its seasonal changes. 
Her attention was captured by the architec-
tural features of the sea fortress as well as its 
plant life, and she learned how both of these 
tell volumes about shifting political dynamics 
over the nearly four centuries of its existence. 
Suomenlinna’s sturdy rock fortifications were 
built with the local stone by the Swedes in the 
18th century. Most of the red brick buildings 
were constructed by the Russians in the 19th 
century – and both Swedish and Russian 
occupants brought along a variety of plants. 
Vegetation arrived at this previously barren 
place from other corners of the world as well. 
The myriad of international influences and 
migration paths are still present in the rich 



14 15Jenni Nurmenniemi 

botanical life of the islands, which differs 
significantly from the flora of the neighbouring 
islands and the mainland. 

The island’s human inhabitants made their 
marks in stone: The carved plates at the King’s 
Gate especially caught Elina’s eye. It was here 
that the foundational stone of the fortress was 
laid. The word ‘Eftervärd’, old Swedish refer-
ring to the afterlife, begins a message for the 
generations yet to come: Stand your ground. 
For Elina, whose oeuvre is marked by curiosity 
towards the plurality of meanings and the 
continuous evolution of language, ‘eftervärd’ 
alludes to the traces of the past alive in the 
present. She began to ponder how the human 
and botanical histories of the island are entan-
gled and how the plants are, in many ways, a 
living form of an afterlife of the island’s human 
habitation. 

As the spring progressed, with the Suomen-
linna chief gardener’s permission, Elina started 
to gather various plants during her walks. 
Her intention was to dry them and grind them 
into powders she would use to form incense 
sculptures. Her inspiration for working with 
incense traces back to the workshop led by 
Dambi Kim, the Seoulite tea and incense artist, 
which I curated for the Fiskars Village Art and 
Design Biennale in 2019. In the session, Dambi 
explained the various uses of this beautiful 
tradition and taught the participants how to 
use different types of plants to make our own 
incense sticks and cones. After the workshop, 
Elina started to learn more about incense-mak-
ing and burning. She didn’t settle with the more 
traditional stick and cone shapes, but decided 
to use the King’s Gate’s ‘Eftervärd’ carving as a 
mould to make letter-shaped forms. 

Coming up with beautifully burning incense 
letters involved trial and error – the most 

attractive violet plants, for instance, turned out 
to be poisonous and not suited for safe burn-
ing. After some incidents involving improvised 
use of an unexpected binding agent, when 
the time came for the first burn of the work at 
HIAP Open Studios, ‘Eftervärd’ smouldered 
as intended, filling the gallery space with its 
subtle aromas. The site, a former prison – and 
probably one of the worst places to find one-
self in the aftermath of the Finnish Civil War 
(1918–) – definitely benefits from a thorough 
smudging. The building was my workplace for 
many years, and so I am all too familiar with the 
unsettling stories and the strange occurrences 
associated with it. 

The first burn, attended by some dozen people 
and beautifully documented on video in com-
plete silence, happened a few days before 
it was my turn. As Elina and I reached the 
gallery and entered the exhibition hall flooded 
with natural light, I could still sense the subtle 
fragrances and soothing new energy lingering 
in the space. Using tiles found from the nearby 
tunnels, Elina had constructed a perfectly bal-
anced foundation for the incense. The letters 
that still remained were standing in a rusted 
metal chute filled with fine sand and ash from 
the previously burned letters. As we came 
closer, we became quieter and I sat down on 
the floor as Elina lit up the letters. 

I was mesmerized by the letters turning into 
the finest swirls of smoke. They reached for 
the ceiling before slowly dissolving into the 
light. Their subtle scents mixed harmoniously 
with woody and fresh notes. There was some-
thing extremely fragile, tender, and caring 
about this small ritual. All of a sudden, I caught 
my thoughts whirling around something heavy 
and hard. A tightness in my chest hinted that 
I was perhaps being offered a moment for 
mourning, purification and healing – something 

Jenni Nurmenniemi 

that I hadn’t really allowed myself, or even real-
ised I needed, during the past three months 
spent in physical isolation. This also felt to 
me like a shared ritual for Elina and myself to 
renew and reinforce the friendship that began 
in Suomenlinna in the summer of 2014 and has 
taken us to work together as far as at the Mug-
aksa temple in Gwangju in 2018. 

After about half an hour of meditative appre-
ciation of Elina’s artwork, and silent reflection 
of the array of emotions it evoked in me, 
the incense had burned and it was time to 

dismantle the installation. Elina explained to 
me where she had gathered its different parts 
and where they would eventually be returned. 
The cyclical thinking, ephemerality, and the 
careful combining of preciseness with chance, 
that all characterize her artistic thinking are 
something that I am very deeply drawn to. As 
strongly as I desire to experience this kind of 
one on one ritual again, I wish that that next 
iteration of this work, planned for October, can 
be enjoyed by many. 
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Between March 2014 and August 2015 I vis-
ited Moss Flats, a care peat flat in the North 
Pennines, northern England, UK. On counting 
it transpires I have been there 23 times and 
have experienced it overnight, in snow, hail, 
fog, wind, sun and stillness. During this time I 
have intimately studied the surface topogra-
phy, learnt about it scientifically, attempted to 
understand the different processes present 
through conversations with physical scientist 
Jeff Warburton, and filmed many different 
elements of the site and the energy it contains. I 
have listened with sound recordists Lee Patter-
son and Chris Watson, sang with others, carried 
my 15 month old son up there, invited local poet 
and shepherd Josephine Dickinson to respond 
through words and shared thoughts with friend 
and poet Linda France. 

Linda France:  Sitting at my desk looking out 
onto the windswept fell of Stagshaw Fair, a 
landscape I’ve been held by for the past twenty 
years, I can’t help being aware some places 
have a power – their genius loci perhaps – that 
draws us in their direction at particular times in 
our lives.  We like to say we chose to go there, 
but I wonder if in any sense Moss Flats chose 
you?  What was it that took you to this remark-
able place and made such an impression you 

Laura Harrington and Linda France

The Spirit of Moss 
Flats

kept going back?
Laura Harrington:  The rawness, the presence 
of loss at Moss Flats instantly drew me to it.  
At first, this site might be thought of as akin 
to a lunar landscape – barren and stripped 
of life – but as one finds a way in, it quickly 
becomes a rich medley of energy and activity. 
It is this paradoxical feeling of loss - a sense of 
emptiness that comes from its openness - and 
uncertainty alongside strength and accept-
ance that excites me and drives my curiosity. 
Moss Flats is a flatland, referred to scientifi-
cally as a bare peat flat – approximately three 
hectares of relatively level, sparsely vegetated 
peat, at an altitude of around 800 metres, 
lying within the vast amounts of blanket bog 
of Moor House Nature Reserve in the North 
Pennines and Upper Teesdale.  It is a land-
scape predominantly generated and shaped 
by a southwesterly wind, intricately carved by 
the elements. The openness of the site and 
absence of vegetation offers an insight into the 
substance, depth, movement and morphology 
of peat.  Imagine it like an open wound that is 
still healing.
My first introduction to Moss Flats was with 
Dr Jeff Warburton, my collaborator at Durham 
University during a Leverhulme Artist Resi-
dency. He has been monitoring at Moss Flats 

for the last twenty years, a project which builds 
on other physical scientists’ interest in this 
site as a representation of activity and process 
in the erosion of peat. He invited me to Moss 
Flats as part of his field work, as a place he 
thought would have some resonance for me, 
given the peatland landscapes I had portrayed 
in my 16mm film Layerscape (peat bogs). 
It became clear, quite early on, that this site 
offered an opportunity to engage deeply with 
a specific eroding landscape that exists on 
both a micro, meso and macro scale. As Jeff 
and I explored this landscape, both together 
and separately, from the perspectives of 
artist and scientist, we were learning about its 
intricacies and secrets. Moss Flats became 
the focus of my residency, through our differ-
ent approaches, it will not only be a mass of 
data that will be gathered, but the essence 
and spirit of the place too. It felt timely to be 
engaging with Moss Flats now – in twenty or so 
years, this wound could well be healed as the 
vegetation recolonises the site. 
Linda:  It is certainly a very remarkable land-
scape.  I remember the day you took me up 
there, in August – there was a rare stillness and 
the sun shone so the wind didn’t feel like the 
dominant element.  The peace in the air let me 
look at things undisturbed, undistracted.  I am 
used to open landscapes but this was some-
thing else.  No visible sign of human habitation 
once we’d made the slow, high journey to the 
north west.  I felt as if I’d travelled a very long 
way.  This was alien territory, as strange and 
unreadable as anywhere I’ve experienced on 
other continents.

Laura:  A bare peatland landscape can indeed 
seem very alien territory. This is partly why I 
find them so intriguing.  By my third visit, the 
walk to Moss Flats itself started to feel like a 
secular pilgrimage, a journey with a certain 
pace, rhythm and depth. The stopping and 

starting to open the gates along the dirt track 
and the sounds of the bubbling water along 
Rough Sike coming in an out of earshot – these 
are all elements in the process.
The walk involves hopping over and walk-
ing through the sike and passing sections of 
revealed and smoothed limestone, parts of 
the Whin Sill, a variety of fauna and flora, from 
lizards to ferns, and remnants of ambitious 
human interventions, including culverts and 
systems for containing water, and the bothy 
at Moor House. Precipices of bouncy peat, 
soft beneath my feet, feel vulnerable with 
the weight of the body. Some sections are no 
longer there, reflecting the constant changes 
in these higher reaches, exposed to contin-
uous fluctuations in weather. It is reasonably 
sheltered until you reach a plateau leading 
to Moss Flats – from this moment you are 
exposed to the elements and, more often than 
not, relentless wind. 

Linda:  It was fascinating to witness the effect 
of the wind, in a landscape entirely shaped by 
the wind, on a day with hardly any wind blow-
ing.  An unusual occurrence.  But everything 
about Moss Flats felt unusual.  As you say, it’s 
like being on the moon.

Laura: The winds that buffet these uplands 
produce beautiful shifting patterns across this 
landscape. How Moss Flats has been formed 
over time, by the predominance of wind with 
rain from the South West, is striking, clearly 
manifest in its complex topography – from the 
asymmetrical forms of eroding haggs to the 
formations of toothed surfaces and tiered ter-
races, reminiscent of an amphitheatre’s tiered 
seating surrounding the central performance 
area. 

Sound recordist Chris Watson visited Moss 
Flats with me in November 2014 to assist 
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with some ambient recordings. Our original 
intention was to record wind energy and rain 
– two very complex elements to capture, and 
two very likely situations for that time of year. 
However, there was no rain or wind that day – 
not even a blade of cotton grass moved. This 
paradoxical situation, which felt disappointing 
at first, quickly became a very special moment. 
It allowed us to listen from a fresh perspective, 
giving time to consider the transformation of 
energy of Moss Flats in multiple ways.

In response to your genius loci reference, I 
wanted to say something about the incredible 
haggs at Moss Flats. The eroded forms left like 
standing stones held together by dense root 
structures and vegetation on their top surface. 
The living energy and decay of Moss Flats is 
characterised by the anthropomorphic forms 
of tussocks and haggs, that hold a sense of 
the unknown and the mystical.  The largest of 
them is at the front, sheltered from the slightly 
higher ground and standing proud like the 
leader in a battle of the elements, protecting 
the young and the more vulnerable. 
I remember a conversation, with a friend on a 
peaty walk, about my interest in these forms, 
which I see as rather like spirit creatures, 
reflecting the conditionality and interconnect-
edness emphasized by Japanese animator 
Hiyao Myazaki.  I said ‘If we disrespect the bog, 
bad things will happen, but if we appreciate 
them, we will be looked after’.  This intimation 
has remained important in sharing my artwork 
from Moss Flats with an audience. 

Linda:  That aspect of responding to a place 
and the natural world, finding a way to trans-
form one’s experience of it to communicate 
something fresh and meaningful to a wider 
audience, is part of your practice as an artist.  
As a writer, I have been looking at flowers, 
both wild and cultivated, and trying to find 

the words in them, excavating their layers of 
meaning, for several years now.  Botany has 
its own lexicon, as does poetry.  I have enjoyed 
being introduced by you to words like hagg and 
many spectacular varieties of moss (classified 
as ‘lower plants’ in the botanical hierarchy) 
at Moss Flats.  But there is also something 
beyond words in this place that seems better 
suited to a visual artist’s eye.  I wonder if you 
could say a little about how you’ve translated 
your visits and explorations into the work 
you’ve made.

Laura:  To answer this it is important to con-
sider Moss Flats within my wider relationship 
with Moor House and its position in the 
uplands of the North Pennines. This is where 
I began filming Layerscape (peat bogs) in 2011 
and where my journey into peat as an ecosys-
tem and substance began. I would spend many 
long days and evenings exploring its blanket 
bogs. I built a small cinema in the storage shed 
next to a bothy for the 2012 AV Festival and 
screened Layerscape in all its 16mm glory. That 
year the theme was Slowness and I invited an 
audience of approximately a hundred people 
to come and share this landscape with me 
through the work and a contemplative walk led 
by Natural England, who manage the site. 

Two of England’s great rivers begin their jour-
ney to the sea from here – the South Tyne and 
the Tees. This physical and relational connec-
tion interests me  – a connection back to what 
is sustaining us, a feeling of being both very 
far and very near. This sense of intimacy with 
the land expanding points of consciousness 
is something I have been pursuing, an idea I 
refer to as upstream consciousness. By which 
I mean a way of thinking which connects us to 
what sustains us, even though it is upstream 
and out of sight. 

