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FORORD

Konst beh6vs nar vi bygger vart framtida Stockholm. I takt med att en
ny bebyggelse breder ut sig och stadsmiljon véxer ar det viktigt att skapa
nya konstnarliga arsringar i och med dessa satsningar. Det dr ett arbete
som krdver en god samverkan mellan Stockholm konst och andra
aktorer sa att de bésta resultaten uppnas och for att konsten ska kunna
integreras med sina miljoer.

Sa har skett i Varberg dir Stockholm gjort en enastaende konstsatsning.
Och resultatet dr minst lika enastdende och fantastiskt — de stora bla
skulpturerna Virbergs jéttar av den franska konstnéren Xavier Veilhan.

Visionen for konstprojektet i Varberg var idén om en konstnirlig gestalt-
ning som formar ta avstamp i det redan byggda och formulerade och
darifran skapa ett sjalvstindigt uttryck som for dialog med de boende.
Pa samma sitt verkar Stockholm konst for att all konstnérlig gestaltning
i det offentliga rummet, genom placering och uttryck, ska bidra till ett
demokratiskt och inkluderande samhalle, dar alla som bor i staden har
mojlighet att ta del av konst och kultur.

Med Virbergs jdattar har vi tillsammans med Xavier Veilhan och hans
studio lyckats astadkomma just en sadan gestaltning.

Stefan Hagdahl
Chef Stockholm konst

FOREWORD

We need art when we build our future Stockholm. It is important that the
development and expansion of the urban environment is accompanied
by new artistic expressions. This type of work requires a good collabora-
tion between Stockholm konst and other actors in order to achieve the
best results and to ensure that art is integrated into its environments.

This has been the case in Varberg, where Stockholm has made an out-
standing investment in art. The result, the large blue sculptures, The Vir-
berg Giants by the French artist Xavier Veilhan, is equally outstanding
and fantastic.

The vision for the art project in Varberg was an artistic intervention
capable of taking its starting point in the existing development and then
creating an independent expression in dialogue with the residents. In the
same way, the ambition of Stockholm konst is that all artistic interven-
tions in public space, through placement and expression, shall contrib-
ute to a democratic and inclusive society, providing all residents of the
city with the opportunity to partake in art and culture.

With The Virberg Giants, in collaboration with Xavier Veilhan and his
studio, we have succeeded in achieving such an artistic intervention.

Stefan Hagdahl
Director, Stockholm konst




VALKOMMEN
TILL SKARHOLMEN!!

Nu finns en ny motesplats i Varberg! Alla som kom till invigningen av
Varbergs jittar klittrade upp pa den stora skulpturen. Méinga tog bilder
och kommenterade den bla fargen och den imponerande storleken.
Flera drojde sig kvar och pratade med konstniren och med varandra.
Det var tydligt att det inte bara var skulpturerna som invigdes, utan ock-
sd en ny plats att traffas pa.

Skdarholmens fyra stadsdelar: Varberg, Skdarholmen, Sitra och Bredéng,
planerades och byggdes under miljonprogrammet pa 1960- och 70-
talen. Sedan dess har ingen storre stadsutveckling skett i omréadet, forrdn
nu! Stadsutvecklingsprojektet Fokus Skdrholmen innebér en satsning
som samlar Stockholm stads forvaltningar och bolag kring en gemen-
sam ambition om att fa i gang bostadsbyggandet hédr. Malsattningen ar
att Skdrholmen ska vara en 6ppen, innehallsrik och inbjudande del av
Stockholm, som lever éret runt och pa alla tider av dygnet. Variationen
av platser, bostdder och uttryck ska vara stor. De offentliga rummen ar
trygga och jamlika och linkar ihop omraden till sammanhallna stads-
miljoer. Naturen, strinderna och parkerna ar uppskattade, tillgdngliga
och vil anvdnda. Konst och kultur bidrar till attraktivitet, identitet och
forandring.

