JOHANNA BILLING
TINY MOVEMENTS







JOHANNA BILLING
TINY MOVEMENTS



TS (e AT] St & Fdairmum of ona
crmgi or 10% of Pl book, whchews

Fewre, el saci oot Image:
Ml & fuaacpan on oL,
Mo Morviry, PO00




INTRODUCTION
JULIANA ENGBERG

My introduction to the work of Johanna Billing was her video
situation, Proect for a revodution. During the short film, young
adults assemble In & room — like a university seminar space
or meeting rmom. Marshaled to the call to rally by a poster,
the participants collect and wait. And wait. And... Billing's
film work settles on faces and body gestures. Attitudes of
boredom, ardety, confusion, frustration, Impatience and
resignation ane logged. As the minutes tick by, no-one steps
up 1o organise the situation. Thesfore energy s displaced;
anticipation chimaxes then wanes.

It's & great study In group dynamics — this revalution without
phot, cause and protagonist. Akin to business training methods
that place participants In andous unspoken meetings, or
peychological control groups to sea who will step up and who
will hotd back, Biling's film identifies inaria without leadership.
The parficipants have volunteered their enthusiasm and
energias to an unspecified cause, bul without a8 motivator
stepping up to identity the necessary action or target, this
social potency can become dissolute and disaffected.

Obwviously Bilings 'experiment’ offers up numerous social,
psychological and political metaphars. In paricular Biling's
focus & upon a very specilic age group - the young 20-
somethings; a demographic that might, but is yet to, nominate
itseff s a force for changs. The lack of evident leadership
can be read as a poliical and social commentary. The
behavior between participants, in this instance distant and
uncommunicative, might indicate a lack of social cohesion or
team-basad ability. An audienca will no doubt bring thedr own
interpratation based on their particular expenences, Biling
leaves it open — up to both participants and audience, There is
no obvious outcome, only the situation itsall.

That is nat to say everyihing is normal in Biling's work. She is
interested in open observation, but equally she ks crafting that
dalivery, Looking is something she doubles when constructing
what the viewer wil sea. Editing is critical in this process.
Biling's decisions make powerful use of gesture and faces
to enhance intensity, Real time s compressed and isolated.
Billing's works manufacture a plausible realism. Her material -
vidheo = and the transit of time, suggest a ‘real time' encounter,
Billng's meticulousty edited work shrinks time and extracts an
assance of reaism out of her encounters,

Billing's works move between steged and found choreo-
graphies. At the centre of her practice is an Investigation of
the ways in which individuals and groups behave: singulary or
as communities. and an cbservation that, in aither instance,
life s made up of encoded, tiny movements that glue things

togather or dislocate our common expectations. Biling gives
emphasis to these rluaksed motivations by (solating the
observation of action away from the nommalising anchors of
spoken narratives and ambiant sounds.

Sience is a critical component of these studies of people
and movement. Viarbal interactions are absent, and ambient
sounds are subsumed or co-orchestrated by the infreduction
of a music 'soundtrack’, It is as if we watch the world, siightly
detached, with earphonas on,

This makss Biling's work somewhal sumeal; sightly hall-
ucinogenic in its dislocation from common communications,
ani from the usual expectations of consensus outcome desired
in psychological exparments, And because her protagonists
tend to exist as a specific demographic, there is the added
factor of inchusion and exclusion thal seeps Into the work.
If, for example, thase were mixed aged groups of people, |
wondar, would an elder step forward and Instruct or incite.
Would the Inclusion of younger pecple make such encountars
maorg unruly or chaotic? What power plays and shifts are lost
in this ganerational exclusion zone? Equally, what collective
power is hamessad insice this generational cloistar?

These are some of the questions provoked by Biling’s works.
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WHILE DOING
JOHANNA BILLING AND ROBERT COOK

Thiz interview occured in late July 2009, via email. Both
of us faced water: Johanna was somewhare on Swadean's
west coast, | was somewhere on Australia’s west coast,
The guestions | asked (heavily edited here to honour
Billng's restless, turning, searching voice) weare about formal
aspects of her work that were interestingly and intriguingly
and compallingly unanswered whan looking at, and reading
about, her practice.

The vary idea that | could have besn surprised that something
was "missing’ in the writing about such a young artist's work
Is interesting, Aside from it reflecting a common awarenass of
the bounteous body of secondary materal about her work, it
made me wonder whathar my own need to seek clarity was
not actually overdeternining things = going against the grain
of work that is simultanecusly, radically open and deliberately,
{un-literally) pragmatically structured,

| figured maybe it's best to let it alone, ket it speak on its own.
And, at the same time - in a complication that is typically
Billingish — 1 50 loved the words that circle the work, and
wantad more. This inteniew ends, inavitably, with a question
about this and a beautiful response. Biling's words make me
awarg that the written-talking that unfolds below, and that
unfolds elsewhere (in essays, catalogues, exhibitions, talk
between viewars), is another perfformative voicing of her work
with its own rhythms, repetitions, nuances, So, maybe, thesa
answers are not answers, but, as she intimates, part of the
work's looping, ongoing presence,

(RC) Your work sets up situations whereby others, who ara
not actors, explore in a free and un-directed fashion the
nuances and problematics of specific activities, locations.
Yet in each work there is something ‘Billingish’ that holds
the work together as ‘a work' - your directorial voice, which
is presant, but only at the point of its imminent erasure.
What do you feal about this voice, its role?