Laura Harrington and Linda France

The remoteness, lack of access and people, 
the time and commitment required to 
approach it, its scientific and sociological his-
tory are all reasons why Moor House has such 
a pull on me.  It has been well documented, 
analysed and studied by key scientists, includ-
ing W. H. Pearsell and climatologist Gordon 
Manley. It is recorded as one of the most 
well-understood uplands in the world.  Data 
collection into climate has been going on at 
Moor House for the last seventy years.  
Working alongside Jeff, a geomorphologist 
who understands these processes scientifi-
cally and how and why a landscape changes 
over time, offered an important starting point 
in which to think about how to morph this ‘site’ 
into a ‘place’. 
Jeff talks about his work as a physical geog-
rapher being firmly rooted in the present, 
concerned not just with the historical record 
of these peatland landscapes, which forms 
a backdrop to the contemporary monitoring, 
but what aspects and systems are affecting 
and changing them now. I was interested in 
finding the core and raw essence of Moss Flats 
through sound, image, object and words. I have 
been thinking about nature itself as a material 
for exploration and how the idea of nature can 
be transformed within an artistic process. 
Understanding the nature of peat as a dynamic 
substance and its capabilities as a non-hu-
man force. Thinking too about the potential 
acoustic properties of peat. A seemingly dead 
matter, an incredibly low-density material and 
therefore not surprisingly, holding very low fre-
quency sounds. How the physicality of sound 
can be realised into something new. 
Working with Lee Patterson at Moss Flats has 
allowed new readings of its sonic textures. Lee 
describes how the ‘same climatic conditions 
that made working at Moss Flats such a chal-
lenge also provided the energy necessary to 
activate the site sonically. Both observing and 

listening to how the wind and rain played the 
skin of the bog - how their energies transferred 
from one form into another, allowed a way into 
understanding how the elements have saved 
the exposed peat flats and weathered haggs in 
this upland area.’
I began my residency by burying rods of var-
ying lengths housing unused film footage of 
Layerscape (peat bogs) in the peat at Moss 
Flats. At the back of my mind there were ques-
tions of whether it would be possible to see a 
change from the different depths and climatic 
effects over time; but more importantly it 
was about merging my previous work at Moor 
House with this new chapter. Similar to Jeff’s 
monitoring equipment, I wanted to leave some-
thing for a period of time to absorb elements 
of this landscape. As I travelled back home I 
often thought about the film in its new position. 
The material is now imbued with the physical 
presence of Moss Flats and forms part of a 
new body of work. 
Liveliest of Elements, 2015 is a moving image 
work that explores the nature of Moss Flats 
through image and sound. The supposed noth-
ingness revealed in its entirety. 
dis/sonance is a four channel sound installa-
tion consisting of five voices recorded at Moss 
Flats. The work aims to capture the move-
ment and rawness present on the surface of 
the site, translated through one of the most 
primitive and pared down instruments we have  
– the human voice. Four voices individually 
represent north, south, east and west and the 
movement present in the surface. A fifth is 
the earth itself, almost a drone, grounding the 
voices together. The surface patterns found in 
the bare peat on one particular day produced 
the framework for a score. This work has been 
realised within the historic Norman Chapel in 
Durham, a space with dramatic reverberation 
– a complete contrast to the environment of 
Moss Flats. 

Laura Harrington and Linda France
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For the moving image work A Child of its Time 
(2014) I took my 15-month old pre-linguistic 
son to Moss Flats as a way of thinking about 
how our relationships to landscape and the 
natural word are formed. A Moment in Time 
(2014) is a plaster cast taken from a mould 
of the surface topography at Moss Flats on 
one particular day, transforming the material 
processes found in the peat surface into a new 
work. The intricate line drawings in this book, 
Hagg # 1 - 6, (2015), morph the haggs into new 
beings – the spirit creatures of Moss Flats. 

Linda:  Your investigations have clearly been 
very resonant for you as an individual but have 
also led to many fruitful connections with other 
practitioners.  How have you experienced the 
balance between what is solitary work and 
ongoing dialogues, the sense of collaboration?

Laura: During this residency the initial conver-
sations with Jeff at Moss Flats were vital and 
then the different people I have shared this 
journey with have also been a significant part 
of the process – you, Lee Patterson, Sarah 
Bouttell, Chris Watson, Josephine Dickin-
son and the five singers for example – each 
bringing a new element to the exchange and 
shaping the journey in some way.   
Typically my time working with Jeff in the 
field involved a very early start and very long 
days, providing an opportunity for interesting 
exchanges and conversations, stimulated 
directly by the immediate surroundings. Our 
collaboration was intense at first, spending 
a lot of time talking and understanding more 
about our differing approaches, learning more 
about the causes and effects of erosion on 
peatlands, and then it became much more 
conversational. I think it would be fair to 
say that although our outcomes are entirely 
different, we both were able to recognise 
similar approaches to how we work. Jeff’s join 

publication with Martin Evans Geomorphology 
of Upland Peat1 became a key reference point. 
However, solitary work is vital. I grew up in rural 
Wales and much of my childhood was spent 
exploring the hills and woods where I lived.  
Rebecca Solnit’s idea – ‘the thing in nature 
which is totally unknown to you is usually what 
you need to find, and finding it is a matter of 
getting lost’ _2 is key to my process of making 
work. I remember in Wales just walking and 
not stopping until thoughts became clearer, 
sometimes for hours at a time.  This is defi-
nitely a method that works for me. This is not a 
conscious or artistic decision, more a result of 
the landscape working on me.
Early research around peatland erosion by 
physical geographer Margaret Cruickshank 
(formerly Bower), has been important.  Her 
unpublished thesis A summary of available evi-
dence and further investigation of the causes, 
methods and results of erosion on blanket peat, 
written in 1959,3 has been a touchstone in my 
understanding, a number of sections featuring 
Moss Flats. A copy of her hand-typed and 
assembled thesis is with Jeff and he shared it 
with me quite early on in the residency. I often 
found myself imagining her voice, experience 
and journey.  I am drawn to the idea of a female 
physical geographer in the 50s, interested in 
peatland erosion – I doubt there were many. 
Her photographs depicting the different 
causes of erosion on peat have been important 
references within my research. A number of 
pages and photographs from her thesis are 
shared within this book. Her work came about 
following the release of aerial photographs 
from the RAF after WWII, enabling a new and 
important survey of erosion on blanket peat to 
take place. 
Within the last few weeks I have made contact 
with Margaret and found it useful to hear her 
voice, talking about her memories of working 
with peatland erosion. Despite it being over 60 
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ossifragum comes from the Latin meaning 
‘bone-breaker’, a reference to the fact that 
sheep grazing such land, with acidic soil low 
in calcium, are susceptible to weak bones.  In 
Norway they blame the bog (or bastard) aspho-
del for afflicting their sheep with a disease 
called ‘elf fire’.  
As habitats depreciate, plants like this are 
becoming more and more rare.  It’s good to 
know that certain species are still thriving at 
Moss Flats.  Like you, I am very aware of their 
vulnerability, and by extension our own fragile 
hold on the planet’s ecosystems.  How much 
do you think art and literature can raise envi-
ronmental awareness and transform the way 
people experience and honour their place in 
the landscape?  What happens in those zones 
where nature and culture meet?

Laura: This is a key question but not a straight-
forward one to answer. It’s something I am 
constantly re-addressing through the work I 
do alongside scientists and other disciplines 
– how interdisciplinary working can form part 
of this discussion and how these relationships 
can be respectful and symbiotic. I would like 
to think that the work has been made in such a 
way that it holds knowledge and consideration 
in terms of its subject (the landscape, natural 
world and the science informing the research) 
but then, through sharing with an audience, it 
opens up a dialogue on such issues by shifting 
the responsibility of resolving them from the 
work and into the consciousness of the viewer. 
It’s hard to quantify or measure a behavioural 
shift but I believe I’m part of a wider process 
and debate among people who care about 
the natural world and how we as humans live 
within this planet. It is vital that culture plays a 
part in this. 
Over the last few years I have been enjoying 
the revival in ‘nature writing’ and seeing how 
this is re-engaging people with the natural 

years ago, she remembered Moss Flats clearly. 
She wondered whether it had been recolonised 
yet. I felt happy to tell her that it was close. She 
spoke about her time at Moor House, staying in 
the old house for around three weeks, studying 
on her own at Bog Hill, Burnt Hill and Moss 
Flats. 
She eloquently told me how her interest in 
peat came about. Growing up in the steel and 
coal town of Rotherham, her family visited 
the East coast to escape, but she was more 
drawn to the hills. However, it was during an 
excursion to Kinder Scout that her eyes were 
opened to the possibilities of peat  – I didn’t 
know what I was heading for – three metres 
deep bare peat. Her early fascination with RAF 
air photos combined with this new encounter 
sparked her postgraduate research. We talked 
about the photographs, the possible causes of 
erosion, the different research routes and the 
journey of her thesis, which I was holding as we 
spoke. It was her thesis and the photographs it 
contained that suggested to me the image of 
Moss Flats as an open wound.  Indebted to her 
legacy, I hope my investigation and this new 
body of work are viewed as a continuation of 
research into Moss Flats.
Capturing a moment in time, one of things I 
remember from your visit to Moss Flats was 
your saying that you had entered a ‘new botan-
ical zone’. Given that your botanical journeys 
have taken you across continents, this touched 
me – a contingent and new encounter with a 
local landscape and an unknown zone. Have 
any specific elements or memories of Moss 
Flats remained with you? 

Linda:  The bog asphodel, a plant that only 
grows on high wet moorland, was tucked on 
one of the leeward slopes; its spike of yellow 
flowers, modest but still miraculous.  I’m very 
grateful to you for drawing my attention to it.  I 
discovered later its botanical name Narthecium 
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world. You introduced me to the writings of 
Nan Shepherd and specifically The Living 
Mountain, where she came to know her chosen 
place, the Cairngorm Mountains, deeply rather 
than widely, always looking into this land-
scape with an acute perception rather than at 
it. ‘I looked slowly across the Coire Loch, and 
began to understand that haste can do nothing 
with these hills_. I knew when I had looked for a 
long time that I had hardly begun to see.’ This 
ability to go into the hills aimlessly, inviting 
her readers to look again at different angles, 
is a process I recognize and try to emulate. 
Good work expands people’s experiences and 
perceptions and inspires them in new ways. 
I’m currently immersed in Rachel Carson’s 
The Sea, first published in 1968, which brings 
together the earlier writings The sea around 
us, Under the Sea Wind and The Edge of the 
Sea.  A fusing of environmental concerns with 
expressive writing makes her works timeless. 

Linda:   As a fellow maker and cross-artform 
collaborator, I’m always intrigued by other 
artists’ and writers’ practices and processes.  
The creative act is pure paradox: on one level 
mysterious but also pragmatic, non-utilitar-
ian yet deeply relevant and necessary.  I’d be 
interested to hear how your distinctive hagg 
drawings evolved and how you found yourself 
drawn to using language as both medium and 
meaning, what words make possible beyond 
the visual.  Are you able to say a little about 
that?

Laura: My hagg drawings have some kind of 
affinity with the idea of animism – souls exist-
ing in both humans and all other elements of 
the natural world. The pen and ink drawings 
evolved from spending significant time on 
damaged and exposed peat. The vulnerability 
that was oozing from such a raw landscape 
was hard to ignore and the different haggs 

present enabled me to think about this in a 
different way. Striking, amorphous forms, 
which eventually were understood as ‘haggs’ 
would strut out of the landscape, holding onto 
their life amongst an eroding surface. Coming 
across different senses of character within the 
forms (usually from vegetation playing the part 
of a comical hair cut or comb over) became 
a bit of an obsession. Strong root structures 
were one of the reasons for the shaping of the 
haggs. My first interaction with these forms 
began by placing oatcakes (a must-have snack 
when in the field) as eyes and photographing 
them with their new identity. This wasn’t any-
thing beyond the process of doing – a playful 
act for my own entertainment – but it did start 
to bring to my attention how much I was drawn 
to them as something beyond their current 
existence. 
Shortly after I completed Layerscape, I spent 
two weeks on a residency in Southern Spain 
in an arid desert. My work there built on these 
hagg drawings, but instead of black ink I used 
white ink. Erosion was the biggest threat to the 
landscape there and, although there wasn’t a 
name such as ‘hagg’, I saw similar forms, where 
plant root structures were holding back ero-
sion somewhat but creating unusual looking 
forms at the same time. So these forms are a 
homage to erosion everywhere – to what was 
once there but now gone. 
The word ‘hagg’ was instantly fascinating – 
something I always associated with a witch 
or the saying ‘you old hag’, with derogatory 
female connotations – so I was curious about 
the name’s origin in relation to thinking about 
such a landscape. It transpires that the mean-
ing of the word ‘hagg’ actually comes from the 
old Norse word for ‘channel’. As much as it is 
confusing, I like the way the word has evolved 
to define the left-over form. An example of how 
language is adapted by those who use it.
Using language as a medium is a new process 
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for me. For some time now I have kept messy 
lists of scientific words that in some way 
resonate beyond their actual meaning. Land-
scape Language, taking fragments of language 
gathered from the physical sciences, began as 
a quest to find a new liveliness and context for 
these words. The process of repeating these 
common words again and again, turning a word 
around and around, created the possibility of 
transformation, reflecting what is occurring in 
the landscape they derive from.

Linda:  And so we return to place as fact and 
place as metaphor or symbol via the timely, 
playful and sensitive way your work is finding 
new correspondences within this ancient, wild 
environment, regenerating it by paying atten-
tion, bearing witness, but leaving the land itself 
undisturbed.

 April – August 2015
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Suopuheita

Suovastaanotto, juhlatilaisuus suon kunniaksi, 
järjestettiin 1.8.2020 Kempassuolla,  ennal-
listetulla suoalueella Puolangalla Kainuussa. 
Ennallistamisen seurauksena vedenpinta on 
noussut ja maisema muuttuu hiljalleen lähelle 
sitä, mitä se on ollut ennen suolle tehtyjä 
ojituksia. Tähän tekstiin olemme valinneet ja 
litteroineet otteita puheista, joita kutsuvieraat 
esittivät juhlassa.

”Olin yli viidenkymmenen, kun mulle meni 
ymmärrykseen asti se, että minkä takia 
Suomessa on niin paljon soita. Meillä on 
soita sen takia niin paljon, kun meillä sataa 
enemmän kuin haihtuu ja sen takia veden 
pitää jossakin siinä välillä olla. Kun maastot 
on monenmuotoisia ja se vesi pikkuhiljaa vet-
elehtii kohti vesistöjä ja merta, niin se asettuu 
semmoisiin paikkoihin missä se voi hyvin lep-
äillä ja silloin maisemaan syntyy erilaisia soita.  
Ja kun sitä on tapahtunut täällä jääkaudesta 
asti tuhansia vuosia, niin suot on ehtineet ottaa 
valtavan monenlaisen muodon.

Vesi on hirveän oleellinen asia Suomen 
maisemissa kaiken kaikkiaan. Vesi rakentaa 
maiseman elämän kanssa yhdessä.

Jos katsoo satelliittikuvia tai ilmakuvia niistä 
monesti näkee miten vesi liikkuu siellä, 
miten maiseman peittää metsän ja peltojen, 
sammalten ja soiden vihreä vaippa. Ja siinä 
monesti näkee miten siinä vaipassa vesi virtaa. 
Se on rakentunut sille kiviselle ja hiekkaiselle 
pohjalle minkä jääkausi jätti. Se ihmeellinen 
matto ja se ihmeellinen elämän vaippa.

Suot on valtavan moninaisia. Erilaisia soita on 
enemmän kuin erilaisia metsiä. Meillä on paljon 
soita, joita ei ole missään muualla maailmassa 
kuin sknadinaaviassa, kuolassa, kanadassa 
ja sen takia esimerkiksi englanninkielinen suo 
sanasto on hankala, koska englantia puhut-
tavissa maissa ei ole samanlaisia soita kuin 
meillä täällä. Suot on taiga-vyöhykkeen tilan 
avaajia, hengenavaajia.