Konst och kultur dr viktiga inslag i staden och kan vara ett verktyg i
stadsutvecklingsprocessen. Konst dr ett sitt att skapa dialog och diskus-
sion, att ge en plats at ett nytt sammanhang, men kan ocksa vara en
markor for en storre utveckling som har i Varberg. Varbergs jittar ar
tva kraftfulla konstverk, minskliga figurer som tack vare sin storlek blir
abstrakta, ndastan som landskap. Man kan kléttra och leka pa dem, upp-
tacka figurerna fran flera olika hall. De ger ocksa de bada platserna en
identitet, man kan sdga: " Vi ses vid jatten!”.

Stdder bestar ju inte bara av byggnader, utan utgors till stor del av
gator, torg, parker, lek- och idrottsplatser, ett sammanhéngande system
av offentliga rum. Dessa mellanrum ér viktiga métesplatser och de skapas
till stor del av manniskorna som anviander dem. Strak, torg och parker
har stor betydelse i staden som demokratiska spelplatser och ar en viktig
del av en stads identitet. Det dr i dessa stadsrum som det gemensam-
ma stadslivet pagar och moten mellan ménniskor sker. Skdrholmen &r
ett av Stockholms gronaste stadsdelsndmndsomraden. Park- och natur-
marken dr Skarholmsbornas grona vardagsrum och ska kunna anviandas
av alla. Véarbergstoppen &r en favoritplats for manga boende i Varberg.
Hit kommer Varbergsborna for att umgas, leka, promenera eller bara
sitta en stund och titta pa utsikten. Dessa platser dr viktiga for att vi ska
ma bra helt enkelt.

Nir Skdrholmen och Varberg nu vixer behovs fler vil gestaltade, levan-
de och innehallsrika offentliga rum. Flera parker i stadsdelen utvecklas
och nya gator och torg byggs. Pa dessa platser kan ocksé konst och kultur
bidra till nya méten mellan méanniskor i staden och 6ppna for fantasi
och lek.

Nu har jdttarna slagit sig ner pa tva platser och de bidrar till en ny stark
identitet for Varberg. De markerar ocksa startskottet for en stadsutveck-
ling som kommer att fordndra Varberg och locka fler boende och besé-

kare, i manga ar framat. Vilkommen till Skarholmen!

Karin Ahlzén
Projektchef Fokus Skiarholmen

WELCOME
TO SKARHOLMEN!

Now we have a new meeting place in Varberg. People who attended the
inauguration of The Virberg Giants climbed up onto the larger sculp-
ture. Many took photographs and commented on the blue colour and
its impressive size. Several people stayed on to talk to the artist and each
other. It was obvious that it was not only the sculptures that had been
inaugurated but also a new meeting place.

Skdarholmen’s four boroughs, Virberg, Skiarholmen, Séitra and Bredédng,
were planned and built as part of the Million Programme in the 1960s
and 1970s. Since then no major urban development has occurred in the
area. Until now. Focus Skdrholmen, an urban development project, is an
initiative that brings together the City of Stockholm’s administrations
and companies in a shared ambition to develop housing in the area. The
goal is to transform Skédrholmen into an open, content-rich and inviting
part of Stockholm, which is used all year round and at all times of the
day. It should be an area comprising a considerable variety of places,
housing and expressions. The public spaces should be safe and diverse
and connect the areas into cohesive urban environments. The nature,
the beaches and the parks are appreciated, accessible and well used. Art
and culture contribute to the area’s attractiveness, identity and transfor-
mation.

Art and culture are important elements in the city and can be a tool
in the urban development process. As a way of fostering dialogue and
discussion, art can provide a place with a new context and be a marker
for a more comprehensive development, such as in Varberg. The Virberg
Giants are two powerful artworks, in the form of human figures whose
enormous size makes them appear abstract, almost like landscapes.
One can climb and play on them, explore and discover the figures from
different perspectives. They also lend the sites an identity, one can say:
“See you at the giant!”