[JE) This "voice' moves back and forth, You feel there is &
frame holding something togather, but the next second the
focus shifts. | really enjoy working this way, moving betwean
genres. Sometimes it's dry and somatimes it's more cinematic,
But also, many times, whole projects are made up in these
‘in-batween figlds’, in situations that you are not quite sure
of - are they real or unmeal, a rehearsed play or, instead, a
recorded rehearsal? And there are, at the same tima, differant
things going on, on different levels. | like the fact that you,
as a viewer, while constantly looking, sometimes need to
guestion yourself or redefine these things again and again. I
is a defiberate confusion | want to get to, whera you cannot







imrmediately locate or label what type of film you ame seeing.
This | think sometimes makes it sasker for ancther type of
understanding or communication to take place, things can
pop up in these ‘in-between’ gaps.

When it comes to the actual filming process, my meathod might
resamble a documentany filmmaker collecting hours and hours
of footage. (Although the films are never documentarles, as
such, as the set up is an unreal, almost fictive, event), And
even though there is a lot of freedom and improvisation
during the process for the peopla involved - a wish to explore
something that has an open ending, or not knowing exacthy
where we are heading — and | try not to interfere and direct
while things are happening, thare Is always something tha
| am hoping will come out, That something is what | spend
maonths later on looking for in the filmed material, | probably
can't exactly explain in words what this somaething ks, but i
Is certainly about intensity, a kind of concentrated mament,
about trying to capture, almost, what somebody is thinking
while doing something.

The fact that the people taking part often are not actors and
are doing things they normally wouldn't do, makes me also
sometimes want to underline the ‘unrealness’ of the invented
situation, By doing this | perhaps try to rescue the participants,
even though they amre in an uncertain situation somehow,
looking like they could be part of any of these reality docu
soaps where people might also be playing themselvas in a
= to them - neaw situation, For me it is very important to find
a way to frame people so it does not become a portrait ke
that. So even though the editing process is sometimeas about
almost reconstructing the actual event, | feal it is not so much
about manipulation, as it is about tnying to get closer to what
was actually going on. It Is somehow about trying 1o capture
the underlying atmosphers of the svent,

Refated to this is how you create specific characters in, and
amgngst, your situated ensemble casts. Is this procedure
planned or does it happen during the filming?

There is often a focus on somebody, almost ke & main
character. This iz something that just happens and is not
atways planned. It is often a mix of what is going on and what
the different cameras (many limes there are several people
fiiming} are 'chooging’ to focus on. Or someatimes it is what
| bring forward in the editing. Sometimes | have focused on
one person in a more classic, narrative way where yau follow
somebody that comes a bit later to the place where people
have already gathered, and somehow you start looking at
things through the ayes of this person. But sometimes it s
just somathing very organic, Either way, there are naver any
created characters like with actors.







Perhaps it's because you don't work with actors that
your films are imbued with a touching sincerity. There s
no posturing, no smirking, no eye-rolling. s thiz natural to
your performers or is it something you encourage or bring
about through your organisation of the event/scenarios?

| am glad to hear you feed this as this is what | am striving
for, It is always a deficate balancing act though, as many of
the situations - on the surface — have the look of something
that you are not used to taking so senously. Either it is
about something very simple, a kind of everyday situation,
or it is about something that you are used to taking in as
enfertainment — like Greduafe Show (1999), which is
basically a dance film. Or the Youw Don't Love Me Yat (2003)
film that resambles a music video, or the more well-known
coltaborative efforts in music studics such as Band Aid, etc.
| guass many of the projects are placed within these already
loaded areas that we might not consider as *serious’ in tenms
of culture and what we expect it should ‘daliver’ or man.

| am always drawn to these situations that you might already
have preconceived ideas about, but in which there is always
something else going on underneath the surface. The
‘gincerity’, as you call it, is never something | can scripl or
tell people to have/do. But it is the constructed situathon itsell
that is creating it, when you are focusing on people who are
very focused or concentrated on making something. At the
same tima, thera is no room for people to make a joke about
it, I also strive to create a situation with a lot of freedom for
people to make their own choices; decisions and movernants
in which trust plays a major role. But from the very baginning
thera is also probably somathing eamest in the proposal and
in the reasons pecple have for taking part that altogether
creates this,

| find it hard to put into words why, but the sense that we
should always learn, in a humble, open fashion - something
that is | believe implied and captured in your work - is
incredibly moving to me. i= it something that hits vou, as a
maker, on an amotional level as weall?

It probably does, yes, The films are all based around some
kind of performance and achievemant. In earlier works the
Idea of performance was more related to performance in a
double-sided context of pressure, stress and arxety, but this
has shifted a bit away from that now. | am always drawn to
situations that camry this type of potential for lsaming. It does
not have to be about learning a new skill, it could be about
seeing things In a new way, from other perspectives. For ma,
this learning is part of the project on many levels; something
that goes on for the people taking pan, for me as an artist
and the people | collaborate with, and, finally, hopafully, for an
outside spectator. | have many times refermed to the projects
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as catalysts, the way thay are about a search, about finding
out somathing on the way, whils doing,

I'm interested in your attitude to ‘the group’. | figure it's more
complicated than people might assume. | mean, each group
dynamic is totally different; each group is an individual, If
it were the early 1990s |'d say you were deconstructing
‘groupness’. What do you say about it in 20097

Yes, the group is never as important as one might assume,
And the group as such is never the actual focus for the work,
mra part of a set up somehow. But, of course, it carries a lot
of references as wall, and it was mora specific in the works
made in 2000 and 2001 for exampla, films like Project for 5
revolution and Missing out, that had almost the function of
being porraits of a group or generation (even though that
wag naver my original intent). But aven in thoss films, which
on the surface look like something that is socially connected
- a certain group in the community - people ane actually even
more isclated from each other, So there Is very seldom any
social interaction between people.