Photographer Nina Wilenius
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Photographer Nina Wilenius

Suot muodostaa erilaisia kokonaisuuksia. Void-
aan puhua nevoista tai mäntyisistä rämeistä, 
jotka Kainuun vaaroilla ovatkin kuusen val-
taamia, joka on aivan erityistä maailmassa. 
Hirveän harvassa paikassa soiden pääpuuna 
on kuusi. Sitten siellä reunoilla on kuusta 
kasvavia meheviä korpia. Ja siellä missä alarin-
teille tulee lähdevettä eli pohjavettä, koska vesi 
matelee myös maan sisässä kohti merta. Sitten 
sillä vedellä on kauniit lähteensilmät vaaran 
rinteiden alla, niistä lähtee kirkkaita puroja. 
Soissa virtaa maalliset ja taivaalliset vedet. 
Meillä on happamia ja tummia suolampia ja 
meillä on aivan kirkkaita lähteitä. Vesi on se 
ihme.

Ja koska suo on rikas parhaimmillaan kaikkein 
ravinteikkaimmat letot on raivattu pelloiksi. 
Sen takia ne on letot harvinaisia. Korpia on 
kuivattu kasvamaan puuta, metsää ja sen takia 
ne on vähän harvinaisia. Mutta yksi ihana asia, 
joka soista tulee on, että ne ruokkii meidän 
pienvesiä, joista esimerkkinä Kainuussa on 
metsäpuroja, joissa on jokihelmisimpukkaa ja 
pieniä lohia. Suot tuo ilmastoon kosteutta, joka 
ruokkii lajiston monimuotoisuutta. Kaikkein rik-
kaimpia aina ovat reunat, rannat, suon laidat, 
purot. Niin suo tuo meille vaihtelua metsä-
maisemaan. Suot avaavat metsämaisemia ja 
lammet ovat kauniita taivaanpeilejä.

Paitsi että suo antaa, se myös säilöö.  Elsa 
jo puhui miten syntyy turvetta ja miten hiiltä 
varastoituu ilmasta näihin soihin. Suo säilöö 
paljon sitä elämää mitä siinä on ollut. Soista on 
löydetty  mikrofossiileja, joista on voitu päätellä 
millainen ilmasto  ja millainen kasvillisuus on 
ollut tuhansia vuosia sitten. Ja soista on esim-
erkiksi saatu selville, että  kainuussa on viljelty 
viljaa jo muutama tuhat vuotta ennen kuin vars-
inainen peltoviljely alkoi tuolla etelä suomessa 
. Täällä on  5000 vuotta sitten vallinnut  kivikau-
den kesä ja silloin Oulujärven ympäristössä  

kasvoi mm. pähkinäpensaita ja viljaa , ja se on 
saatu selville soita tutkimalla. Soista löytyy 
siemeniä ja muuta vanhaa mikä on siellä säil-
ynyt. Sieltä löytävät myös arkeologit erinäisiä 
asioita; soista on löydetty veneiden raatoja, 
kelkkoja, suksia. Sieltä on löydetty paljon 
verkkoja koska monen suon alkuperä on ollut 
metsälampi... “

Riitta Nykänen (Nyyskä), Puolankalainen 
biologi & ympäristökasvattaja

“Viisi vuotta sitten UPM-myi kaikki nämä alueet 
ja metsien mukana tuli suot. Takana oleva räme 
on ennallistettu aiemmin ja nyt ennallistet-
tiin tämä. On hienoa, kun negatiivinen kierre 
saadaan käännettyä positiiviseksi. Kun ihminen 
suuressa viisaudessaan haluaa hyödyntää 
maat mahdollisimman tehokkaasti, tämäkin 
suo oli ojitettu ympäriltä, mutta onneksi tänne 
ei oltu tultu.

Nyt täällä on lintukanta noussut ja vedenpinta 
on noussut. Täällä pysyy vesi ja osa painuu 
pohjaveteen. Tää meinas kasvaa umpeen, 
mutta nyt nähdään jo, että männyt rupeaa kuiv-
umaan, koska tämmöisellä suolla pitäisi olla 
aukeaa. Tämä on ollut 40-50 vuotta ojitettuna. 
Mutta nyt vesi ei mene keväällä välittömästi 
jokeen, vaan se jää tänne ja suodattuu pikku 
hiljaa. Ja rahkasammalen kasvu elpyy ja lakat 
ja karpalot täällä viihtyy. Ja linnusto. Nyt niistä 
on jo suurin osa lähtenyt pois.

Toinen malliesimerkki miten saadaan mak-
simaalisesti pilattua paikat on kun on sata 
hehtaaria kaivettu valtavan syviä ojia ja on 
ajateltu että siihen tulee hieno mettä.  Sieltä 
menee keväisin menee valtavia määriä vettä  
hillitön määrä humusta ja soopaa hyvään harri 
jokeen, kutupaikat pilalle ja ravinteet sinne 
vesistöön. Ja siihen tuli  sitten semmonen 
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epämääräinen metsä  ja kaikki rahkasammal 
ja kaikki hävisi  ja tilalle  tuli semmonen jonnin-
joutava kasvi joka ei hyödytä yhtään mitään. 
ja Sitten lampien pinnat putos  ja luonnonti-
lainen suo kuivui kans  sieltä takaa.  Eli kun 
sieltä pitäisi tulla tasaisesti vettä jokeen koko 
kesän, eikä vaan keväällä koko p**** niin ei 
oikein voi pilata enempää ja tietenkin menee 
hiiltä taivaalle kun se rupeaa palamaan, kun 
se vedenpinta on laskenut. No nyt ne ojat on 
tukittu aika hienolla menetelmällä.  Markku 
Holappa puolankalainen kaivinkonekuski, joka 
on erittäin sitoutunut  ja asiansa osaava on 
padonnut ojat niin että padot vuotaa luonnonti-
laisille soille jolloin jokeen ei mene enää yhtään 
soopaa ja pohjavedet on noussut ja lampien 
vedet myös  ja luonnontilainen vesitalous on 
palautunut  …”

Timo Kujala, Kempassuon maanomistaja, liike-
mies, Arvometsä oy:n perustajajäsen, Forestor 
Oy:n toimitusjohtaja, Hiilinielu yhteismetsän 
perustajajäsen.

Suon ennallistamisten yhteydessä on käyty 
keskusteluja niiden merkityksestä ilmaston-
muutoksen hillintään. Suota ennallistettaessa 
kasvihuonekaasujen vapautuminen  kiihtyy 
aluksi, kunnes suo toimii jälleen hiilinieluna. 
Eri suotyypit käyttäytyvät eri tavoin ennallista-
misen yhteydessä.

Suovastaanottoon kutsuttiin vieraita juh-
listamaan ennallistettua suota tavoitellen 
moniäänistä vierasjoukkoa. Ajatuksena 
oli lieventää suon hyödyntämisestä ja 
suojelukäytänteistä käytävän keskustelun tun-
nepitoisia vastakkainasetteluja keskittymällä 
suohon liittyviin inhimillisiin suhteisiin. Suon 
tuoksu jo itsessään lähettää ihmisen mielihy-
vää vahvistavat hormonit liikkeelle, näin ollen 
kokoontuminen suolle vaikeissakin kiistanalai-
sissa kysymyksissä voisi olla rakentavaa. 

Se, miten ja missä suon ennallistaminen 
hyödyttää ilmastonmuutoksen hillitsemistä, 
on monimutkainen kysymys, joissa asian-
tuntijoiden keskenään eriäviäkin kantoja tulisi 
kuunnella ilman ideologisesti tahi taloudellis-
esti valmiiksi sidottuja mielipiteitä.
Helpompaa on ymmärtää, että ennallistaminen 
palvelee luonnon monimuotoisuutta ja lohdut-
taa yhteisöä, jonka lähiympäristön suon ojitus 
aikoinaan muutti.

Suovastaanotto opetti koollekutsujiansa, 
rakkaus luontoa kohtaan on jaettavissa ja 
jakaessa se moninkertaistuu. Performatiivisen 
puhujan Reijo Kelan mukaan: 

“Opetan, opetan, opin. Rakastan teitä. Ja 
suota.”

Saara-Maria Kariranta, Riikka Keränen ja 
Hanna Kaisa Vainio

Taiteilijat ovat Mustarinda-seuran jäseniä ja 
kokonaistaideteoksena toiminut tapahtuma 
oli toteutettu yhteistyössä Suomen Luon-
nonsuojeluliiton Hiilipörssi-hankkeen kanssa. 
Suovastaanoton järjestämiseen osallistui myös 
Kainuun luonnonsuojelupiiri.

https://mustarinda.fi/program/
suovastaanotto-1-8-2020
www.hiiliporssi.fi
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Combustive Art

The accelerating pace of climate change and 
biodiversity loss constitute a massive calamity 
that is impossible for the human mind to grasp 
in its entirety. To tackle this crisis, a sys-
temic approach to the workings of complex, 
entangled processes is needed alongside the 
focus on localized practices. There are many 
roadblocks on the paths to more sustainable 
futures. Chief among these are governments 
and mega-corporations with their fallacious 
assumption that economic growth can con-
tinue indefinitely, possibly even by capitalizing 
on ecological disasters. 

This specious conviction is underpinned by 
the delusion that human activities are some-
how exempt from the laws of life that govern 
Earth’s ecosystems. More astounding still, this 
condition of alienation from life-enabling eco-
systemic connections is one of the key uniting 
features defining what are commonly deemed 
to be “advanced” societies – and, art, as an 
integral part of society, is no exception from 
the paradox. Conversely, in fact, the prevalent 
practices of contemporary art and related 
scholarship can be viewed as having evolved 
to a point in history where art is enlisted to 
uphold and perpetuate the separation between 
nature and culture.1 Despite this, art can ideally 

choose a different path by opting instead to 
deconstruct artificial conceptual divisions.

For several years, my work as a curator and 
writer has been addressing how entrenched 
ways of making, presenting, experiencing and 
studying art have been based on the spuri-
ous logic of fossil combustion. My concerns 
have been revolving around the conditions, 
limitations and opportunities of ecologi-
cal reconstruction in contemporary art and 
society. The term is borrowed from a working 
paper2 published by the BIOS Research Unit 
in October 2019, but instead of focusing on 
energy transition and structural change in 
society, my work principally addresses the 
mental adjustments necessitated by the tran-
sitions to post-fossility, specifically the shifts 
in imaginaries, worldviews and consciousness 
required both on an individual and collective 
level. 

In my work, I have sought to articulate the 
complexity of today’s ecological urgencies 
by linking post-fossil philosophy and feminist 
energy humanities with posthumanist thinking, 
because the ecological calamities of today are 
associated with various continuums of subju-
gation and exploitation, notably the legacy of Image credit Zbynek Burival / Unsplash
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colonialism. To address this complexity, I have 
sought to incorporate a more sensitive and 
better-informed approach to social injustices 
into my practice. In my previous work on art 
and ecology, I admit having failed to publicly 
condemn the fallacies of white environmental-
ist movements.3 I owe a debt to intersectional 
feminism that critically reflects on differences 
and inequalities within the context of a broader 
inquiry into ecological change. Intersectionality 
is an approach that originated from black fem-
inism and African-American feminist theory. 
Like intersectional feminism, eco-intersec-
tionality endeavours to centre the knowledge 
and experiences of racialized and indigenous 
‘others’.4

Intersectionality flags up the inherent inequal-
ities of today’s eco-disasters. Approaches to 
ecology and sustainability that acknowledge 
historical and present-day social injustices can 
turn out to be revolutionary in opening up new 
ways of seeing the world, revealing the bound-
aries of “self” to be fundamentally unstable, 
and exposing how fossil-reliant societies are a 
bizarre historical anomaly. 

Post-fossil praxis

In 2019 the artworld seemed to suddenly 
wake up to the gravity of climate change. So 
far, however, the chief focus of discourse has 
been on the harmful impacts of global mobility. 
Broadly-based dialogue around the topic of 
post-fossil praxes and what post-fossility 
might mean for various social agencies is yet in 
its nascence.5 

My personal attempt at “post-fossil praxis” in 
2019 consisted of my working chiefly from Fin-
land, cutting back my flying to two round trips, 
and allocating funds for peatland restoration to 
offset my carbon footprint.6 Even this was too 

much flying, but without having yet established 
a fully local curatorial practice, total avoidance 
of flying is difficult, especially since my career 
to date has chiefly been dedicated to promot-
ing the international mobility of artists and 
curators. I have adjusted certain aspects of 
my practice, however. For instance instead of 
flying overseas for quick visits, I favour longer 
work trips, residencies, and involvement in dia-
logue on localized ecological issues. Between 
September and November 2019 I visited New 
York and Los Angeles to build up a collabora-
tive research project. The examples below are 
from that trip.

I have been fortunate to have been involved 
in long-term, small-scale processes largely 
thanks to a combination of serendipity, 
generous work grants, and my privileged life 
circumstances. Indeed one of the salient 
insights I have gained during my years in this 
profession is how eco-crises are bound up 
with privilege and inequality – my experience 
has made me mindful of how inequities are 
exacerbated in crisis situations. Not everyone 
is equally responsible for the eco-calamity, 
not everyone suffers from it equally, and not 
everyone enjoys equal opportunities to take 
combative action. It is vital that we recognize 
these critical imbalances rather than just focus 
on keeping our own side of the street clean, for 
the solution ultimately lies in fostering equity 
and equality.

The deconstruction project

Tackling eco-crises also entails a process of 
“unlearning” and deconstruction. To address 
modern society’s alienation from ecology, 
concrete action is certainly needed, but so 
are thorough-going changes in how the world 
is perceived. People must abandon outdated 
beliefs and practices, learn to comprehend 
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the precise environmental impacts of their 
choices, and organize themselves to work 
collectively rather than becoming mired in indi-
vidual angst. It is time to critically reappraise 
dominant narratives about enlightenment, 
progress, economic growth, legitimation and 
justice – and to interrogate the legitimacy of 
the Western human being as the starring pro-
tagonist in these narratives. Being inextricably 
caught up as an agent in these narratives, art, 
too, has much to “unlearn”. 

Los Angeles, November 2019
Decolonization and care – both are critical 
topics occasionally raised in dialogue around 
contemporary art, but the context of this 
particular dialogue is surprising: I find myself 
taking part in a panel discussing the topic of 
‘Re-designing Los Angeles’. The city’s Chief 
Design Officer Christopher Hawthorne has 
assembled a diverse panel of voices7 to dis-
cuss the future of Los Angeles. In his opening 
speech, he raises issues such as the need to 
dismantle social structures that are no longer 
sustainable, emphasizing how decolonization 
and care should be embraced as the guiding 
principles of urban development. After broach-
ing the topic of land acknowledgement, he 
goes on to discuss various forms of inequality 
that are dividing the city. The panellists, who 
all come from different backgrounds, reflect 
on which elements of the built environment are 
worthy of care in the eyes of varied communi-
ties. Hawthorne observes that this is a project 
entailing the polyvocal dissection of painful 
historical continuums. To achieve ecologically 
sustainable change, the urban environment 
must be examined pluralistically, from as many 
angles as possible. The city has for instance 
launched a project advancing the idea that 
the right to shade is an equal rights issue. LA’s 
less advantaged neighbourhoods suffer more 
acutely from rising heat levels than privileged 

residential neighbourhoods. Over the coming 
years, LA therefore plans to invest in providing 
more shade in various parts of the city. Sacri-
fices will need to be made: some of LA’s iconic 
palm trees will have to make way for shadier 
tree species. A city that glories in its reputation 
for year-round sunshine now faces the predica-
ment of figuring out how to protect its residents 
from excessive sun exposure as equitably as 
possible. This will necessitate visible changes 
in the cityscape. Perhaps the city will never 
achieve its lofty ambitions, but the discussion 
left me with the overall impression that the LA 
committee is on the right track.