Cities not only consist of buildings, they are also filled with streets,
squares, parks, playgrounds and sports centres, a coherent system of
public spaces. Largely created by the people who use them, these spaces
are important meeting places. A significant element of a city’s identity,
the paths, squares and parks are of great importance in an urban envi-
ronment as democratic venues. It is in these urban environments that
the shared life of a city and encounters between people occur. Skirhol-
men is one of Stockholm’s greenest boroughs. Its parks and nature areas
are the Skdrholmen residents’ green living room and should be availa-
ble to all. A favourite place for many Varberg residents, the hillock of
Varbergstoppen is where people come to interact, play, walk or just to sit
for a while and admire the view. In short, these places are important for
our wellbeing.

As Skdrholmen and Vérberg grow, more well-designed, living and con-
tent-rich public spaces are needed. Several parks are being developed in
the district and new streets and squares are being built. In these places,
art and culture can bring people together, stimulate the imagination and
induce playfulness.

Contributing to a new, strong identity for Varberg, the giants have
taken possession of two sites, marking the start for an urban develop-
ment that will transform Varberg and attract more residents and visitors
in the years to come. Welcome to Skarholmen!

Karin Ahlzén
Project Director, Focus Skdrholmen
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NAGRA ORD OM TAVLINGEN

Uppdraget var lika enkelt som svart: att med omfordelade pengar fran
ett av stadens stora expansionsprojekt ta fram ett speciellt konstverk for
placering i Varberg. Projektet var glddjande eftersom det i praktiken
kunde visa en vdg ut ur dilemmat att de s.k. enprocentpengarna &r, och
skall vara, knutna till om- ny- och tillbyggnation i staden, nagot som
stéller till fortret i en 6nskan och ambition att Stockholm skall berikas
med bra konst dven pa stillen som ligger utanfér huvudstraken, platser
som verkligen skulle beh6va den energi som bara konst kan vécka.

Pa grund av projektets dignitet och budget var det sjalvklart med en
utlyst tavling med internationella fortecken och dartill en solid jury.
Efter sedvanlig prekvalificering aterstod fem konstnarer eller konstnars-
grupper som fick arvode att gé vidare for att inkomma med en fysisk och
digital skiss. Fran min sida som juryordforande var det lika sjdlvklart
att vi i juryn skulle soka efter ndgot solitt, nidgot signalgivande, nagot
som inbjod till interaktivitet. Efter ett omsorgsfullt vindande och vri-
dande blev valet till sist sjalvklart, Xavier Veilhan och hans tva bla jéttar.
Varfor? Jo dessa verk bade sticker ut och ar lekfulla i sin natur. De vack-
er, som all bra konst, kidnslor bade for och emot. De dr som ett visuellt
utropstecken som med fordel intas av barns lek. Min férhoppning, och
forvissning, dr att dessa tva utropstecken vackert integrerade i sin park-
natur kommer att vara till gladje under 6verskadlig framtid, bade for de
som bor i narmiljon och for de som tar sig ut med t-banan for ett besok
i Varberg. Just detta projekt visar att allt &r mgjligt, bara viljan finns -
och den fanns. Jag tackar sé juryn, liksom projektledaren Frida Cornell,
liksom alla inblandade parter for ett synnerligen gediget jobb.

Marten Castenfors

Chef Liljevalchs

Chef for Stockholm konst under tavlingsforfarandet
och juryns ordférande

A FEW WORDS ABOUT THE COMPETITION

The commission was as simple as it was difficult: using redistributed
funds from one of the city’s major expansion projects to produce a stun-
ning public artwork in Varberg. The project was gratifying because, in
practice, it could point to a way out of the dilemma that the One Percent
Rule funds represent, that they should be devoted to rebuilding, new
constructions and extensions, which thwarts the desire and ambition
of installing excellent public art in peripheral areas that really need the
injection of energy that only art can provide.