That is why It i5 a bit odd that thers is a tendency to talk
about the work as being 'social’ or parficipatory just because
it imolves a group seemingly doing something together, or
actually, mose ‘at the same time’ than ‘together’. The work
shows mone what ideas we usually connect to the image of
a group than what actually goas on in the films. | am not sune
what | would say &t the moment in 2009, More and mose, the
way | am working with people in the films is about creating a
relation to what goes on around each individual, somathing
that is the ‘other’; society, other people, elc. Actually, mona
and more recently, every time | come up with a new idea for
a filrm | feel, ‘ob no, not a group again..." but it is a bit about
how the projects have come together, as they are oftan being
shaped around an activity that has ‘required’ a cast of more
than one,

A quastion that is possibly dull, but possibly necessary:
how do you personally trace the shifts and changes from
work to work to date? [s there a ‘developmental arc’ of the
‘broader project’ that you can ascertain thus far?

| &m not sure | can say, mysel, if there is a broader project.
To me, on one hand, the fims ane all very different from each
other, et, at the same time, they are probably about the same
thing, just from different angles and aspects. | think definitely
each work is growing out of the previous one and that they
are depending on one another. | work very slowlhy, with around
one big project per year, or sometimes avan less. Often, | am
trying to develop my way of working in a way that might not be
as visible for others as it is for me. My working methods have
had a tendency to be a bit dogma-fke; | have enjoyed having
certain rules to structure the work. For example, for a while
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| only worked with the sound/music from the actual event/
recording. Anather is that | have not wanted 1o use dialogues
—of put the soundtracks on records, etc, These became nules
for a while that later | starled io try and break, as a reminder
that | am free to do what | want, It 15 50 easy 10 get stuck in
methods that become rules, but not In a creative way, So for
evary work there is always something | want to break up, that
| have so far not dared or wanted to do.

I think it is just a very practical way to keep yourself challenged,
And sometimes it could just be about getting back to some
place where you once started. For example, in the most
recent fim | just finished, I'm ibst without your rhythm, | am
collaborating again with a choreographer | worked with on
another film ten years ago. And after having made a couple
of more documentary type of projects, | felt the need o work
a bit more abstractly. | have also ahways said that | never work
with actors, but this time | worked with acting students — but in
a situation whare they ane not really acting but instead involved
in a chorepgraphy workshop, This led to a very different
collaboration and expression that was new 1o baoth them and
me. 5o somehow there has to be something new 1o exploe
both for me and for the other people involved, even if it is just
about taking tiny steps each time.

I read, somewhere, about you "doing research’ for a particular
work. But for some reason | found it hard to imagine the sort
of research you might actually do. How does the process of
inspiration, planning, research, doing, etc, go for you?

| gan understand why you wonder about this. The last couple
of years | have made quite site-specific work in other countrias,
so tha research pant often involves a fot of traveling and
spending time in a specific place. Many times | bring some kind
ofidea or "question’ to these places, but then | need to anchor
it; sea if it can make sense in this specific place and,  so, |
spend quite a lot of fime meeting with people, looking around
for locations, etc. finding cut the history of the specific themes
and puidings and socleties, efc. These things might not be
as evident in the final result, but for me it Is impartant for the
foundation of the work, that no matter how crazy an initiated
art project can sometime appear, it is connected 1o something
real somehow and can makea sense for the people taking part
and for the place where it is made. So even though | am into
the field of art, | am driven by a functionaiistic approach which
means there has to be soms kind of 'usefulness’ imobved,

How do you determine the length of your works? Is there
a cerfain level of experience you want to deliver when you
come up with an idea, a subject? Or is it something that is
maore arganic, that develops out of the footage?

| never know the length of the film until towards the end of the
editing process, This is oneof tha mast difficult and someatimas
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mast stressful parts of the whole procass; not knowing what
type of fitm | am making unfil quite late in the process. With
Thiz is how we walk on the moan (2007}, a project that was
filmed during two days, there were many passibilities and |
did not know until after having reconstructed this journey into
‘ona’ that it had to have the specific length in order to “feal’ it.
The film | just finished editing & coupla of weeks ago had forty
hours of footage that | had to edit my way through during
five months in order to understand how long it had 1o be.
So this is determined by the footage. But that is also what |
lova about making these types of fims, and 1o make them in
the figld of art, that it is possitile to play around with formats
this way; that the film itsell decides if it should be 3 minutes
iong, 30 minutes ar even 30 hours. The length of films in the
fim waorld, as well as the length of songs in the music worid,
is many times so extremely standardized and conventional. |
find it guite amazing that it Is so saldom broken up.

Connected to the idea of time is my fesling that there s a
kind of languor in your work, Or maybe not languor exactly,
maybe [t's the sense that in your work activities take place
in the time it requires for them to fully occur, What are your
thoughts on pacing?

This time aspect | do not always think too much about, but i1
is probably a key thing somehow - the working pace | have;
making work vary slowly, focusing on one project per year or
even less, latling it take a long time, But | know | have also, in
the beginning, had a desire to create a place where you can
freeze time for a moment, to press pause for a bit and focus
on the things in the everyday that you normally don't pay too
much attention to. And | think art |s atso the place In which
you can focus on this kind of reflection which requires time.
More and more | have been interested in working with thess
rhythms within the work, and so there is a mix of different
speeds happening at the same time, and a kind of dynamic
in batwean them, Some works are rhythmically cut up, ina
quick rhythm, while at the same time showing something
going on slowly during a longer time. It is probalily a feeding of
how the inner pulse meets the pace. In the most recent work
it is actually all abaut rhythm and the increasing of speed.
There's a lot of running which was linked lo the phenomena
af how we, as human beings, start 1o run in a situation of
crisis. And how we, in this ongoing increasing of speed In
socialy, can find ourselves In a constant 'crisis’ reaction,