What does urban planning in California have 
to do with the future of contemporary art? For 
one, the case of Los Angeles sheds light on 
how ecological and social issues are inherently 
entangled, while also underscoring the com-
plexity of the polyvocal approaches that are 
needed to collectively prepare for the conse-
quences of ongoing crises. These issues also 
apply directly to the resilience and future of art 
and the meanings associated with it.

The petro-paradox 

The past few years have witnessed lively 
debate on how radically the fossil era has 
impacted Earth over the past 150 years, in 
tandem with discourse on alternative scenar-
ios for handling the transition to post-fossility. 
For instance Energia ja kokemus (Energy and 
Experience), an essay by the philosopher-re-
searcher-writer duo Tere Vadén and Antti 
Salminen, has been instrumental in driving this 
debate in Finland. Another influential work also 
published in 2013 is Niukkuuden maailmassa 
(In a World of Scarcity) by the philosopher and 
journalist Ville Lähde. The theories presented 
by these philosophers are closely linked to the 
ecological reconstruction project advanced 
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by the BIOS Research Unit. The Mustarinda 
Association, which runs a residency in Hyryn-
salmi, is in turn actively searching for practical 
strategies for accelerating the post-fossil tran-
sition. Working in collaboration with the HIAP 
– Helsinki International Artist Programme, 
Mustarinda has been running a related project 
since 2018.8 All the above examples highlight 
the need for technological and infrastructural 
transformation, but also change on an experi-
ential level. 

In his writings in the emerging field of the 
energy humanities, the cultural theorist Imre 
Szeman describes how fundamentally bizarre 
modern society’s dependence on fossil fuels 
really is, and how the concealment of this 
dependency is a requisite condition for the 
continued functioning of modern society: 

[...] Fossil fuel culture and modernity are one 
and the same; to be modern is, in part, not to 
know or understand this deep, dark depend-
ence of the modern on the organic remnants of 
another era. [...] 9

Many experts on energy humanities and 
post-fossility theorize that societies have been 
able to perpetuate the delusion of endless eco-
nomic growth and boundless prosperity only 
because fossil energy sources are so readily 
at our disposal. The superior ability of fossil 
fuels to store and release vast quantities of 
energy through combustion has made possible 
an anomalous set of historical circumstances. 
Today, as societies face a forced transition 
to post-fossility, we have no choice but to 
bid farewell to the ideas and practices that 
defined modernity. Instead, we must embrace 
a mindset of energy and material conscious-
ness10 and develop new framings of scarcity 
and abundance. The post-fossil transition 
means paying careful attention to the politics 

and geographies of accumulation, allocation, 
and accountability. This cultural watershed will 
inevitably also alter the practices and mean-
ings associated with art. 

Fossil art

Fossil fuels are inextricably linked to every 
aspect of our daily lives; nothing is entirely 
impervious to their influence, not even the 
notions of selfhood that we construct through 
our choices and opportunities. Without them, 
art would look very different, and what we 
recognize as “art” would be something entirely 
different – and this salient fact has been 
overlooked in art discourse. It therefore bears 
repeating: art comes into existence as part of 
a complex network. It involves the expendi-
ture of energy and materials, at the very least 
during its interaction with participating bodies, 
no matter how ostensibly “immaterial” a work 
of art might initially appear to be.

Fossil modernity has created a framework for 
a particular mode of art praxis: the globalized 
artworld – with its mega-institutions, massive 
scale, furious pace of production, frequent 
flying, countless freight shipments, super-
sized art fairs and biennials – is possible only 
because of the vast quantity of affordable 
energy that is readily at society’s disposal. The 
perpetual pursuit of novelty and the corollary 
phenomenon of throwaway consumerism are 
based on “fossil logic”, which is also an under-
lying cause of society’s collective experience 
of fatigue and burnout.11 The effects of fossility 
are both direct and indirect: even when art 
is created without direct fossil mediation, 
fossility still forms the “energetic basis” of the 
reality in which art comes into being. 
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Post-combustion art?

The transition to post-fossility calls for 
sacrifices and limitations, and also the 
redistribution of scarcity and abundance, 
but it also presents fresh opportunities, as 
posited by Essi Vesala in her enlightening 
curating-themed thesis for the University of 
Stockholm, Practicing Coexistence – Entangle-
ments between Ecology and Curating Art:

As the post-fossil paradigm and de-growth 
have strong connotations with the ethos of 
scarcity, and cutting down, refusing and so 
on, it is perhaps not seen as an overly inspiring 
way of looking at curating and art. Neverthe-
less, the ethos of scarcity and post-fossility 
can be turned upside down, not only letting go 
of old, familiar and harmful ways of doing, but 
experimenting with new possibilities that the 
paradigm opens up.12

What kind of changes might the new cultural 
paradigm imply for the artworld? Before delv-
ing deeper into this question, we should briefly 
review where things stand today: Contem-
porary art is generally regarded as being “up 
there” with the philosophical vanguard, but the 
artworld at large has been surprisingly slow 
to wake up to the magnitude of the eco-crisis. 
Ecological themes have only recently emerged 
as core thematic content in contemporary 
art, certainly far too late to exert any tangible 
impact on prevailing social norms. There are 
exceptions, of course, and it would be remiss 
of me to underestimate the artists and cura-
tors who have made a long-term practice of 
spotlighting ecological issues in their work.13 
Ecological thinking and activism has existed in 
art probably for as long as art has been around, 
but it has largely been relegated to footnote 
status in the canon of art history. Many artists 
and individual practitioners have called upon 

art institutions to adopt and support more 
ecologically sound practices. So far, however, 
official art institutions have been unrespon-
sive if not outright deaf  to the call for greater 
sustainability. 

One possible explanation for art’s slow 
response is pragmatic: the mechanisms of 
international art networks are reliant upon 
mobility of a massive scale – mobility of art-
works, people, and cash flows. International 
mobility – along with novelty value and volume 
– are the guiding precepts and yardsticks of 
what defines “success” on the art scene, but 
this regrettably comes at the cost of a massive 
ecological footprint. Biennials and major art 
institutions compete for top artists and big 
turnouts, and the top-billed works compete 
voraciously for attention. The biggest, most 
jaw-dropping, and most easily digestible (i.e. 
Instagrammable) visual spectacles usually 
emerge triumphant. It is eye-opening, there-
fore, to look carefully at who sits on the boards 
of major art institutions, and to note how 
many of those board members are somehow 
connected to the fossil economy. “Following 
the money trail” often exposes the inseparable 
entanglement between global art institutions 
and the logic of fossil combustion.

Art’s slow response to the ecological wake-up 
call is no doubt also linked to a lingering belief 
in the autonomy of art, and the (partly legit-
imate) fear of art being harnessed to serve 
as a mouthpiece for ecological enlighten-
ment. Another plausible explanation is the 
inherent challenge of ecocriticism, i.e. the 
extreme difficulty of unravelling the complex, 
ever-changing interdependencies at work in 
fossil modernity.  
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Fossil-free art and the fallacy of scale 

The field of art and culture encompasses a 
vast array of varied practices, and it would be 
erroneous to speak of this field as a homoge-
neous entity. There are many kinds of art fairs, 
auctions, biennials, mass events, museums, 
galleries, artist-run spaces, art forums, res-
idencies, training programmes and people 
working within these contexts, and all have 
varied approaches – moreover, with various 
forms of cross-fertilization going on. The 
ecological footprint of different institutions 
and practitioners varies radically, and each 
one is handling the transition to post-fossility 
in its own way, at its own pace. It is there-
fore all the more vital to look carefully at the 
precise environmental impacts of different 
forms of artistic activity, paying special atten-
tion to where the money comes from, not to 
mention the “fossil complicity” of artworld 
mega-institutions.   

The Finnish curator and climate activist Anna-
Kaisa Koski has for instance pioneered the 
fossil-free art initiative,14 which aims to shed 
light on complicit fossil connections. Koski 
hastens to add that art-making is by no means 
the most environmentally harmful activity in 
which humans engage on Earth, but concedes 
that certain entrenched institutional conven-
tions tend to greatly increase the ecological 
footprint of certain practitioners. She uses 
the concept fallacy of scale to describe how 
critics tend to point the finger and berate 
the footprint of specific visible practitioners 
rather than attempting to collectively address 
the root causes and background culprits of 
environmental pollution.15 My sentiments are 
aligned with Koski’s insofar as I would hate for 
art practitioners to succumb to despondency 
and give up art purely due to feelings of per-
sonal guilt. Instead, I hope that we can work 

together to find ways of influencing individual 
opinion as well as the policies of decision-mak-
ers, corporations, institutions and financing 
mechanisms.

Upping the complexity factor 

The one thing I find truly depressing is the 
endless barrage of facile climate-cum-Anthro-
pocene-themed art that is being churned out 
all over the world, which has precious little to 
do with genuine ecologically-driven art. There 
are inherent problems in the way that certain 
artists and art institutions attempt to reduce 
complex ecological processes into a trite, 
easily digestible package that lends itself to a 
nice “wow experience”. The project-oriented 
work culture that currently holds sway on the 
culture scene (dominated as it is by neoliberal 
values and governance practices) has driven 
many artists to adopt a result-centric “design 
strategy” in their work – simply because 
financiers and the general public recognize 
“designed” creations as “impactful art”. The art 
that seems to revel in the spotlight these days 
is the type that conveys a simplistic, easy-to-
swallow message that chimes harmoniously 
with a universalized ethos.

Also in execution, much of today’s eco-art 
seems to contradict the very values that the 
artist purports to uphold. The most flagrant 
examples of this hypocrisy are massive 
environmental installations sprawling across 
thousands of square metres that require the 
use of helicopters, generators and dozens of 
kilometres of optic cable simply to “underline 
the beauty” of a landscape or natural setting or 
to “visualize climate change”.16 

The ideal approach, as I see it, would be 
quite the opposite: complex and sensitive. 
Most environmental and land/earth art, both 
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historically and today, persists in repeating 
the same old harmful and fallacious division 
between nature and culture, easily succumbing 
to oversimplification and othering. Even with 
the best intentions, such approaches permit 
artists to address only a narrow fragment of 
the issues they purport to be concerned about. 
What is more, art that superficially draws on 
climate change research regrettably succeeds 
in going no deeper than an anecdotal textbook 
illustration. 

One key problem is that the ecological crisis 
cannot, in any meaningful way, be addressed 
purely as a “theme”. A genuinely ecological 
perspective entails a deep understanding of 

inter-dependencies, synergies, and cumula-
tive effects, and genuine ecologically-driven 
art and curatorial practice should always 
somehow address the material and energetic 
processes that enable art and curating to 
go on in the first place. This is an enormous 
challenge – particularly in a culture that owes 
its very existence to the erasure of these 
processes.

Ecological art-making and curating?

In my work as a curator, I have cautiously 
tried to move in the direction of “less is more” 
and “quality over quantity”. I have con-
sciously sought to foster long-term working 

The ethics and aesthetics of climate art: Ice Watch was an outdoor installation by Icelandic artist Olafur 
Eliasson and geologist Minik Rosing displayed at London’s Tate Modern (11.–20.12.2018), for which 24 blocks of 
ice weighing between 1.5 and 5 tonnes were transported from the Nuup Kangerlua fjord in Greenland.  Photo 
by Tim White. https://creativecommons.org/licenses/by-nc-sa/2.0/  

Jenni Nurmenniemi 



42 43

relationships and slowly evolving processes 
– processes that are sometimes difficult to 
even recognize as “art” in the conventional 
sense. Such an approach requires an entirely 
different skillset than the authority, expertise 
and control that curators are often expected to 
put into practice. I have tried to adopt a gentle, 
nurturing approach, and I have admittedly 
failed on many occasions. 

Instead of travelling nonstop in a quick suc-
cession of visits, I try to build up longer-term 
connections and dialogues with specific 
communities. When I travel, I spend as long 
as possible at my destination. I try to plan pro-
jects with an eye to minimizing freight, ideally 
so frugally that everything can be packed in 
a single suitcase. I strive to avoid the use of 
virgin resources and single-use materials. 
I curate with respect for other-than-human 
agencies, and I try to navigate and experi-
ment with new practices as far as possible 
within the confines of existing institutional 
structures. 

Sometimes I have done a truly poor job at 
helping artists remain true to their ecological 
principles. Due to my approach, I have seen 
many doors closed in my face. I do not claim to 
be an exemplary curator, nor is my ecological 
footprint the smallest it could be, but I am 
committed to minimizing my harmful impact 
on the planet and hope, one day, to make my 
footprint carbon-negative. 

I have found that eco-driven curatorial 
practices tend to be under-appreciated, or 
looked down upon as “less professional” or 
too risky. The ideals associated with curating 
are normally quite different. This is among the 
reasons why Vesala’s thesis on curating seems 
so refreshing: She describes eco-driven 
curatorial practice as a philosophical approach 

weaving together post-fossil, decolonial and 
feminist new materialist thinking. Vesala 
extols the merits of a slow, sensitive approach, 
proposing fresh alternatives to the usual “let’s 
take charge” style of curating. She boldly 
invites greater complexity. I feel privileged to 
have been one of the curators interviewed for 
her thesis. 

I adhere to a policy of using the word “ecolog-
ical” only to describe artistic and curatorial 
practices that conceptualize normally invisible 
interdependencies and cumulative impacts 
in a way that registers consciousness of the 
ethical and environmental consequences of 
engaging in any form of artistic practice. Com-
pared with older, established concepts such as 
environmental art and earth/land art, I regard 
“ecological art” as highlighting the way in 
which technological, biological, economic and 
political processes “reproduce” one another.17 
Because this notion goes deeper than a simple 
update of systems thinking, the inclusion of 
decolonialist and feminist perspectives is 
integrally important for deconstructing tangled 
assumptions. Earth/land art and environ-
mental art are good definitions for describing 
certain art practices, but they come nowhere 
near articulating the complex insight that is 
needed for comprehending the current situ-
ation. On the contrary, these older terms are 
easily associated with the notion of “nature” or 
“the environment” being a mere backdrop for 
human activity. 