The dignity and the budget of the project naturally called for an inter-
national competition and a jury of experts. After the usual pre-quali-
fication process there remained five artists or artists groups who were
remunerated to submit a proposal. From my point of view as chair of the
jury, it seemed equally natural that we would look for a solid landmark
artwork that invited interactivity. Following a diligent perusal and much
deliberation, the choice finally became clear — Xavier Veilhan and his
two blue giants. Why? Well, the nature of these works is both striking
and playful. Like all good art, they evoke feelings for and against. They
are a visual exclamation mark eminently suitable for children’s play.
I am confidently hopeful that these two exclamation marks, beautifully
integrated in their park-like landscape, will be a source of joy for the
foreseeable future, both for those who live in the immediate area and for
visitors to Varberg. This project demonstrates that everything is possi-
ble, if only the will to succeed is there - and it was. I would like to thank
the jury and the project manager, Frida Cornell, and everyone involved
for an extremely solid job.

Marten Castenfors

Director, Liljevalchs

Director of Stockholm konst during the competition
and chair of the jury

TAVLINGEN
Bakgrund

Stockholm konst och Stadsledningskontoret i Stockholm, anordnade
under hosten 2017 och varen 2018 en internationellt inbjuden projekt-
tavling for den konstnirliga gestaltningen av tre platser i Varberg, en
stadsdel i Skiarholmens stadsdelsnimndsomrade i sydviéstra Stockholm.
Tavlingen genomfordes med stod av Sveriges Arkitekter och Stockholm
konst ansvarade for upphandlingen och sedan for projektledningen av
genomférandet av det vinnande konstprojektet.

Stockholm konst dr en del av Kulturférvaltningen vid Stockholms stad.
Verksamheten syftar till att producera byggnadsanknuten och plats-
specifik offentlig konst till ny- och ombyggnationer i samband med stora
stadsutvecklingsprojekt som drivs av stadens forvaltningar och kommu-
nala bolag. Stockholm konst arbetar ocksa med privata aktorer.

Fokus Skiarholmen

Det dr manga som vill leva och bo i Stockholm. Att staden vixer ar ett
kvitto pa att det dr en attraktiv plats. Trots det véixer den inte i alla avse-
enden ihop som en helhet. Istéllet 6kar segregationen och stockholmare
med olika bakgrund méter varandra alltmer séllan i vardagen. Hallbara
bostider maste byggas, framkomligheten behover forbittras och service
maste utvecklas for att méta en vixande befolkning med nya behov och
forvantningar.

Som ett led i utvecklingen har staden beslutat att genomféra projektet
Fokus Skérholmen i Skirholmens stadsdelsndmndsomrade, som omfat-
tar fyra stadsdelar: Breddng, Sétra, Skdrholmen och Vérberg. Malet ar
att ver 4000 nya bostdder ska byggas har och Fokus Skéirholmen ska
vara ett profilprojekt for socialt hallbar stadsutveckling.

De fyra stadsdelarna byggdes ut under 60- och 70-talen. Kénneteck-
nande for hela omradet ar att det préiglas av modernismens idéer om
funktionsseparering, gronska samt stravan efter ljus och luft i stadsrum-
men. Omradet har stor potential men praglas ocksa av socioekonomiska
utmaningar. Stadsdelarna ér platser med stora naturvirden. Forutom
skog och flera strander finns myllrande och livaktiga centrumbildningar.
Det gor hela omradet till en viktig och attraktiv plats for utveckling - sa
att fler kan bo och leva hir.

For att betona vikten av Fokus Skdrholmen satsade staden 16 miljoner
kronor pa konstnarlig gestaltning i Varberg. Staden gav Stockholm konst
uppdraget att, i samrad med Stadslednings- och Exploateringskontoren,
leda konstprojektet genom att arrangera en projekttavling och genom-
fora den konstnarliga gestaltningen.