In an interview once you talked in a really beautiful way
about your art school beginnings; the sense of trying to
make something, trying to be, to figure stuff out. And now
your work is about the activity of learning, and the space
and time of learning, It's like you are both making and
extending your own ideal art school,
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That iz a wonderiul way of locking at it. To me, when | started
making art and listening to teachers and looking into the
universes of other artists, it was not anly about art and artists,
but also konstndrsskap which | think could be transiated from
Swedish to maan artistry, It's a word that embraces process
somehow — both the ant, the making of it, and your self.
Suddanly it gave another perspective of how to look at these
things and that it was possible to think about your own so-
caded arlistry in a very long perspective and to look at it as a
continuing, ongoing procaess. This way you are never finished
and the icea of going 1o an art academy for a couple of years
is not about getting the education and then starting, it is very
floating. | was also lucky to have a couple of teachers who were
vary non-hisrarchical in this way, always reminding ws students
that we ware all in the same boat. They wam never above us
studants, it was all about still finding out what and how 10 do
things, about redsafining, twisting and turning, and leaming.

On this idea of constant twisting and turning, your work
loops seamlessly and our knowledge of what we have
seen (already a memory, unreliable) shapes how we see the
present loop. How important is this specific kind of looping
for you?

| really have a nead to see things over and over again; 10 see
the variations and the nuances. The making of loops started in
a way with the film Projec! for a revalution, and the idea of the
word revalution and its circular mesaning; also the way history is
repeating. it pecame also a form | could usa in a physical sense
1o, in tha flm, show peoplke getting stuck In this form, not being
able 1o break oul, Then, for each film, | have enjoyed finding
out other ways of using the loop and/or the repetition in a way
that craates a different meaning for the specific film. In Magica!
Wiaric! (2005), the loop shows & canstant, ongoing rehaarsal
for something: an ongoing adpestment, something that might
naver be finished, Or in Where she iz af (2007), where after
hanving jumped finally, the woman on the diving board starts
to dimb up again and there is never any ending or clima;, just
the way it should be, fulfiling a norm. The loop has also been a
way 1o stay in this present-tense, tha here and now, the frozen
moment. In You Don't Love Me Yet the repetition becomes
Fe a mantra, each version s repeating but sightly altering,
changing sormething, laking small steps towards a goal that
not also predefined, like in Arthur Bussall’s This s how we
walk on the moon’ lyrics: 'Each step is moving, moving me up,
ons tiny, ty, tiry move, it's al | need, and | jump over’.

This fast question ks about the reading of the accumulation
of tiny moves that compose your work. You're a young artist,
yet there are a lot of interviews, and your voice and words
are very present when one comes to the work. Do you have
any thoughts about this presence, and more broadly how
the work is interprated and written about, and indeed how it
is/should be experienced by the viewer?

8

| have been so lucky 10 have the possibility 1o produce waork
in the time | have neaded, very slowty. And | have also had the
oppartunity 1o show the fims a lot — even the work | made
ten years ago | show again now, alongside more recent work,
Tha possibility for myself to then see the films again and again
in different contexts and places, s (for mysel) creating a kind
of never-anding and growing reflection on what | do. It really
is a hecury situation, a way to keep the siow rhythm of the
making of the film alve and also afterwards in the mesting with
an audience. But when the work is also project-basad with
a conceptual background (evan though [ feel | have also one
oot at the same time within a mare tuithe way of working,
there is a tendency 1o raad the work very concaptually - from
A to B, efc. | always fry, though, to work with many layers and
meferances, and these can all be active at the same time; | am
not after one type of understanding. And | am really interested
in the possibility for people to enter it from different directions
and levels,

On another level, itis intaresting that many of my art expenences
do nod even come from having seen a work, but reading,
hearing about it Thers s something about this potantial of
‘talking about art’, the vision and ideas floaling around, that |
think is 5o beautiful and inspiring. A work is not just a work ina
gallery, it can have a history around it and it can ve and exst
in talks, discussions and intendews. This goes back to the idea
of works being catalysts, to raise discussions, which for mais
what it is all about.









opposita page:

Phatograph from the making

of the fim, Where she &5 &t, 2001.
Photographer: Jan B Christensen

this page:
Where she Is at, 2001
WD (stills)

21



opposie pags.
You Don't Love Me el tour poster
Designer: ABAKE

this page:
Your Don't Love Me Yer, 2003
Photographer; Emaniuel Amborg



Jou don't

Lovo me qo't

Tour 2002 - 2009

#1 lndex, Stockholm
&e E‘J!l.]l.rtuni K.un.r‘cmu.mu.m. B shilrtuna
# 3 Norrhdpings Konstmuseum, Nerrhtping —
#Y Tingshuset, O tersund
#5 Prieze Art F’lir, Londen .
B Vara Konserthus, Vara -

#Y Bar Rlahuone, Heluinki s
#8 Sjsmanshyrhan, Bivie
#9 T tad Konstmuseum, Fotad -
#10 Vedanta Ballery, Chicago
#1l Mitton Keynes Galtery, Mitton Keynes —________
#12 Pertival afd Wert, Utrecnt
#13 Pestival Boulevard, ‘S-hertogenboseh . ___
# 14 Veenfabriek, Leiden -
#1S Basis, Prankfurt —__ 4
#16 The Lab, San Prancisco
# 17 Madrid Abierts, Cireulo de Pellas Artes ________
18 Kammerspiete, Munich
#19 The Toft, Melbourne
#20 Kétnisener Kunstverein, Lologne _____________