Monuments to a lack of ecosystemic 
understanding 

Despite possessing many undeniable merits, 
the majority of the environmental art, Earth art 
and ecological art that I have encountered over 
the years has either persisted in romanticizing 
the idea of “pure”, “unspoiled” nature, or has 
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entirely failed to register awareness of the 
complex entanglements that influence the 
work’s process of becoming. 
This impression was reinforced when I recently 
visited an exhibition featuring Tree Mountain 
by Agnes Denes, a pioneer of ecological art 
whom I personally admire. The work consists 
of a landscaped mountain planted with an 
estimated total of 10,600 pine trees in the vil-
lage of Pinsiö, near Ylöjärvi, Finland.18 Initiated 
in 1982 by the Strata Network, the project 
was completed between 1992 and 1996, 
with a forest of trees planted according to a 
mathematical formula devised by the artist. 
Occupying a former gravel pit, the mountain 
is elliptical in shape, 420 metres long and 270 
metres wide. When viewed from the side, it 

resembles – typically for Denes – a pyramid.

I only recently formed a deeper acquaintance 
with this world-famous environmental art 
project at Denes’ amazing Absolutes and Inter-
mediates retrospective in New York. Ironically 
enough, I formerly resided roughly 20 km from 
the work’s real-life location for many years. 
The irony was heightened by the fact that 
the long-awaited exhibition was held at The 
Shed in Hudson Yards, a visible hub of capi-
tal-driven urban development. In the video and 
photographs at the exhibition, I noticed that 
Denes’ Tree Mountain – which she designed to 
be symmetrical – was looking rather thread-
bare and lopsided. The accompanying panels 
explained that the forest’s patchy growth 

Agnes Denes, Tree Mountain – A Living Time Capsule—11,000 
Trees, 11,000 People, 400 Years (Triptych), 1992—96, 1992/2013. 
Chromogenic print, 36 × 36” (overall). Courtesy of the artist and 
Leslie Tonkonow Artworks + Projects

Jenni Nurmenniemi 



44 45

was attributable to the fact that Finland, like 
the rest of the planet, had not escaped the 
adverse impacts of climate change over the 
past few decades. 

The Finnish artist Eero Yli-Vakkuri has worked 
on the conservation of Tree Mountain since 
2013, along with another nearby environmental 
piece by Nancy Holt, Up and Under (1998).19 
When I shared with him what I had read on the 
panel, he was not convinced. He pointed out 
that the forest’s poor growth stems from the 
fact that neither the artist nor the commis-
sioner had any idea of what it involves to grow 
a healthy forest, added to which the local com-
munity lacked incentive to care for the forest 
because they had no personal bond with the 
artwork. Contrary to what the artist originally 
envisaged, it is impossible to grow a perfectly 
symmetrical monoculture forest on a steep 
gravel slope. Where the project does succeed, 
however, is in standing as a grim monument 
to humankind’s inability to comprehend or 
nurture ecosystemic interdependencies. The 
original plan conceived by Denes is undeni-
ably impressive: her mathematical “planting 
formula” is visually striking, particularly from a 
bird’s eye perspective (see Tree Mountain on 
Google Maps). Had the artist worked together 
with the forest ecosystem as an agency in 
its own right, the work’s merits would be 
altogether different. According to Yli-Vakkuri’s 
conversations with Denes, however, the artist 
intended for nature to follow her formula as 
precisely as possible.20 All told, the project 
is perhaps not the finest sample of Denes’ 
work, which often engages in a sensitive 
study of cumulative ecosystemic impacts and 
interdependencies. 

Entangled art for a post-fossil world 

In the post-fossil future, art can no longer 

persist in perpetuating a strict division 
between nature and culture. Everything is 
already way too entangled. The genre in which 
I have seen the most hybridized and hence 
sharpest approaches to ecological themes is 
performance art, or genre-defying work occu-
pying a domain somewhere between visual and 
performance art. A good example is Toxinosex-
ofuturecummings,21 a performance staged in 
spring 2019 by Ana Teo Ala-Ruona & co. The 
piece expressed a register of entanglement 
highly befitting our damaged planet and the 
life that tenaciously struggles to survive in its 
toxic ecosystems. 

Visual art seldom captures a comparable 
degree of porosity and entanglement. One 
evocative exception is the LA-based artist 
Candice Lin, who muddies and “stains” 
meanings in ways that dismantle conventional 
narratives about nature, race, gender and 
purity. Lin’s installations present historical 
events from unusual perspectives, through the 
lens of a specific plant or raw material, shed-
ding light on how desirable commodities (such 
as poppy seeds, porcelain, or the carmine 
pigment extracted from the bodies of female 
cochineal insects) and the passions they stir 
have contributed to shaping world politics and 
power relation between cultures.22 

I furthermore believe that art is no longer 
solely a domain reserved for human-to-hu-
man interaction but, as theorized by the 
authors of Taiteen metsittymisestä. Harjoitteita 
jälkifossiilisiin oloihin (On the reforestation of 
art: post-fossil praxes’, 2018), “ […] the role 
of the author or audience is to an increasing 
degree being shared with more-than-human 
agencies”.23 This collection of essays edited 
by artist and writer Henna Laininen is the very 
first anthology of post-fossil artistic practices 
published in Finnish. In her essay for the same 

Jenni Nurmenniemi 

book, artist and researcher Saara Hannula 
points out that many contemporary artists are 
beginning to register a new awareness of the 
material and energetic basis of their art-mak-
ing, and are thus striving to engage in “more 
open, processual and/or non-hierarchical 
practice allowing more room for the process 
or work to unfold on its own terms, opening 
itself to cues from the surrounding conditions 
or environment, to material or more-than-hu-
man agencies, to unpredictable and random 
events”. Hannula theorizes that multispecies 
co-creation, which destabilizes or possibly 
even negates the idea of authorship and 
authoredness, might help to dispel the myth 
of individualism that stubbornly lives on in the 
domain of contemporary art.24 

Perhaps, in the future, we will see more 
projects initiated by localized transnational 
collectives such as the On-Trade-Off col-
lective, which is active in the Democratic 
Republic of Congo and Belgium.25 The artists 
in this group employ a variety of perspec-
tives to reveal the social injustices associated 
with the global trade routes of lithium and its 
problematic transition to the so-called “green 
economy”. The project reveals how the miner-
als needed for manufacturing smart devices, 
electric cars, and solar panels necessitate an 
ever-growing volume of mining that holds dis-
astrous consequences for human communities 
and broader ecosystems in the Congo region 
(a theme also relevant to Finland, a country 
eyed eagerly by international mining corpo-
rations as a future source of raw materials). 

Candice Lin, System for a Stain, 2016. Wood, glass jars, cochineal, poppy seeds, metal 
castings, water, tea, sugar, copper still, hot plate, ceramic vessels, mortar and pestle, 
Thames mud, jar, microbial mud battery, vinyl floor. Commissioned by Gasworks, 
London. Courtesy of the artist and François Ghebaly (Los Angeles). Photo by Andy 
Keate.
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The members of the collective rarely travel 
between Europe and Africa – most of their col-
laboration takes place in the form of exchange 
and sharing of information, photographs and 
video footage.

In lieu of society merely embracing a growing 
consciousness of its material and energy 
consumption, I believe that the very way 
we conceptualize energy and materiality is 
about to undergo a profound change in the 
near future. Our notion of what constitutes a 
“human” has already changed radically in the 
past few years: What we once thought of as an 
intact human body with clear boundaries has 
revealed itself to be a vessel for multi-species 
colonies of interdependent micro-organ-
isms. The notion of agency has also changed 
drastically: The idea of human exceptionality 
has been destabilized by scientific findings 
revealing that plants and animals are capable 
of communicating and forming complex 
relationships. Not even “dead” things can be 
dismissed as mere inanimate matter, for they 
possess agency as critical enablers of human 
experience, for instance when converted into 

technologies. The special aptitudes of more-
than-human agencies – such as the ability of 
plants to photosynthesize – might soon also 
finally receive recognition as highly advanced 
technologies. 
The ecological art of the future will acknowl-
edge and co-evolve with human and 
more-than-human technologies, without 
making any distinction as to whether a mate-
riality or environment is “natural”. Most of this 
art will be created on digital platforms in urban 
settings.

Localized practice and a return to the rhythm 
of the seasons and movements of celestial 
bodies seems an equally relevant approach 
to challenging fossil logic and its force-fed 
notions about productivity. This mental 
downshift is well-aligned with the new the-
ories presented by energy researchers, who 
advocate that society should adopt cyclic 
rhythms in the production, storage and con-
sumption of energy. Indeed the entire concept 
of “productivity” is ripe for a wholesale critical 
reappraisal. We must question the idealization 
of over-exuberant efficiency and instead find 

Maarten Vanden Eynde in collaboration with Musasa. Mine in Manono, D.R. Congo and ‘Ils ont partagé le 
monde’, 2017. Photo courtesy of the On-Trade-Off collective
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new indicators of what constitutes “meaning-
ful” activity.

In the near future, art will perhaps be viewed 
from a wholly new temporal perspective, too: 
no longer as something eternal, no longer 
as something judged on the merits of its 
novelty value, but on how well it carries 
significance from generation to generation. 
Transgenerational thinking is a concept 
connected to nurturing and passing on 
life-sustaining skills, both in art and in life. 
Borrowing the ideas of the influential thinker 
Donna Haraway, perhaps the art of the 
post-fossil future can be thought of as a rich, 
organic compost heap that is teeming with 
life.26 In conclusion, I hasten to emphasize 
that none of the ideas shared above are, by 
any means, new – they have merely become 
relevant again as part of a cyclic movement 
portending the end of an historically anoma-
lous era.27

Epilogue

This text was written in autumn 2019 with a 
grant awarded by the Kone Foundation for 
researching post-fossil, post-humanist and 
eco-intersectional perspectives on contem-
porary art and its curatorial practices. The 
above observations are also based on nearly a 
decade’s personal experience of engaging in 
thought-provoking clashes between ecological 
issues and institutional conventions in contem-
porary art. 

My essay was originally published in the Finn-
ish EDIT Media on January 8, 2020 – on the 
verge of the COVID-19 pandemic. Between 
January and June, the pandemic ripped open 
a portal, a wormhole into new worlds.28 Among 
so many other worlds, the globalized art eco-
system largely came to a halt during the spring 

months. Many aspects of the international art 
system that previously seemed as “normal”, or 
were taken for granted, became obsolete over-
night or exposed their in-built vulnerabilities. In 
this abruptly altered situation, the need to rad-
ically reform the standards, operating models, 
and aims of cultural activities and institutions 
is even more acute than before. The need to 
foster just, inclusive and diverse forms of eco-
logical practices (within and beyond the arts) 
is more pressing than ever. For some, the virus 
finally revealed the interconnectedness of all 
life and exposed the systemic injustices at the 
root of contemporary societies. Tragically, it 
also deepened existing political divides and 
social injustices. At the moment, the portal has 
opened into a world where billionaire wealth 
is booming, while unfathomable number of 
humans struggle to stay alive and to have 
enough to scrape by. However, the politi-
cal transformation needed is not only about 
humans. I trust the following words by writer, 
philosopher and curator Paul B. Preciado are 
helpful in developing political strategies to deal 
with the virus and its ripple effects. 

“The mutation in progress could ultimately 
catalyze a shift from an anthropocentric 
society where a fraction of the global human 
community authorizes itself to exercise a 
politics of universal extractivist predation 
to a society that is capable of redistributing 
energy and sovereignty. At the center of the 
debate during and after this crisis will be which 
lives are the ones we want to save. It is in the 
context of this mutation, of this transformation 
of the modes of understanding community 
(one that encompasses the entire planet, since 
separation is no longer possible) and immunity, 
that the virus is operating and that the political 
strategy to confront it is taking shape.”29
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Kaikki paikallisuudet eivät kestä kaikkia kulttuureita. 
Kaikki kulttuurit eivät kestä kaikkia sivilisaatioita. 
Yksikään tunnettu sivilisaatio ei ole toistaiseksi kestänyt 
fossiilisilla polttoaineilla aikaansaatua modernisaatiota. 
Vaikuttaa siltä, että näin ei tapahdu. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Ajatellaan saaria. Määritelmällisesti: tyypillisesti 
poikkeuksellisen matalia, osin vedenalaisia vuoristoja, 
joiden huipulta huipulle päästäkseen täytyy joko lentää 
tai kellua. Elämää joko on tai ei, monesti on. 
  
Tai: Mantereen repaleista tiedostamatonta, emämaalle 
usein sopimatonta elämää ja elottomuutta, kaikkea sitä 
mikä ei ole todennäköistä, luvallista, turvallista; 
toisinaan liian hyvää ollakseen totta, toisinaan liian 
kategorisoimatonta tullakseen kohdatuksi. 
 
  
 
 
 
 
 
 
 
 
 
 
 
 

Saara Hannula & Antti Salminen

Saarilta: Huomioita 
Suomenlinnasta 
ekologisen 
romahduksen 
kiihtyessä



Sitä mikä merkityksellisesti kuuluu paikkaan,  
ei voi siirtää paikaltaan muuttamatta sekä paikkaa että 
paikkaan kuuluvaa, sijoillaan-olevaa.  
Riittävän voimaperäinen sijoiltaan-meno voi riittää 
horjuttamaan paikkaan kuuluvan tapaa olla kulloisenaan, 
sellaisuudessaan, tämyyksissään, toisin sanoen itse-
ehtoisena, määritelmiä ja haltuunottoa kaihtaen.  
Usein sijoiltaan joutuminen tarkoittaa paikan 
merkityksen haipumista ja sen elämää kannattelevan 
mielekkyyden menetystä.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Edellyttää yhdenlaista kokemuksellisuutta ymmärtää 
maailman koostuvan monista paikoista. Toisenkaltainen 
kokemuksellisuus ymmärtää kullakin paikalla olevan sille 
ominainen (jos kohta muihin kietoutunut ja niistä 
erottamaton) maailmansa, joka voi olla yhteismitaton tai 
ainakin ratkaisevin osin erilainen suhteessa muihin. 
Paikkoihin jakautuvan maailman peruskokemus on 
voittopuolisesti luonteeltaan ontologisesti 
universalistinen, historiallisesti länsilähtöinen ja 
nykyisellään hegemoninen. Ymmärrys paikoista 
maailmoina on valtaosin ontologisesti pluralistinen, 
historiallisesti ei-eurooppalainen ja nykyisessä 
ekologisessa romahdussuunnassa rakenteellisesti 
uhanalainen. 
  
Kato on enimmäkseen hiljaista ja näkymätöntä,  
koska yhden paikan maailma ei välttämättä alun 
perinkään ole ollut toisessa tunnistettu tai 
merkityksellinen. Osa tästä tuhon vuosta on väliaikaista 
ja korjautuvaa, osa on peruuttamatonta ja pysyvää. 
  