THE COMPETITION
Background

Stockholm konst and the Stockholm City Executive Office, Sweden
organised an invitational competition for a public art project at three
sites in Varberg in the district of Skdrholmen in south-west Stockholm,
Sweden, in autumn 2017 and spring 2018. The competition was exe-
cuted with support from Architects Sweden. Stockholm konst was the
contracting authority that carried out the project management of the
successful art project.

Part of the City of Stockholm Culture Committee, Stockholm konst is
responsible for producing building-related and site-specific public art
for new and renovated buildings pertaining to the City of Stockholm’s
administrative office facilities and City-owned companies and in con-
junction with major urban development projects. Stockholm konst also
collaborates with private actors

Focus Skarholmen

Stockholm is a popular place to live and work. The fact that Stockholm
is growing proves that it is an attractive city. However, the city is not
coalescing into an integrated whole. Instead, segregation is increas-
ing and people of different backgrounds encounter one another more
seldom than before. In order to accommodate the growing population
and its needs and expectations, new sustainable housing must be built,
access improved and services developed.

As part of the development, the City of Stockholm has decided to execute
the project Focus Skérholmen in the district of Skdarholmen, which com-
prises the four boroughs of Varberg, Skdarholmen, Sitra and Bredédng.
The objective is to build in excess of 4,000 new homes and that Focus
Skdrholmen should be a profile project for socially sustainable urban
development.

The four boroughs were built in the 1960s and 1970s. The district is
characterised by modernistic ideas of separation of functions, green
areas and light and airy urban spaces. The area has great potential but is
also marked by socioeconomic challenges. The sites possess significant
nature values. In addition to woods and beaches there are lively commer-
cial and public centres which make the area an important and attractive
site to develop and provide housing for more people.

In order to emphasise the importance of Focus Skirholmen, the City
of Stockholm invested 16 million SEK in public art in Varberg. The City
of Stockholm commissioned Stockholm konst to manage the art project
by organising a project competition and executing the artistic interven-
tion, in consultation with the Stockholm City Executive Office and the
Stockholm City Development Administration.



Tévlingsuppgiften och de tivlande

Tavlingsuppgiften bestod i att ge forslag till konstnarlig gestaltning pa
minst tva och hogst tre specificerade platser i Varberg. Gestaltnings-
forslagen skulle omfatta ett idémissigt sammanhédngande verk i olika
delar eller bestd av enskilda verk som fungerar tillsammans. Vilka tva
eller tre platser som skulle inga i gestaltningen avgjordes av de tavlan-
de sjdlva. Kombinationen av de anvisade platserna erbjod de tivlande
konstndrerna frihet och méjlighet att skapa oforutsedda kvaliteter vad
giller placering, gestaltning och uttryck. Platserna, som ligger pa allmén
platsmark, skulle vara tillgangliga for alla och verken skulle téla fysisk
interaktion.

Fem konstnarer eller konstndrsgrupper valdes ut och inkom med varsitt
tavlingsforslag:

Se bergen — Ebba Bohlin (SWE)

Virbergs jittar — Xavier Veilhan (FR)

Soltidsscener — Rosa Barba (IT)

Sten Sax Pdse — Kristina Matousch (SWE)

Virna om stadens andar — Superflex (DK)

Jury och bedomningskriterier

I juryn for téavlingen fanns bred expertis och ling erfarenhet inom bade
bestéllarorganisationer for konst och utdvande konstndrer samt arki-
tektkompetens omfattande bade landskap och stadsplanering. En av
juryledaméterna hade lokal forankring i Varberg.