Jou don't Love me yet, A Pilm by Johanna Billing
Rttantisstudion, Stockholm v

Y Detober 2002
23 Fluq'wi 2003
21 Enphmha'r 2003
Y October 2003

B Detober 2003

9 November £003
Y December 2003
E Decomber 003
2y Jinlﬂﬂl 2004
30 Apri 2004

15 Maren 2005

19 May 2005

5 Huqu:t 2005

1 November 2005
1T November 2008
16 Hu'mm.bm' 2006
12 Flhﬂlﬂ'ﬂl 200%
B December 008
16 Hug-u.rt 2009
22 August 2009

3 June 2003




Photographs from the

rmeaking of 1

You Don't Love Me Yel, 2003

r: Emanuel Almbormg

Photograghies












opposite page:

Henry Wagons, You Don't
Love Me Yet bve at The Toff,
Medbourne, 2008,

Fabulous Diamonds, You

Dan't Love Me Yot kve at The

Tofl, Melbourme, 2009

this page:

Ohyrpic Doughnuts, You
Dan't Love Me et ve at
The Tafl, Metbaurne, 2009

you Don't Love Me Yot
live at The Toll tour poster
Designer: Warren Tayior










A SONG BETWEEN US
HANMNAH MATHEWS

Johanna Biling likes music. It's a trait she shares with many
contemporary visual artists, some of whom even make
music themseles. But what sels Billing apart, and what
draws me Into her work, is the way music functions acrss
levels of action and reflection, expression and |dentification,
metaphor and form. Music can be found in the title of her
films, their accompanying soundtracks and the activity of her
subjects. ts composition imparts context and can anchor har
work Lo a period or mood. Titles and lyrics provida layers of
namrative, reinforcing meaning and intent. Music even offers
an aentry into works that may otherwise appear silent or
impenetrable. Through these means, Billing employs music
for its social function; s ability to connect and communicate
with the wider world. And, more specifically, by locating her
conceplual-filmic practice within the tradition of popular
music as a soclally expressive form, Biling places her works
in an unusual interstice betwesn the very categories of arl and
music themselves.

Unsurprisingly, given ils centrality, music has played a role in
Eiling's practice from the start. In 1998, while studying at an
school in Stockholm, Biling founded the record label, Make
it happen, with her brother, Anders, In its eleven-year history,
the labal has undertaken tours with unestablished groups and
artists working with music, and released eighteen records on
D and vinyl. Significantly, many of these acts have grown out
of Scandinavia’s demao-scene and the label operates in such
a way that artists retain the rghts to their work. ? As its title
suggests, Make it happen is grown from a DIY tradition and
has an intent that is at once active, creative and paolitical.

Music has also come to manifest itsell in Biling's visual
practice. The exhibition, Tiny Moverments at the Australian
Centra for Conternporary Art, introduces a selection of
Biling's video works from the last nine years that reference
the influence of music, along with other conceptual concems.
One of the earlier videos, Magic & Loss (2008), depicts a group
of people silently packing up the contents of an apartment
in Amsterdam. The owner remains i absentis as box after
box is filed with books, photographs, clothes and plants,
and furniture |s disassembled and loweed to the street.
Through her use of a generic inventory of domestic tems and
the silent activity of each subject, Biling draws our attention
to the fundamental ancnymity of the individual in socisty.
The impact of the work is expanded, however, through the
bormowing of its tite from Lou Reed’s 1992 album, recorded
as the musician grieved the death of two friends. With this in
mind, the intimacy and ephemerality of life s emphasised as
hase objects and personal keepsakes, familiar 1o the home,
are methodically removed, In his mock song, Reed sings,
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Thera's a bit of magic in everything, and then some loss 1o
even things'. In Biling's work, we watch as evidence of a life
lived systematically disappears in front of us.

| was introduced to Biling's practice through a mora recent
video, This /s how we walk on the moon (2007)° The
work was recorded while tha arfist was on residency with
CoBactive Gallery in Edinburgh, Scoftand. It centres on
Biling's ohservation of the apparent disconnection of the
city's population to the North Sea, and caplures a group of
lpcal musicians embarking on their first saling trip on these
watars. The day-long adventurs is documentad from stan o
finish, beginning with preparations on land at the Porl Edgar
Marina and culminating in the students’ voyage out to the
Firth of Forth Rail Bridge. Their journey is punctuated with
instructional diagrams and directions, and changing weather
conditions that echo the studenis’ first awioward steps
ino unknown territory. The work is titled after a 1984 song
written by musician Arthur Russell, and is accormpanied by
an improvised version of this song performed by Billing and
friends. In a literal sense, the song references the human
desire 1o conguer the elements; from vast seas to the voids
of spaca, However, tha orginal lyrics also evoke the feeling of
exciternent and adventura; 'One tiny. tiny, tny move, it's all |
nead and | jump over'. Together, the work's audio and visual
elaments combing to function like a good music video, with
the accompanying song remembered as the soundtrack to
one of life's significant moments.

Magrcal Word (2005) further iustrates Biling's understanding
of music's abiity 1o mark time and exist as an alegory of
larger complesities. Shot In Croatia during a summer's day
in 2005, the work documents a group of childran obediently
rehearsing Magical World; a song about transition, which was
ariginally recorded in 1968 by one of America’s first racially
mixed bands, Rotary Conngction. In the film, the song's yrics
are determinedly sung by the children in their second language
of English, and speak of transformation and uncertainty about
new futures. Throughout the work, scenas of the children
rehearsing altemnate with shots of the quist suburb outsice;
images of construction and advertising are juxtaposad with
a small boy who sings, “Why do you want to wake me from
such a beautiful dream? ... Can't you see that | am sleeping?”,
BilEng's editing style draws an overt association between the
children and the place: ke these children, Croatia is now
tantatively and cautiously taking steps towards defining a
new national identity and assimiating with the West. Ina 2008
interview Biling spoke of the relationship between the song
and her film: '| was interested in the possibility of being able to
express something personal with a voice of ang's own in the
midst of a rapid course of events',* Billing's appropriation of
this sang recognises its power and ongeing ability to axpress
the impact of change across generations and culture.
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The exhibition Tiny Movements i also accompanied by a
ive music event titled, You Don't Love Me Yed, Essentially a
music gig imolving local musiclans, each parforming & cover
version of a 1984 song by the same namae, this event has baan
presantad in twenty cities across the world since 2002, Tha
song perfomned at these gigs was originally written and sung
by American singer/songwriter, Roky Erckson, a founding
member of the 13th Floor Eevators and pioneer of tha
psychedelic rock genna.® The song's hyrics, °I just won't forget
because you don’t love me yet', offer a lovelom yet hopeful
lament to unrequited love. In attending one of Billing's gigs
the audience hears numerous versions of Erckson's song
played one after another.