 
 
 



Kenties tämänkaltaisen mustan suoniston täytyy silti 
riittää elollisten ja elottomien, inhimillisten ja ei-
inhimillisten, menneiden ja tulevien keskinäisen 
solidaarisuuden perustaksi. Riittävästi muistuttamaan 
menetyksen todellisuudesta. Tarpeeksi olemaan 
vieraanvarainen tulevaisuuden haamuille ja oppimaan 
elämään niiden keralla. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Rajattuuttaan saaret palvelevat koeasemina, vankiloina, 
tukikohtina tai linnoituksina – piilopaikkoina, 
hautausmaina, kaatopaikkoina, resursseina, alusmaina, 
kolonioina. Kartoittamattomina ei-paikkoina, hylättyinä 
jättömaina… Eri aikoina Suomenlinnaa on käytetty 
kaikissa näissä rooleissa. Kuin olisi aivan tietoisesti 
päätetty: Mikä milloinkin on liikaa tai liian vähän, 
pysyköön saarella. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Ajatellaan saaria, ajatellaan rantaviivaa, ja erottavan-
yhdistävän paikallisuuden kokemusta. Jos paikka ja 
paikallisuus sinänsä eivät koskaan ole koskemattomia tai 
alkuperäisiä, etenkään saaren raja ei ole murtumaton tai 
yksinkertainen: aalto aallolta, vuoksi vuokselta tuo raja 
muuttuu ja elää. Näin saaren paikka on jatkuvassa 
liikkeessä, se on elossa. Ihmisestä huolimatta ja pienin 
elein saari käy vastaan suljettuuttaan. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



Mutta koska maailmalla ei ole ulkopuolta,  
vetäytyvä vetäytyy aina jonkin äärelle, luopuu jotakin 
lähentyäkseen ja luovuttaa jonkin hyväksi. 
Poiskääntyminen maailmasta-joka-koostuu-paikoista voi 
tarkoittaa kääntymistä kohti paikan-maailmaa. 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Tiettyyden vaaliminen edellyttää paikantajua, joka osaa 
antaa merkityksen myös elottomalle: kivelle, tuulelle ja 
taivaalle, vielä syntymättömille, jo pois-menneille ja 
kaikelle sille, mille ei edes ole nimeä. Paikan varjelu 
edellyttänee siksi herkkyyksiä, jotka ovat epäluontevia 
elleivät peräti tajuttomia fossiilimodernille järjelle. 
  
Sillä paikallisuuden ”paikkuus” ei ole kokoelma olevista, 
elävistä ja kuolleista, ei vähempää eikä enempää kuin 
osansa. Sen ”oma” on mitä on. Uskottava 
paikkasidonnaisuus, ”paikan omassa olon” oppiminen, 
edellyttää pitkiä aikoja, viisaan varovasti sanottuna 
sukupolvia. Siirtymä paikan hallitsemisesta sen 
omaehtoiseen vallitsemiseen on ylipolvista, eikä 
yksinomaan ihmisen kädessä ja päätännässä. 
 
 



Egle meets Utricularia Australis, Suomenlinna 2018. Photo Egle Oddo
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Finland-based Italian artist, plant seed 
enthusiast Egle Oddo was a resident at HIAP 
between August and October 2018. For the 
first month of the residency, Egle had her own 
two-floor studio in the HIAP studio building. 
The studio’s architectural elements allowed 
for a very interesting work space: the working 
space is downstairs and has extremely high 
ceilings, while the bedroom is upstairs, and 
with its wooden ceilings and wooden floors is 
almost like a nest. “The interesting architec-
ture made me realise how important space is in 
developing artistic thinking,” Egle tells us

This architectural thinking space became even 
more obvious during the latter part of Egle’s 
residency, during which she was given her own 
space within Gallery Augusta in which to do 
scientific research. Egle took the chance to 
transform the gallery into a studio/living space, 
in which she built her own bed and living area; 

her own space within a space, within which she 
lived for two months. Gallery Augusta is very 
big and lofty, and the free space above and 
around Egle allowed her thinking to develop 
freely and allowed her to consider her work in 
new, surprising ways.

Utricularia australis and understanding plants 
through sensual experimentation
During those months, Egle was building 
small objects, creating performative work 
and also collecting seeds from the island. 
On one of her many walks collecting seeds, 
she made an extraordinary discovery. In an 
artificial little pond, Egle found a type of yellow 
flowers which she had not previously noticed 
in her fifteen years of living in Finland. She 
found the flowers very intriguing and started 
looking at them and photographing them. In 
a performance, Egle took a bath in the little 
flower-filled pond; she lay there bathing, 
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completely surrounded by these small, yellow 
flowers. In the pond, she could hear a drone-
like sound, formed by many tiny continuous 
clicks.

Later, Egle consulted a botanist collaborator, 
who told her that she had actually made an 
exciting discovery. The flower is called Utricu-
laria australis and it is, as the name suggests, 
original to Australia. It occurs these days in 
Southern Europe, but it does not appear in 
Finland in such massive populations as in 
Suomenlinna during summer 2018. Because 
of the nature of Suomenlinna, with merchant 
and other ships travelling through it, it is rich in 
seeds which are not to be found anywhere else 
in Finland. Utricularia australis is a carnivorous 
plant, and the clicking sound Egle could hear 
while lying in the pond, was actually the sound 
of the plant feeding on insects.

The discovery was extremely interesting to 
Egle. In her work, as she tells us, she tries to 
firstly understand plants through a botanical 
point of view, then afterwards, as an artist 
she tries to follow her intuition beyond natural 
sciences. Natural sciences inevitably create 
hierarchies of species and of subspecies, and 
while it is important knowledge in order to 
approach and understand various phenomena, 
it is equally important to experience the phe-
nomena sensually. As well as lying in a pond 
with the flower slowly eating, she took the 
sensual experimentation further: she collected 
the plant and took it home, then drank the 
water filtered by it in the hopes of understand-
ing the plant through her own body. The results 
of this experimentation are not measurable in 
scientific ways: “I cannot say that my person 
was changed by this experience, but I cannot 
say that it didn’t,” Egle laughs.

Seeds in urban environments

During her stay in Gallery Augusta, Egle was 
also able to read, write and prepare an article 
on the copyright of seeds. The part of the plant 
Egle is most interested in, is indeed the seed. 
The main reason for her interest, is that we 
don’t see many seeds in an urban environ-
ment. In a city, seeds cannot be collected or 
planted. We can buy seeds in shops, but they 
have been cultivated and selected based on 
certain criteria; there isn’t much left to chance. 
When Egle plants seeds she collects them 
from plants herself together with specialists 
who help her identify the plants; she creates 
gardens, living sculptures which she calls “evo-
lutive gardens.” She plants seeds and follows 
their growth for about three years; after, she 
just lets them be. She asks the town hall not 
to interfere with their growth or trim them, 
but instead to let the plants interact with each 
other and with the insects autonomously.

With these interventions Egle wants to bring 
seeds closer to people. Seeds are so tiny 
and insignificant-looking, they are almost 
invisible. Egle’s aim with these interventions 
is to magnify the presence of the seeds and 
solve this problem of their absence from the 
urban environment. “We are not autonomous 
in choosing what to grow in cities, we do not 
take initiatives,” Egle sighs. But it is possible 
to have guidelines, and the help of experts in 
choosing what to plant and grow, avoiding the 
introduction of invasive species, something 
that the city planners of the landscape depart-
ments are often very concerned with. “Such 
an overestimation of what might happen,” Egle 
laughs.

Instead, she believes that more autonomy 
would help enrich the biosphere in cities, which 
would be not only a political act, but also a 
social activation. It is the responsibility of each 
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individual to think of what it means to have a 
relationship with plants, since we need them in 
everything we do. This is, therefore, the core of 
Egle’s practice: the exploration of the absence 
of seeds from urban environments, the intro-
duction of seeds to such environments, and 
seeing what happens between the seeds and 
people.

Egle has been exploring these topics for many 
years in Finland, where the social, political and 
economic situation is rather stable, but also in 
Italy, Gambia and more recently Tunisia. Egle’s 
residency at HIAP was partially motivated 
by her involvement in the CrossSections 
project, which was initiated by Basak Senova 
in 2017. Thanks to curator Basak Senova and 
the CrossSections project, Egle was asked 
in 2018 to transform a small plot of land near 
the Kamel Lazaar Foundation in Tunisia and to 
imagine a possible project around it. This plot 

of land was initially described to her as insignif-
icant, dirty and problematic. Some olive trees 
were said to be struggling, and some herbs 
were scattered around. Egle was informed 
that the land is actually a little below sea level, 
so occasionally salty water rises to the plot, 
making it a challenging environment for most 
plants.

Without actually having visited the plot yet, 
Egle started to study the flora of Tunisia and 
especially that region. She discovered that the 
plot had a very interesting potential to grow 
extremophiles, plants that like extreme condi-
tions such as too much water, no water, heavy 
metals, pollution, rocky biotopes, high salinity 
and so on; basically, any condition that would 
be too problematic for most other plants. After 
instructing the Kamel Lazaar Foundation not 
to touch the plot, Egle then contacted “Centre 
de Biotechnologie” at the Technopole of Borj 
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Egle Oddo’s installation in Augusta during Hiap Open Studios, Helsinki 2018. Photo Antti Ahonen

cultural workers, various meetings, workshops, 
exhibitions, performances, talks and book 
launches are being held in three cities: Vienna, 
Helsinki, and Stockholm. The partners of the 
project are Kunsthalle Exnergasse – WUK 
(Werkstätten und Kulturhaus) in Vienna; iaspis 
– the Swedish Arts Grants Committee’s Inter-
national Programme for Visual and Applied 
Artists, Konstfack University College of Arts, 
Crafts and Design, and NFK – The Nordic Art 
Association in Stockholm; Nya Småland in 
different locations in Sweden; HIAP – Helsinki 
International Artist Programme and Academy 
of Fine Arts – University of the Arts Helsinki in 
Helsinki; Center for Contemporary Arts, Esto-
nia in Tallinn; and Press to Exit Project Space in 
Skopje.
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Cédria. With the help of their specialist in 
extremophiles, Karim Ben Hamed, Egle found 
that halophytes, plants that can deal with high 
salinity, would be the best candidate among 
extremophiles to be introduced ex-situ in the 
garden.

Egle’s first visit to Tunisia was inspiring 
and very welcoming: Karim Ben Hamed 
had arranged for Egle to meet with several 
researchers and botanists as well as with the 
director of the Technopole, with whom they 
immediately started planning and building 
up common goals. However, when Egle and 
Karim went to see the plot, they found that 
her instructions to leave the area untouched 
had not been followed, and the Kamel Lazaar 
Foundation in the attempt to block out the salt 
from the original soil, had flooded the plot with 
clay-based soil, full with debris. The precious 
possibility for halophytes was deleted except 

for a small triangle of land, which Egle imme-
diately protected. As saddened as Egle was 
to see what had happened, it also made her 
believe even more strongly in the need for her 
practice: the lack of interest for understand-
ing plants beyond their immediate functional 
performance for humans makes people over-
look some plants in favor of others. Especially 
those plants which are not beautiful, or edible, 
or useful to humans tend to be thought of as 
unwanted weeds. What had happened was 
meant as an act of kindness; the Kamel Lazaar 
Foundation meant to be helpful in fixing the 
plot for Egle to better grow a garden.

Egle Oddo during her residency at Fondazione 
Orestiadi, Gibellina 2018. Photo Antti Ahonen
After the initial surprise, Egle and Karim 
proceeded to take samples of the soil and the 
water in the area, from the little untouched 
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corner as well as nearby areas in order to see 
the species that grow there and to understand 
the biotope. In the end, Egle has now come 
up with a new plan, taking in account the day 
to day operations of the Foundation: as the 
garden will also be used by the Foundation as 
an area for convivial events, she has proposed 
to plant a selection of cultivars and wild plants 
that represent the local flora in the border of 
the garden, and halophytes in the untouched 
corner. In another plot next to the original 
garden, she will plant more halophytes.

The plans are under negotiation, and Egle has 
been invited to go back in September to collect 
seeds from the wild. Such is the nature of her 
work, that she cannot rush things, she has 
to follow the pace of seasons. Egle also likes 
a direct approach in working the land. “Palm 
by palm,” she says, “that’s how you know the 
land.” She does not use machines either but 
prefers to use all her senses equally when 
working.

As well as the CrossSections project in Tunisia 
with Basak Senova and the Kamel Lazaar 
Foundation, Egle is also making an evolutive 
garden in Italy, working with seeds of progeni-
tors of brassicas, which are native to Sicily.

Egle values the time she spent at HIAP and 
Gallery Augusta, as a time during which ideas 
were allowed to develop. “The residency 
opened my thoughts and gave me the possi-
bility to bring forward the project in a way I did 
not expect,” she discusses. “Even though a lot 
of the time spent at the residency was seem-
ingly uneventful, the current projects were 
growing and cooking in my head.”
The CrossSections project has been devel-
oped and curated by Basak Senova. Over the 
the course of three years (2017–2019), with the 
participation of 19 artists, diverse scholars and 
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WHY TRAVEL SLOW?

It’s perhaps obvious that a key reason for slow 
travel is to reduce the CO2 emissions and 
pollution that the travel causes. Furthermore, 
a decision to prioritise slow travel can also be 
helpful in pushing an organisation to make a 
big paradigm shift in its goals and operations.

In addition to being slow, traveling by sea / 
land can also be more expensive and does 
require more planning. These aspects con-
tradict with the basic logic of small non-profit 
cultural organisations like HIAP, who often 
try to realise ambitious plans with shoestring 
budgets and resources. The agenda of pushing 
for ever more grand scale plans needs to be 
replaced with the agenda of doing less but in a 
more well considered manner.

One can also change the perspective, and see 
slow travel as an opportunity to achieve more. 
When traveling slow the journey itself can 
become a meaningful experience, rather than a 
blank moment between location A and B. HIAP 
and our collaborators are currently making 
plans for programmes that would more fully 
utilise the train journey (especially on long jour-
neys, such as the Trans-Siberian train). Slow 
travel can also be very enjoyable! The trip from 

Helsinki to Venice featured amazing views 
when traveling through the Alps, and time in 
the train can be spent on reading, writing and 
relaxing.

It should also be emphasised institutions are 
in the current situation in much better position 
to enable slow travel than individual persons. 
For many people the idea of slow travel seems 
like a luxury that they cannot afford, due to 
lack of time and money. The institutions have 
the power to change this – they can decide 
to invest money and time so that people can 
travel slow. Non-profit cultural organisations 
such as HIAP have the potential to be in the 
forefront of this change, since we have a lot of 
freedom in setting our goals and agenda.

THE EMISSIONS

From Helsinki to Venice the emissions with sea 
/ land travel are approx 1/4 in comparison to 
flight travel, if one chooses the travel connec-
tions that produce low emissions. Finding out 
what these are is not entirely straightforward.