Juryn utgjordes av:

Marten Castenfors, chef, Stockholm konst, juryns ordforande

Karin Ahlzén, projektchef, Stadsledningskontoret Stockholms stad
Ernst Billgren, konstnér

Frida Cornell, gastcurator, Stockholm konst

Emma Lundborg, landskapsarkitekt, Exploateringskontoret Stockholm
stad

Ann-Sofi Noring, vice museichef, Moderna Museet

Anita Wernstrom, konstndr Varberg

Juryn bedémde tavlingsforslagen utifran de kriterier som utan inbordes
ordning eller viktning legat till grund fér tavlingen samt utifran de krav
och 6nskemal som stdlldes i tavlingsprogrammet:

« Konstnirlig gestaltning
Hur vil tavlingsbidraget visar pa hog konstnarlig kvalitet med precision
i uttrycket och &r realiserbart i en offentlig miljo.

« Konstnirlig hallbarhet

Hur vl den foreslagna konstnirliga gestaltningen bedoms halla bade
over tid och i fordnderliga offentliga rum och hur vl verken kan tala till
en bred publik.

« Social hallbarhet
Hur vl den konstnarliga gestaltningen bedoms kunna stddja social hall-
barhet s& som den beskrivs i programmets mal och vision.

« Funktion

Hur vél materialval, placering, konstruktion och belysning &r funktio-
nella och genomtédnkta. Hur vl dessa stodjer gestaltningen och bidrar
till att skapa ett unikt koncept.

« Genomforbarhet och forvaltning

Hur vil forslaget dr genomforbart konstnarligt, ekonomiskt och prak-
tiskt och hur vl den fardiga gestaltningen kan underhallas med rimliga
forvaltningskostnader.
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The Competition Assignment and the Competitors

The competition assignment was to present a proposal for an artistic in-
tervention for a minimum of two and a maximum of three possible sites
in Varberg. The artistic interventions could comprise either a single con-
ceptually coherent work in multiple parts, or multiple individual works
that functioned well together. The competitors were asked to choose
which two or three sites to include in the artistic intervention. The com-
bination of the designated sites provided competitors with the freedom
and opportunity to create unexpected qualities in terms of placement,
design and expression. The sites, which are located in public areas, were
to be accessible to everyone and the works needed to withstand physical
interaction.

Five artists or artist groups were selected and each submitted a compe-
tition proposal:

Se bergen — Ebba Bohlin (SWE)

The Virberg Giants — Xavier Veilhan (FR)

Soltidsscener — Rosa Barba (IT)

Sten Sax Pdse — Kristina Matousch (SWE)

Virna om stadens andar — Superflex (DK)

The Jury and the Assessment Criteria

The competition jury comprised experts with extensive experience of
public art procurement, artistic practice, architectural expertise in both
landscape and urban planning. One of the jury members was a local
resident of Varberg.

The jury comprised the following members:

Maérten Castenfors, director, Stockholm konst (chair)

Karin Ahlzén, project director, Stockholm City Executive Office
Ernst Billgren, artist

Frida Cornell, guest curator, Stockholm konst

Emma Lundborg, landscape architect, Stockholm City Development
Administration

Ann-Sofi Noring, co-director, Moderna Museet, Sweden

Anita Wernstrom, artist, Varberg

The jury assessed the competition proposals based on the following cri-
teria listed in no order of precedence and according to the requirements
and recommendations stated in the competition brief:

« Artistic Intervention

To what degree the competition proposal displays high artistic quality
with precision in the expression and to what degree the proposal is real-
isable in a public environment.

« Artistic Sustainability

To what degree the proposed artistic intervention is assessed to be dura-
ble both over time and in a changing public space and to what degree the
works can address a wide audience.

« Social Sustainability

To what degree the proposed artistic intervention is assessed to be
socially sustainable in accordance with the description of the pro-
gramme’s objectives and visions.

« Function

To what degree material selections, location, construction and lighting
are functional and well thought-out. To what degree they support the
artistic intervention and contribute to creating a unique concept.

Vinnaren
Vinnaren av Varbergstdvlingen blev Xavier Veilhan.