Biling has commented in the past that she was drawn 1o the
=ong through its ambiguous meaning and uncanny ability to
stick in her mind. Al the time, she felt the song harbourad
great potential and this point i significant as it motivated the
project's conception, It was also behind Biling's decision to
use the format of the ‘cover' as a catalyst to explore ways
of maintaining orginality and uniqueness of personal, as well
as arfistic integrity, both on a individual and collective level,
On one hand, this framework locates the project alongside
recent practices of remixing, in which producers or musicians
rework famous songs that are then released on & remix
afhum. On another, the experence of listening to cover after
cover creates a sense of repetition, which in a farmal way fies
into the looping device employed by Billing in her videos. This
device slowly creates a sense of baing caught in a pattern,
of being fixed in a re-occuring cycle, Biling has likened this
gesturs to a desire to 'be in the moment'.

For Melbourne audiences, the You Don't Love Me il project
gits within a local landscape shaped by a long and thriving
music history and a recant resurgence of interest in artists
working with music.” For this chapter of Biing’s ongoing
event, ACCA has partnered with Marco Fusinato 1o present
the gig as part of his occasional series, You Don't Have to Call
it Music: music by wisuals artists at The Toff, This city-based
music vanue, with an established asdience and program of
gigs, is important to Billing's project as it firmly locates the
avant outside the gallery and in a music context. Billing also
seals to work with musicians: people with an established
musical practice who perform publicly. These performers are
invited to take part in the gig with full knowledge of Billing's
motivation and awareness that You Dont’ Love Me Yt is by
"o means a typical covers night.

The Ene-up for Melbourne's You Don't Love Me Yet event was
developed locally by Marco and myself, and repreésents a
snapshot of Melbourna’s indspendeant music scena = without
becoming a spectacle of diversity. The final programme
comprises both established and emerging musicians whose
collective sounds traverse the genres of rock, pop, folk,
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electro, country, [a22 and nolse, These include Henry Wagons,
Beaches, Melbourne Ukukde Kolective, Sophie Brous,
Super Wid Horses, ZOND, Fabulpus ODramonds, German
Shepherd, The Broadside Push, Olympic Doughnuts, Tic Toc
Tokyo, Francis Flagne, David Franzke and Teeth & Tongue,
Supported by Biling, these musicians have been invited 1o
take par in the gig, held a few days after Tiny Movements
opens at ACCASR

The pardormance is accompanied in the exhibition by a You
Daon't Love Me Yet archival installation. This consists of a film
made in 2003 that depicts a group of musicians recording
a cover varsion of the song in Stockholm's Atlantis Studio.
Video docurmentation of those gigs held over the last seven
years is also presented. Visitors to the exhibltion can sit down
and work thelr way through more than 200 cover versions
of Erickson's song, which demonstrate the possibiities
inharent in the cover; a rich mixture of genres, generations
and geographies,

The You Don't Love Me Yt project, in particular, expands
upan the distinctive location of Biling's practice batwesn art
and music. But what is also relevant, and most Interesting, is
that it opens up a spaca for har work to ba considenad in light
of tradition. In assence, the You ODon't Love Me Yet gig gathers
people together to perform their own intérpretation of a popular
song written over two decades ago by another author, There
is an emphasis on participation and revival. Similarly, within the
foik tradhtion, oral history Is passed down through generations
by way of stories that become nuanced in their repetition, yet
remain authentic expressions of times now past,

As an extension of this, folk music encompassas songs that
have criginated with an individual composer and have bacome
absorbed into the unwritten, living tradition of a community,
Each tima the song is perormed its existence is continued,
yet it is also located anaw; attachad to a new baing and a
new momeant in history, As a result, folk music functions as
a physical reification of time and significance moves away
from the song's lyrics to the actual act of revival through
performance, Billng's ongaing Yow Don't Love Ma Yet project
works in a similar mannar, recognising the potantial of such
traditions and the ability of each performance to be unique.
In this way, music continues its social function within Biling's
practice, and Fke follk music, works to ‘reset the moment'®,

Biling's work ks not often discussed in Bght of its location at
the intersactions between disciplines, genres or traditions.
However, it is fi= abiity 1o conflate and exist within thase
fielcds that make her practice ane of the maost interesting and
elusive, Within her works, Biling's embrace of the folk tradition
Is apparent in her emphasis on the handing down of skilis,
stores and songs across generations and cultures. Yet her
refationship with music also introduces an element of ‘presant-
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ness’, Music works in partnership with folk 1o te time together,
when we listen 1o music we associate it with our experience
of the hera and now, or relate it back to past fealings and
situations, Music doesn'l tend to position us in the future. The
looping commoanky found in Biling's videos, and the repeated
performance of an original song in her You Don't Love Me Yt
project, works 10 reinforce this sense of the 'now’.