The most popular slow travel connection from 
Helsinki to Europe is via Turku-Stockholm-Co-
penhagen-Hamburg. On this route, the ferry 
connection between Turku and Stockholm 

Juha Huuskonen 

Slow travel from 
Helsinki to Venice

The Alps seen from the Zermatt-St Moritz-Tirano train. Photo by Janne Nabb / nabbteeri
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produced a large share of all the emissions. 
What most calculators don’t take into account 
is that recently new ships with significantly 
lower emissions started to operate between 
Turku and Stockholm, as well as between 
Helsinki and Tallinn. The new ferries that run 
with liquified natural gas produce approxi-
mately 98 g of CO2 per person per kilometre, 
in comparison to 143-456 of CO2 per person 
per kilometre for regular boats (these figures 
are from Lipasto database by VTT Technical 
Research Centre of Finland). The low emis-
sions boat that operates between Turku and 
Stockholm is Viking Grace.

Furthermore, many emissions calculators 
give misleading (far too low) figures for flight 
emissions, especially the airline companies 
are keen to present low figures for their flights. 
The emissions from jet planes in high altitudes 
have a larger environmental impact and thus 
according to the researchers the emissions 
should be approximately doubled to get the 
right figures.

Based on calculator ecopassenger.hafas.
de, the CO2 emissions for a Helsinki-Venice 
return flight are 171 kg if one uses the default 
settings. The small print on the site says that 
“This does not cover the whole global warming 
impact of the flight. To consider it totally, 
select “CO2-emissions with climate factor” 
in the settings.”. If one changes this setting, 
then the CO2 emissions jump to 384 kg. Even 
this figure is low in comparison with the figure 
that atmosfair.de site gives for the same flight 
(448-505 kg, depending on the airplane type).

In comparison the figure for sea / land travel is 
278 kg, but if one takes a closer look one can 
see that most of the emissions come from the 
ferry travel. The emissions of a standard ferry 

ride is approx 200 kg, but if one takes the low 
emissions LNG powered ferry the emissions 
are only approx 30 kg.

So, as a summary taking a flight one way pro-
duces approx 380-505 kg of CO2 emissions 
while the trip with ferry + train can be made 
with just 100 kg of emissions.

If there is no low emission ferry available, 
does it then make any sense to choose the 
slow travel over taking a flight? Regarding this 
question we have been advised by Mustarinda 
residency (our collaborator in Post-Fossil Tran-
sition project) and other experts on the topic 
that taking the ferry is still a better choice than 
flying, since with sea travel there are much 
more options for making it a more environmen-
tally sustainable travel solution. Furthermore, 
most of the big ferries that travel to Finland 
also carry cargo and the need for this sea 
cargo traffic is more likely to remain in future 
as well.

THE ROUTE AND THE TICKETS

The site Rome2Rio is useful for exploring 
various travel routes. As mentioned earlier, a 
popular route from Finland is via Turku-Stock-
holm-Copenhagen-Hamburg, from there one 
can continue further to Venice via Munich or 
Vienna. One can of course make a longer, more 
meandering journey and stop in for example 
Berlin on the way. Another interesting route 
would be via Baltics, Tallinn-Kaunas-War-
sav-Vienna-Venice. Unfortunately the 
connection between Kaunas and Warsaw is 
only available during weekends, due to the 
construction on the new Baltic Rail connection. 
The good news is that in a few year’s time the 
connection via Baltic states further to Central 
Europe is going to be much easier and quicker.

Juha Huuskonen

ABOUT THE COSTS–

An interrail ticket with 5 travel days within a 
month costs 282 € for adults, thus the cost 
of one day of travel with this ticket tis 56 €. 
On top of this one has to add seat reserva-
tions which are usually pretty cheap, 5-10 € 
per journey. On the other hand, if one books 
train tickets early enough then these can be 
cheaper than the interrail option.

Booking the tickets can be surprisingly tricky 
and time-consuming operation in comparison 
with booking a flight with just a few clicks. 
One needs to use the sites of various national 

Juha Huuskonen

Taking the ferry from Turku. Photo by Juha Huuskonen.

railway companies to make the bookings, and 
in many cases it is necessary to install a mobile 
app of such a company to make the booking. 
In general buying tickets is pretty straightfor-
ward, but just reserving a seat (when one has 
an interrail ticket) might require a bit research. 
The site seat61 has useful advice for many 
situations, and luckily various support com-
munities for slow travel have popped up (in 
Finland the FB group Maata pitkin matkustavat 
is currently very active). It’s of course possible 
to use a travel agent as well, there are some 
that are specialized in land / sea travel.



Connecting Points is a program that aims 
at strengthening the collegial and curatorial 
activity in artistic and cultural realm in/within 
Finland and in Russia. The program is currently 
coordinated and curated by artist-curators 
Miina Hujala and Arttu Merimaa, who now share 
their tips on traveling by rails in Russia

Since HIAP’s Connecting Points program is 
about exchange and connectivity, it involves a 
lot of travelling between Finland and Russia. 
Russia is the only country that one can enter 
from Finland with a direct passenger train 
access. Therefore, it seems very sensible to 
organize the travelling by rails. We see that 
it is our responsibility as coordinators of a 
residency program to consider the methods 
of travel from an environmental standpoint. 
This should be the premise of all activity in 
general. However, there are other aspects of 
this slower way of travelling that can become 
essential when trying to think about reorganiz-
ing our ways of moving and working, especially 
in the realm of art practices.

In Connecting Points, we try to consider the 
time and effort we use on travelling as tools for 
knowledge gathering – going from one location 
to another as a contemplative site-dependant 

transition, the shifting between places as a 
locus to pursue comprehension. Practically, 
the time you spend on the move can be used 
on reading, writing, drawing, discussing – or 
it may be not used at all: also just staying still 
is recommended. In this profession we (aim 
to) have the possibility to shape our relation-
ship towards time and to the way we decide 
to spend it. Slowness is thus not a negative 
attribute.

Train travelling in Russia opens up routes 
towards Asia. In recent years, the residency 
collaborations between Finnish and Asian 
partners have become more frequent. In 
air travel Finland has also become a hub for 
routes towards China, Japan and Korea. For us 
it seems integral to develop less carbon heavy 
(neither train travelling in Russia nor differ-
ent ferry routes in Asia are carbon neutral) 
methods of travelling that can also become a 

Miina Hujala &  
Arttu Merimaa 

Slow travel through 
Russia – tips for the 
Trans-Siberian train

meaningful way for artists, curators, research-
ers, writers and thinkers to be “en route”.

We gathered some practical insights related to 
our previous trip from Moscow to Vladivostok.

We have done the train trip to Siberia only 
once leaving from Moscow, and then arriving 
at Vladivostok and travelling for 12 days (Sep-
tember 10 to 22, 2018). We stopped at Nizhny 
Novgorod, Krasnoyarsk, Irkutsk, and Ulan-Ude. 
We booked the train tickets through the travel 
agent Lähialuematkat, and using a travel agent 
is recommended, especially if one needs a visa 
for the travel. We also opted for more comfort-
able settings of having a cabin just for the two 
of us (our travel companions had to share one 
between three of them).

Usually one can reserve a place to a cabin of 
four or a place at an open car. Tickets can also 
be reserved directly from the website of Rus-
sian Railways. Hotels we reserved ourselves 
before online. It makes since to take at least 
3 stops (we had usually one night per each, 
at Irkutsk two when we visited lake Baikal). 
This depends of course if one has time: at the 
schedule that we had, having four stops took 
almost two weeks.

Taxi apps (like Gett, Yandex or Maxim) and 
portable mobilewifi (like Megafon, Beeline, 
MTS or Tele2) help when stepping “off board” 
to the cities (these help find the hotels and 
navigate the city). At the train the mobile net-
work – or any network – doesn’t function that 
well. In addition, electric sockets are as well a 
bit case-dependent since in some trains they 
were at the cabin and in one train the only one 
socket was found in the car, so we recommend 
taking a reserve battery with you. However, 
sheets were clean and the hot water was avail-
able in the samovar in the car.

Taking time, water and books is essential. The 
food you take with on the train is also a big 
thing. We recommended to bring with you:

– Instant-porridge
– Instant-noodles (are a russian 
train-institution)
– Wet sheets to clean up hands
– Tea / coffee (instant)
– Fruit
– Water
– Garbage bags

In addition, it makes sense to bring:
– Flip-flops that you can use on showers (that 
some trains have)
– Slippers that you can walk comfortably on 
the corridors and visit toilet (there are them on 
the trains)

If one is not fluent in Russian, translator apps 
might be helpful. Trains stop at the stations 
according to a schedule, usually for a couple of 
minutes, sometimes about 15-30 minutes. The 
schedule is viewable on the car or online (in 
Moscow time). During the stops one can go out 
and walk about a bit and purchase also some 
pies and such to eat (make sure to have cash 
with you on the train). Local ladies usually sell 
their produce outside the platform area. There 
is a restaurant car on the train, of which the 
style, atmosphere and menu varies (we prefer 
the more nostalgic ones, of course).

The real luxury is the time, the abundance of it, 
and the possibility to be at peace. When one 
sits on a train for three days, but still moves 
forward (on route to somewhere) one gets time 
to process, the experiences as well as what 
one reads, and what one thinks. The stops 
are important for the change in rhythm and to 
relax in a different way. During our visits in the 
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cities we always checked a local museum and 
then just went to eat somewhere. We didn’t 
draft any particular programme and it worked 
well when things weren’t so precise. The main 
thing was that this was a way to do the trip, a 
very long one geographically though, and not 
be ‘touring’ in the sense of as in tourism. The 
difference is that this is a way to make a trip, 
through places and between them, not only 
to a place. In a project that we are starting to 
organize, relating to train travelling and resi-
dency activity, we will focus just on this. The 
travelling as durational.

The project is centered around moving by train, 
in a time when the need to question the trans-
port done through fossil fuels and the need 
to find solutions related to climate change is 

acute. Travelling as an essential part related to 
residency activity and bringing people together 
has been a tool in creating real contacts, com-
munication and distributing knowledge, as well 
as enabling shared meetings and formulation 
of shared views together with a professional 
field. The residency activity is then a way to 
open and form new connections in where long 
distances traversed through train or by ferry 
makes it visible, and then also strengthens, 
the importance of making practical measures 
in the usage of methods of transportation and 
routes sustainably climate-wise.

We noticed (some of the members of the group 
at least said they agreed) that we liked the fact 
that we could be on the train. Our pre-condi-
tion was that we would have had a difficulties 

in returning to the train after being there for 
three days consecutively – but you noticed 
that you somewhat waited for that as well. We 
have yet to do a two-way journey (trip back as 
well), but we think that one needs to be longer 
on one spot after, coming back immediately 
might seem too much, but we haven’t done the 
trip back in one go either – yet (which would 
take about seven days). We are aiming to use 
the train as a transport method towards Asia 
(Japan, Korea and well as China) when part of 
the trip would be done by ferry. Our intention 
is then to add the duration, and make also 
cultural connections a bit more durational and 
deeper. In tourism the short excursions to relax 
won’t always benefit the local economies the 
best way, and in some instances the multina-
tional chain corporations benefit the most from 
it.

For us travelling is also connected to the work 
we do, and through it we aim to observe how 
it is a part of our professional and global col-
laboration network. We therefore ask: What 
can a residency practice provide as a means 
of connection between places as well as a 
way or working artistically? What does moving 
between places mean in connected to this, and 
how options for travelling can pay attention to 
the environmental and climate effects and in 
an integral way support the practice?

These questions we wish that every kind of 
organization would think in relation to the trav-
elling related to working.

Photo by Miina Hujala and Arttu Merimaa
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Miksi ei?
This was a trip full of miraculous situations and 
meetings. I didn’t have a precise plan. I said to 
myself “whatever, whenever”.
My research started 14 days before I started 
the residency. I travelled to Mustarinda from 
Brno (Czech Republic) using all different kinds 
of transport other than flying—but for most 
of the time I used ‘flight mode’ on my phone 
as a kind of eco/work protest. I took the train 
to Prague and continued by bus to Tallinn. 
We arrived at midnight so I decided against a 
hostel and just waited in the city for the early 
ferry. I went from the station to the center 
walking very slowly under the 16 kg of baggage 
I was carrying. I sat down several times to rest. 
At a market five older women were selling 
flowers (no-one bought one), speaking mostly 
about the weather in Russian. I sat close to 
them, observing the situation. As it got colder 

I went to a nightclub, ordered one small Salmi-
akki and started to watch the series Dynasty 
on my notebook. There were just drinking men, 
one waitress, and me.
I then went to the ferry, slowly, enjoying having 
time. Mostly I rush on all kinds of transport—I 
don’t have a sense of time. On the Eckero 
Line I spent most of my time outside watching 
the sea and sun and arrived in Helsinki in the 
morning. Putin visited on that day so divers 
were checking the harbours. I stayed the night 
on Suomenlinna, a beautiful island 20 minutes 
from Helsinki. I was tired, so I slept for two 
hours around lunch, then went swimming and 
was finally able to enjoy Helsinki; so much that 
I was a bit lost in the night and in the morning 
I was so tired that I didn’t wake up with the 
alarm - ”kiitos” to Robin (my host on the island) 
for waking me! I started to run in the opposite 
direction but Robin pointed me towards the 

MUSTARINDA TRAVEL STORIES
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Brno-Praha-Tallinn-
Helsinki-Iisalmi-
Hyrynsalmi-Kajaani-
Helsinki-Tallinn-
Praha-Brno
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ferry and the train to Iisalmi. 
Uff.  So this was the beginning of my trying to 
slow down.
I continued with the train to Iisalmi and then 
walked ten days to Mustarinda. I asked Misa 
from Mustarinda for recommendations and 
Nyyskä found this beautiful way from Issalmi 
through Vieramä, Talaskangas national park, 
Otanmäki, Manamansalo island, Kivesjärvi, 
Paljakka, and finally to Mustarinda.
The first day of walking started in Iisalmi. It was 
rainy and I walked all day by the road. I came to 
Vieramä around 8 pm, went to the supermar-
ket and bought an ITA-Suomi map. I then went 
to a rock bar to plan my way. Immediately five 
men came to help me find out how to continue 
my journey. The next day I continued with my 
new map and after two hours I met my first 
new friend Sepoo, who asked if I wanted a ride. 
We spent five hours together before he drove 
me to Talaskangas and showed me a beautiful 
place to sleep. It was a small wooden open 
kota around which was just a lake and forest. I 
didn’t see anybody. He said “enjoy the silence” 
and continued on to visit his mother; his plan 
before he saw my big backpack on a rainy 
road. The night alone there was so magical. I 
made a fire and slept like in heaven.
I walked through Talaskangas to Otanmäki 
and didn’t meet anybody until 6 pm. I have 
never felt so free and connected with nature. 
I finally met my second new friend Matti (he 
was like Santa Claus) and asked him if I could 
have a rest by his lake, he said yes. He came 
back and asked if I would like coffee—we had 
it with homemade cake. He started to cook 
soup and asked if I was hungry. After dinner, 
he offered me a sauna. It was the best gift for 
my back and really helped me to continue in a 
better condition. I slept close to the lake. In the 
morning he gave me a soup for lunch and sou-
venir - two wooden self - growth spoons made 
by him and he took me to the Malamansalo 

ferry. I walked all day through the island. By 8 
pm my phone was almost out of battery and 
I couldn’t find a place to sleep. Around 9 pm 
I found a resort where I met two women, Mia 
and her mother Maija, and their two dogs. 
I asked if I could sleep somewhere outside 
close to the house. In the morning they asked 
if I wanted to get breakfast with them at their 
camp Kultahiekat. We spent all day together 
planting strawberries, having pancakes and 
champagne and playing cards. Their friend 
was driving to Kajaani so he took me to the top 
of Kivesjärvi where I slept until morning. It was 
on the top of the hill so it was windy but the 
beautiful view over Oulujärvi lake in the morn-
ing was another big gift.