Juryns motivering:

Varbergs jattar dr ett visuellt slagkraftigt forslag som gar att méta med
kroppen och som etsar sig fast i medvetandet hos betraktaren. Det dr
bade lekfullt och har samtidigt en tyngd och tidlos ndrvaro. Med gestalt-
ningen kan fler naturliga métesplatser uppsta i Virberg och existerande
kvaliteter forstirkas. Verket har potential att bli ett ofdrdnderligt rikt-
mdrke i en miljé som ska genomga kraftiga omdaningar.

Varbergs jattar

Pelousens jitte ar 19 m lang, 9 m bred och 5 m hég. Skulpturen fore-
staller en liggande skiggig jitte. Den ser dock inte skrimmande ut utan
skulle kunna vara en uppforstorad version av en Varbergsbo som vilar
sig i graset. Konstverket dr uppbyggt av 85 monteringsfardiga staende
block i infargad bla betong. En himmelsbla nyans som kontrasteras mot
vinterns sno, varens och sommarens grona grés och hostens dova farger.
Nar Jjuset dndras under dygnet och arets olika arstider framtrader nya
former.

Huvuddelen av blocken har en bas med diameter av 98,5 x 98,5 cm och
varierande hojd. Dessa kubiska block leder tankarna till det digitala och
kan paminna om voxlar i ett jattelikt Tetris-spel.

Skulpturen har en kirna av gra betongpelare. P4 figurens brést finns en
plattform: en scen som uppmuntrar till aktivitet och kreativitet.

Strakparkens jitte dr installerad mitt pa en grasplan i Strakparken. En
kvinnlig figur stiger upp ur marken. Hon stdder armarna mot griset
som om hon satt vid ett bord. Verket dr 3 m hogt och liksom den andra
figuren bestar skulpturen av bla betongblock, fem stycken, men utan en
inre kirna. Figuren dr omgiven av en 30 cm bred ring i samma materi-
al. Den runda platan &r tackt av grés och i den inre delen véxer blom-
mor. Betongcirkeln, ett slags rockring, ger en antydan om rorelse och &r
gestaltad som en Sppen scen. De facetterade betongblocken och kubiska
formerna leder tankarna till ett pagaende arbete, som utvecklas i takt
med det fordnderliga bostadsomradet.

De tva gigantiska figurerna &r tillgingliga for allmidnheten, de kan
anviandas som bankar, bord, motes- eller lekplatser. Det uppstar en
interaktion mellan det gestaltade och den verkliga upplevelsen av plat-
sen, tva Oar i en urban miljo.

Skulpturerna kan ses bade som abstraktion och figuration, beroende pa
synvinkel. Nar man ndarmar sig skulpturerna forsvinner de ménskliga
figurerna och de blir en del av landskapet och paminner om t.ex. klippor.
Blockens facettering ar en aterkommande teknik hos Xavier Veilhan,
som bottnar i en vilja att férandra och utforska perceptionens granser.

« Feasibility and Management

To what degree the proposal is artistically, economically and practically
feasible and to what degree the completed artistic intervention can be
maintained with reasonable management costs.

The Winner
The winner of the Art Competition Varberg was Xavier Veilhan.

The jury’s statement:

The Varberg Giants is a visually striking proposal. It is approachable, tac-
tile and ultimately unforgettable. It is playful while also possessing gravitas
and an ageless presence. This intervention will encourage the emergence of
more natural meeting places in Virberg and reinforce the area’s existing
qualities. The artwork has the potential to form a permanent landmark in
an environment on the cusp of a dramatic transformation.

The Varberg Giants

The Pelousen Giant measures 19 metres long, nine metres wide and five
metres tall. The sculpture is in the form of a reclining, bearded giant,
a possible representation of a Varberg local resting in the grass. The
artwork is composed of 85 prefabricated blocks of blue concrete. Hav-
ing the colour of the sky, it will stand out from the snow in the winter,
from the green grass of spring and summer and from the muted autumn
colours. As the light changes, during the day and during the year, differ-
ent shapes appear.