Bilings clever use of music from varous genres - rock,
eountry, psychedelia - not only demonstrates her considerable
music knowledge but atso her understanding of music’s social
function within popular traditions and popular culture. In this
way, she opens up her work to various trajectonies of music
and uses their ability to communicate and connect with
diffarent audiences. Biling's practice of recording, both in her
video work and perormance projects, must also be noted, &3
it creates a tension with the tradition of folk and its oral rathar
than written custom. In this way, Billing further emphasisaes the
‘present-ness’ of her works which, afthough drawing on long
traditions of sharing and community, continue to be located in
the here of today.

With reflection, it seems that music 15 a sulbiect mater thal
provides a shared, communal language that might, arguably,
be messing from the visual ars, Music is something that can
refiably connect and tie audbences together, and that, in fact
even creates audiences. Seen in this light, Biling's video
works move beyond the time-based happeanings of previous
genearations'® and reach out and between cultural layerings and
cultural affiiations. In this way they become personal, and in
the company of Biling's honest and knowing retationship with
musiz, we become connected by these songs between us.

' In this wry. Biling’s redationship with musc sils outaida the mirimalis axplontion
of sound a8 Beld (eg. John Cage, Ly Monbe Young, Brocoe Mauman) and hi mone
receant work of artsts who marmy the tormal quailities of Scund with visual oulcomes
fep. Ghwistian Marclay, b¥he Follay, Gary Hll. Her inbonests also eodst in poralial [o
sound art and e long history of parimartiation with lechrology dnd compaogition.
Clomar compantsons cnn ba made with the 1560s "happerngs” of Allan Knprow,
at & Bnd 0 recent project Ly LiK-artist, Phil Caollng, whose 200507 vdeo triogy
documants fans of 1860s band, The Smiths, parforming kamoke to e altam,
Lhe wovid won't afen, in Bogotn, Istanbul and Indorsss. None of (hoss saamples,
however, caphung the cistinct lyening of Bling'n work,

* Tha dema-sCens was comprsed of muscans who mmusnd unsigned By rmcond
fabeis. Today thes scana has essontially been usurped by Mysoece ard ather social
networking Ahes whan bancs can fow acthely promaole and dstritaibe thes own
.

? Documanta 12, devised by oriistico director Fogen M, Buangs! and curalor Futh
Noack, was held in Kassal in 2007 and leatumd the work of 109 artsts from 43
conmnines. This & how we wak on ihe moon wis presonind of The Sus-Pandlon,
accompaniad by custom-made snabing thal mforonced e outlings of ths boa's
safs and Iha kinclionality of 1he common foldng char. Thess seals Mind Deen
recranbad for the Tiny Movemenits editation af ACTA.

* H Salcer, Mo fms about songs, Gliis and crcies’, Look bafind L, a Blus Sy,
Hatje Cantzo, 2007, p. 56,

* i music histony, Encleson has comd to stand s an rtoresting figune of nstilidional
ressstance and comebaci. in TRE5S, after nofhusing 10 ol b har, Efickeon dnpped
out of high school and formed a fumber of birds Balor being hospitalned for
pamancid schipophrenia and mvoluniarly  moeving  slectocomulshe . thisagny:.
Falaased in thi mid-Ts, Erclkson formad @ sones of nin bands belan gong un-
medicated and developing an cbaessian with mail: b vwies subsaguently amested
Tor mad Thett. in 2001 Erickaon’s brobher vk iamndod legal custody ol e musician
and secuned mecical taatrrand that has enabied Ericheon o singe o comoback
with necent parformances o Callomas Coachelln Fistral and the Solth by
Senshwenl mumic hesthal in Tesss,

Fin populs musc, A ‘oove vergion', or smply ‘cover, 8 8 rew endiion
[portorrrancs or rcnnsng) of 0 previously reconded, commencially relsased song,

" Apcont propicts inclitnbed by visunl arts cogansatons thal mohe arists working
il i inciucie (he Linden Canbr for Contemponnny Ar's Unded Arisls concen
Faisked il wie Pt Thosatres in 2008 Fremanile Aris Cantre's Bon Scoft Progect of fhe
s oo, and the lan Pother Museum of A upcoming The Shioh Progct whch
ivlees artisla to complite 1he cover &t ol Med Diermonds 1970 album. in 2008
Gt Contemporary Arl Spaces slan presemtsa 21: 100: 100, & major survy ol
100 weorks: by 100 sound Arists producad in fhe 2152 cenbury:

 \idoo docurméniation of s pedormances will be viewabds al AGCAE webats
afler e evenl. Ses wearsLaccaoning or.au

[0, i, *Last rre sty st | e and bef e kack out the jams: 8n sppaciation of
2% contury mound aet’, 21; 100 100, axhitshon catalogue, Gertruoe Comemporasry
Ast Bpaces, Mabourre, 2008, p, 3500

" Acconrding o Wikipaoka, Allon Kaprow et coned e lem ‘happening” in
tha speng of 1857 at an arl o 5 Georpe Segals farm. inoan &M hisioncal
conbed, Th ferm = generby Lead 1o describe A parformance, @eent of BiuSton
fhal i ofen mulli-disciplnary i sesks 1o vole (he audience in some capocity,
Fary contributorn 9 ihe form incheded Caroles Schassmarn, FAoban Whiman,
Jirm Dind, Clney Oicdanburg, Fobert Dedor Beowny, Lucas Samarss and Roben
Rauschonberg,
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BIOGRAPHY

Born in 1873, Johanna Bding i a Swedish artis! who curmantly messdes in
Stockholm, Blling graduated from the Korstlack Unbersty College of
Ants, Crahs and Design, Stockholm, in 1998 and has exhibited her work
extensively throughout Eumpe, Amenca and the Uinited Kingdom snoa the
k=180, Billing works malnly with wickeo and music through her iabal Miake
I harson,