I walked all day alone and slept by Osman-
kajärvi lake and continued to Tormanmaki. I 
didn’t find a place to charge my phone so I 
was without navigation and didn’t know the 
time but slept by the lake near the parking in a 
wooden dressing room. In the morning it was 
so beautiful that I decided to do yoga for half 
an hour and then swim. 
Every day I slept by a lake, swam in the 
morning, ate what I found in nature, used the 
water from lakes, and picked up mushrooms 
and blueberries. Breakfast was porridge with 
blueberries and raspberries with tea or coffee, 
lunch was different mushroom soups, and 
dinner was porridge, chestnuts and fruit. I 
recorded the rhythm of walking, where I slept, 
where I got lost, where I had lunch, where I just 
sat and listened, or watched. I took pictures, 
and collected stones and feathers, which I took 
with me and I also wrote haikus almost every 
evening or morning. Every day I was better at 
packing and walking became more silent and 
slow. Most nights I have nightmares but the 
last night they had all gone away. The final day 
and night were very special, I walked still more 
and more slowly, the last four km was really 

Zuzana Janečková
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Miksi the dog at Mustarinda’s front door.

hard because Mustarinda is at the top of a 
hill but I really enjoyed it. It was really a grand 
finale with 15 kg on my back and a view of the 
sunset.
I arrived at Mustarinda on Sunday evening 
around 7 pm. Four sheep and a barking dog 
welcomed me. Marku’s dog Miksi, the sheep’s 
caretaker, became really important to me. 
Mostly because of him I also learned a few 
finnish words like “paikka” or “tassu” and he 
really liked it. I started another adventure by 
walking with him around the Paljakka area. I 
felt like I had come back home, even though I 
had never been there before.
On the way back I travelled by bus, train, ferry 
and then bus again. On the ferry to Tallinn 
there were big waves with stormy weather and 
great live music with atmosphere like from film 
by Aki Kaurismäki, some people were trying to 
dance, some were sleeping, some were on the 
toilet and a few of them were staying outside 
in the storm to feel the last touch of the north. 
I spent one day in Tallinn to see exhibitions and 
I have to say it was great even though it was 
very heavy rainy weather. I can really recom-
mend staying in Tallinn for a few days. On the 
way back I met the same bus driver and it was 
a very nice dot of this trip.

First snow
Covered by forest
Miksi ei

Zuzana Janečková,



Written for Mustarinda, April 2018

In late March, we prepared ourselves to 
travel 2000 miles. There are apparently easy 
and quick ways to travel 2000 miles, namely 
flying. But we chose to travel by train and ferry 
because I don’t fly.

We were travelling to Mustarinda, near Hyryn-
salmi in Finland, from England for an artists 
residency. ‘We’ is myself, my husband and our 
6 year old son. I left home feeling like I was 
dragging them too many miles around the 
world for my residency there; I was filled with 
doubts and fears, dark dreams about travel dis-
asters and parental responsibility (would there 
be bears?).

We travelled this way because in 2007 I made 
my last flight (and it may be my last ever flight; 
with the caveat that if there is an emergency 
I would fly again). It came at a time of huge 
change for me, personally and physically. 
Things were moving and shifting in all aspects 

of my life and I returned to the UK to a dif-
ferent home and job; it felt like deep-down 
everything had altered. Soon after I made new 
connections with local groups including the 
Transition network, who were discussing Peak 
oil and community sustainability. With so many 
changes I questioned everything; with so much 
thrown into chaos I was able to re-examine 
many aspects of my life.

When I applied to Mustarinda many years 
later, for a month-long artists residency, I did 
so from the warmth of an English September, I 
saw that they asked that their resident artists 
consider travelling by means other than flying. 
I felt my choice not to fly was supported and 
validated. I also knew it would either mean 
more time away because of the length of the 
journey, or a slightly shorter residency. We 
could have found a cheap flight, but I also 
knew that it would be cheaper only for our 
bank account, not for our emotional or physical 
states, or for our place within the world as a 
whole. Superficially I could see this ecological 

MUSTARINDA TRAVEL STORIES
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impact, but understood deeply how a sense 
of connectedness and personal responsibility 
could benefit my being.

Due to work commitments, the residency 
in Mustarinda was for one short month. In 
the end, I compromised and scheduled our 
departure and our return, each 5 days of travel, 
slightly within the bounds of that month so 
the stay at Mustarinda was shorter. We had 
to return for work commitments, but some-
how i felt guilty because more than a month 
away seemed like such a long time to pull 
my husband and son from their work, friends 
and routines. As 10 days getting to and from 
a residency is a big percentage of the static 
residency duration itself, I cultivated a shift in 
the way I thought about the whole event; the 
travel was an important part of being an artist 
in residence in a distant land and that during 
the period of travel I was simply in a fluid place 
of ‘residency’ for 10 days. Now I could think 
about how the changes we experienced on 
the way affected the work I made; how I could 
use the time moving to examine my emotional 
state of nervousness or see how my projected 
imaginings were accurate, altered along the 
way or were incorrect. The journey - as all slow 
and conscious journeys do - became an excit-
ing and vital part of the residency, not a means 
to an end.

The journey was made up of long days. We 
travelled on average 12 hours each day, but 
with many stops and changes. Sometimes 
when we arrived in our hotel in the evening it 
felt like it was to yet another ubiquitous bed 
in yet another city, but by breakfast we were 
rested enough to open our eyes, listen to the 
new language and try some new breakfast deli-
cacies! Some days we used three languages, 
other days just one. There is so much to see 
from a train, so many stations to mark on the 

map, so many people to chat to. On one lovely 
stretch, we unwittingly sat in the animal com-
partment and were surrounded by 5 friendly 
dogs and one cat, with their various owners. 
We experienced several wonderful buffet car-
riages and, because of the relatively low cost 
of our tickets we drank wine and ate delicious 
meals, feeding our bodies and our senses. The 
days passed quickly with no real need to enter-
tain our son other than the odd story or game 
when he was tired. We arrived exhausted but 
understanding where we were in some deep 
way.

We have been travelling long distances with 
our son, on trains, since he was a baby. We 
became used to the challenges of tiny train 
toilets, of changing nappies in quiet carriages, 
of whisking a screaming toddler into the foyer 
to spare us the other passengers’ glares. It 
can be hard work, but let me qualify that; hard 
work here means that we keep a constant 
connection with our child (and through him a 
conscious connection with the journey), that 
we are ‘right there’ in the experience with him. 
With two adults it is easier, we used to do 
shifts with one of us being with our child in all 
ways and one able to rest and switch off. And 
now he is older it is easier still, nearly as simple 
as travelling with a third adult (as long as we 
all remember the golden rule of long distance 
travel: to eat and drink plentifully and very 
often!). He has seen many places and spoken 
to many diverse and fascinating people on 
the way. I hope he is learning that the world is 
exciting and open; that most people, no matter 
their age or background are basically friendly; 
that he is generally safe.

We made many mistakes when starting to 
travel like this. We worried unnecessarily about 
bookings, about where we would sleep each 
night, but this simply reflected the anxiety of 
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being responsible for a baby or a child. We 
soon became familiar with the often complex 
and opaque methods of booking cheap tickets. 
We found our way around obscure websites 
and each time we made a long distance jour-
ney our planning time got shorter. We spent 
many hours in the months before travelling to 
Mustarinda researching complicated routes; 
looking for the best departure times, arrival 
times, the best tickets and the most comfort-
able balance between cost and speed and 
stops. It is not easy at first to navigate these 
things and we are still challenged sometimes 
by online bookings.

The actual experience of traveling by train is 
typically enjoyable and often unexpectedly 
delightful; like when we boarded the first train 
in Finland and discovered the children’s car-
riage with a slide and books!  Or the time we 
travelled home from Greece and the final tired 
stretch from London to our home town was 
eased by our son chatting the entire journey 
to a lovely man. Like the excitement of trying 
to sleep in an overnight train crossing the Alps 
and ending up staying awake until 3am watch-
ing the dark shadows of the mountains slip by. 
Like the singing Ethiopian priest, the chatty 
Italian woman, the many other families with 
friendly children. Then there are the panics of 
running with heavy bags for a 2-minute train 
change, or the cancelled trains, misunderstood 
timetables, delays and overfull carriages. But 
you develop a sense of calm and patience 
when you realise that things are always 
basically ok. That some things are out of your 
control, but things mostly work out and the 
world holds you. And when you find another 
chocolate bar in your bag and suddenly things 
aren’t so bad after all.

We experienced so much on the journey: We 
sailed through the frozen gulf of Bothnia, 

experienced the many greys of the archipel-
ago in April, heard the gentle tinkle and slush 
of ice in Stockholm harbour, sat in a sauna on 
the ferry looking out over the sea, watched 
the endless logging trains in Finland roll by. 
We trod a labyrinth in the newly fallen snow 
on Pieksämäki platform, we were fascinated 
by the Finnish Roma women’s dresses and we 
lay awake through a thunderstorm in Cologne 
hearing the thunder and the reciprocal rumble 
of trains leaving the central station. We ate 
terva bread (and cream cakes) in Kajaani to 
soften the painful blow of leaving.

Increasingly I find that there is something very 
disturbing about travelling to a place within a 
sealed unit, arriving and experiencing some-
thing very different to 2 hours ago, 10 minutes 
ago or 12 hours ago, then returning once again 
to a sealed unit. The time spent in the desti-
nation is like a packaged ‘experience’; one of 
those ‘experiences’ you can buy as a present 
for a friend.

It breaks life into travel and destination, where 
one element is not really meant to be enjoyed 
or even experienced at all. In fact the more we 
protect ourselves from the movement and tur-
bulence of travel – through earplugs, blankets, 
music on headphones, our plush car interiors 
with thick windows, with films on screens 
instead of views through glass – the less we 
allow ourselves to engage, to experience the 
environment around us and recognise what 
we are feeling inside ourselves. Which can 
mean that when we arrive at the destination 
we disembark still buffered emotionally and 
physically, and can only view the place in which 
we have landed rather than allow it to affect 
and permeate our way of being. Or else we are 
expected to suddenly switch ‘on’ emotionally 
- allow a level of porosity and look beyond our 
nervous impulses, our familiar habitual 
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behaviours - then switch off again, ignoring the 
shock of returning to the sealed unit of travel.
One clear, freezing, sunny day in Finland we 
travelled to a lake a short distance from Must-
arinda, by car. It seemed to be in many ways a 
tourist experience, moderated only by a light-
ing of a fire and cooking a meal. Then suddenly 
back into the sealed unit of the car again. No 
slow transition from the subtleties, the sublime 
peace, the light, sounds, smell and feeling of 
the environment, just a sudden closing of a 
thick sealed car door, the radio switched on 
and the engine tuning anything else out. The 
‘afternoon by the lake’ has been visited, pack-
aged, sandwiched between car journeys. it is a 
destination, not a fluid or connected part of the 
place in which we live. We can now talk about it 
as a trip. It is something distinct from the rest 
of the day which rumbles gently on, on either 
side.

I have started feeling that I am porous. Not 
only can I often not help being affected by 
things but also, I want to be affected by what is 
around me and I want to know what I am feel-
ing in response to different situations because 
this is infinitely healthier for me. I find it hard 
to switch my connections to places, smells, 
people and noise on and off. I am not a sealed 
unit, nor do I want to experience the world as 
if I am in one. I do not want to disconnect from 
being in the world with the enforced emotional 
responses created by a controlled environ-
ment. I welcome the flux of people, smells, 
noise and movement on a train/bus/street 
because it happens around and with me, and 
I am within a dynamic and changing environ-
ment within which I have autonomy rather than 
being static within a controlled space.
Within my practice over the last 10 years there 
have been growing references to the earth, to 
soil, to our sense of place and self. Travelling 
slowly with a connection to the ground, people, 
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smells, tastes and feelings, also connects me 
to the fluid and enormous world we are part 
of. I am not separated from it, and the places 
through which I travel are not fractured into a 
series of destinations. This way of travelling 
demands that we are porous, even when this 
feels uncomfortable or difficult.
Travelling by train is still fast. It is still frag-
mented, but it is full of the possibility of 
sensuous engagement with the differences of 
many situations along the way. The journey is 
not separate from the destination, places are 
experienced and ground is covered viscer-
ally, and in a way that is easier for the body to 
comprehend.

I understand the countries that we have 
travelled through to get here a little more than 
before, even if our stay there was only one 
day. I understand the geography of our journey 
a little better and I don’t feel like we arrived 
in the end country like we had switched on a 
film or were looking at a postcard. There has 
been a smooth transition from ‘home’ stuff 
to ‘residency’ stuff, plenty of time to leave 
certain things behind and in which to expe-
rience increasing unfamiliarity, foreignness, 
languages we don’t know and progressively 
different weather. My body knows it has trav-
elled a long way.

There has been no physical or mental break-
ing up of the world, one country has flowed 
smoothly into another, joined physically by land 
or sea. I can imagine walking those countries. I 
feel that I could find my way back home along 
the trail we laid on the way out here, which, 
being land-based have not been dispersed like 
clouds in the wind.
At the end of April we left the quiet place that 
had been so warmly our home. We transitioned 
from place to place in a way that our minds 
and bodies could comprehend. We saw some 
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familiar places, some new places, and experi-
enced many fascinating connections in the 5 
days until we were back home.

Information about how we travelled from the 
UK to Mustarinda: We travelled using global 
interrail tickets which – due to the duration of 
our stay including travel being just over one 
month – meant we had to buy two family global 
passes, each valid for 5 days travel within 
a month. The cost for all of us for this was 
around £800 (raised through a crowd-fund-
ing campaign) almost door to door (plus a 
small amount for a bus for the final stretch in 
Finland). For some faster trains, we had to also 
pay for seat reservations although this can be 
avoided by using slower regional trains. There 
is an incredible sense of freedom knowing you 
could travel anywhere in (most of) Europe on 
this ticket, although we had a route planned 
and a time limit, plus a child who we wanted 
rested and safe each night, so we didn’t 
explore this freedom as much as we could 
have.

CO2 emissions:Roughly calculated using an 
online calculator. Our family CO2 emissions for 
travel by train, ferry, bus and car for a total of 
2100 miles came to 0.15 tonnes, one way. 0.30 
return.
If we had flown our CO2 emissions would have 
totalled 0.97 tonnes one way. 1.94 tonnes 
return.
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