Biling participatad In her first axhibition in 1886 and snce 1hen has held solo
mummmm Stockholm 2007k Indax, Stockhoim

Johanna Biing: LMMMEMWWMMWW
of two major solo axhibitions heid at the Museum ir Gegenwartshunst,
Basal end Dundes Contamporany AAs in 2007

Bilkng's works have been inciuded in & number of curated pmjects praseamed
&t leading conemponany art institutions, Including tha Tate Madem (Hem we
danca, 20081 CCA Waltis Institule for Contemporary Arts, San Francsco
(Armatiirs, 20081 Msds d'An Modermae de la Vile de Paris (Playback,
2007 Sedelik Museum voor Actusls Kunst, Ghent (Black s Black, 2007);
Witte de With Canter for Conternporary A, Fottendem (Don Oujote, 2008);
Do Appol, Arrsterciam (Grnaty in Arf, 2005); and the Rooseum Canlar for
GConlemparany A, Maimd (Baltc Sabel, 2002). Bilngs work was also
featured in Roger Buergel and Ruth Moack's Docurmerta 12 [2007) tha

Contermporary ;
Bonarri and Danisl Bimbaum for the 50¢h Venice Biannake (20053,

Biling's fim pieces have been included in numanous festivals and screening

programs, including Beyond Cinama; The At of Projction, Hamburger
El.alsm:a‘ mﬁmwmmmmssms
Kinstierhas Bathanian, Bafin [2008), Hor works ane also held in a range
af mtermational cobections, Incuding Malmd Konstmussun, Musee d'Ant
Medema de la Vile de Pars, Museurn ol Comemporany Art, San Diesgo,
SR, Van Abibemursaum and the Modama Msest,




LIST OF WORKS

Progact fov a revolution, 2000

WD 03. 14/00p
Cinermsograpity by Johan Phifips and Hanry Moo Seldor
Sound by Manko Adamsson

Missing o, 2001
OVD 03, 14/00p
Cinematograpty by Manne Lindwall
Co-produced by Rooseurm

Whare sha & af, 2001

VD 07 35A00p

Cinamatography by Hanny Moo Sedoer

Produced by Modarma Museat Profakt and Oslo Kunsibal

Yow Dont Love Me Y, 2002-08
Installation of archival and OVD documentation from ongaing e tour

Yo Dion't Love fde Yt, 2004
VD 0743
Cinomatograptty by Manna Lindwall
Mmbrﬁuw&mm{mbhhadwnﬁﬂm 1984)

Musical arEngemonts Dy i Lundén
Recorded and mixad by Porus Clsson in Aiantis Studio, Stockholm,
Jurm 2003
Produced by index - The Swedsh Comemgonry A Foundalion i
collptoration with NIFCA, Helsinki
Co-producers and collabormathe pariners Tor the fim and towr Inchude Es-

Gatalanasnicponen’
Vars Kommun, Gavie Konsteonlrumy' Musikhusat and Kuitur och Friticd and
¥simd Konstmimeum,
That Duich part of the four was procuced in colaboration with the perfor-
mance tour festival ' | Can't Dance | Don't Wanl to Ba Part of Your Revolu-
tior', Thi Madrid svent was produced in colaboration with Madrid Abierto.

Magic & Loss, 2005

1Bmm $im transferad to OVD 168.52%00p

Cinematography by Nina da Costa

Carmarn assistant: Bas Tieia

Sound by Mario Postma

husic by Karl-Jonas Wincgvst

Featuring: Pia Sandatrom, Audney Wesren, Seon-Ja Seo, Jan Mech,

MWMWMHWMMME
Grants Committen, Sweden,

Magcal Workd, 2005

DVD 06, 12000p

Crmmalagraphy by Manne Lingwai

Musical arangemants by Petra Jezuthovc

Crrigingd gong by Sidnay Bames, 1668 (Chevia Music Publishing Com, BM
Participants; Petra Jendkovie, Sonja Boric, Tads Horwatic-Cagko, Mara
Matic-Soiden, Ena & Bara Anicic, Larka, Martn & Josip Mesiric, Kara &

Thes & how we walk on the moon, 2007

DVD 27 O0oop
Canematography by Manne Lindwall and Johanng Biling
Sound by Pia Patté

Faaturing: Johnmy Lynch, Emily Rofl, Joo Colier, Janny Gordon and
Gulhrie Stewart

Musical soundirack arrangad by Johanna Biing and performed by Johnny
Lynch jvocals), Kal-Jonas Wingvist (vocals), Sara Wilson (vocals), Andrmas
Shdarstedm (guitar and melodical, Ciwistian Hangren (colio), Hanry Moo
Selder igudar and bass), Tuomas Hakava (guitar and orgar)

Recorded by Tuomas Hakaa in Up and Running Studio, 2007 except fee tha

Original version of “This is how we walk on the moon’ weitton by Arthur
Russall Point Musie/Crangs Mouritain Music, 1084)

Scundirack mixed and mastend by Joachim Ekemmann, Make Wi

Tithe cands designad by Abéke

Recorded on tha Firth of Forth and at Port Edgar Marina, South Queenstemy,

Edintungh

Co-produced by the Colective Gallary's Cine Mie peograrmma (isad artist
Kate Gray, co-ordinators Kae Stancifie and Siobhan Camoll; peoduction
assistant Sl Browr), with support from the Scottish Ants Councl Lotlory
Fund, The Paul Hamiyn Foundation and Documeanta 12 wilth suppan frem
IASPES (Internations Artist Studio Program, Sweden),

You Don't Leve Me Yist, 2008

T mussic event

Sunday 16 August, Tha Toll, Molbourres

Al works courtesy (he artist
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