The majority of the blocks are 98.5 x 98.5 cm at the base and of variable
heights. These cubic blocks evoke a digital dimension, like concrete vox-
els in a giant Tetris game.

The sculpture has an internal core of grey concrete columns. A small
platform appears on the bust of the figure: a stage that encourages activ-
ity and creativity.

The Strakparken Giant is installed on a grassy area of the Strakparken.
This female bust emerges from the ground, resting her arms as if sitting
at a table. The work is three metres tall and is composed of five blue con-
crete blocks, without an internal core, surrounded by a 30 cm wide ring
made of the same material. This round plateau is covered with grass and
flowers in its inner part. The concrete circle, a type of hula-hoop, sug-
gests the idea of movement and is designed as an open stage. The faceted
concrete blocks and cubic shapes refer to a work in progress, evolving
like the changing neighbourhood.

The two giant sculptures are fully accessible to the public and can be
used as benches, tables, meeting places or playgrounds, creating inter-
action between the representation and the actual experience of the site;
two islands in an urban environment.

The sculptures may appear as abstract or figurative, depending on one’s
point of view. As one approaches the sculptures, the human figures
disappear and become part of the landscape, reminiscent of cliffs or
rocks. The facets of the blocks are a recurring technique in the work of
Xavier Veilhan, rooted in a desire to transform and explore the limits of
perception.
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INTERV]JU MED XAVIER VEILHAN
Vad var det som inspirerade dig att skapa jdttarna?

Det tog ett tag innan teamet och jag, och framforallt scenografen Alexis
Bertrand fastnade for de hir figurerna. Fran borjan laborerade vi med
abstrakta former. Vi ville skapa ett omrade som de boende i Varberg
kunde ta i besittning och anvinda sig av. Det skulle vara ett sitt att for-
ankra ménniskorna vid platsen. I slutindan 6vergick vi till en figurativ
representation, men fran borjan hade vi inga figurer i atanke utan bara
det jag kallade for ett "monument”, ett omrade med bankar och sitt-
platser och volymer som man kunde kldttra pa - ett "rent” omrade mitt
i naturen.

Det som inspirerade mig mest var mitt forsta platsbesok i Varberg. Det
ar ett forortsomrade dér naturen borjar ansluta sig till staden. Man har
tillgang till vattnet pa ena sidan och till kullarna pa den andra. Vi visste
att var konstnarliga gestaltning skulle handla om skala; naturligtvis inte
hemmets skala utan snarare tradgardens skala, ett naturomrade med en
anstrykning av urbanism. D4 det rorde sig om ett stort omrade kiandes
det logiskt att arbeta med stora komponenter.

Vad betyderna jittarna for dig?

Nir vi hade bestdmt oss for att projektet skulle vara figurativt borjade
vi experimentera med olika figurer. Vi uteslot vertikala formationer ef-
tersom de skulle bli alltfor dominerande och tekniskt kriavande. Jag var
mer intresserad av nigonting som kom upp ur marken, nagonting som
néstan tillhérde omradets naturliga topografi. I nirheten av den stora
jatten finns det en stor sten som inspirerade mig mycket. Den blev en
mattstock for gestaltningen.

Vi testade manga olika figurer under forberedelserna infor Varbergstav-
lingen och de som fungerade bést var de som vi redan skannat.* Nar vi
vann tavlingen bestdmde vi oss for att behalla dessa avbildningar istéllet
for att skapa nya.

¢ En 3D-skanner alstrar punktmoln som skapar en identisk digital avbildning av en modell.
Datafilen anvinds sedan for att konstruera det fysiska objektet. Med hjélp av 3D-skannings-
tekniken skapar Xavier Veilhan liknande och igenkinnliga statyer. "Det ér inte en annan
figur”, sager han, “utan en tredimensionell forvandling utan skala, ett spoke pa sitt och vis:

en formlds varelse, en form utan vasen.”
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INTERVIEW WITH XAVIER VEILHAN

What was your inspiration for the Giants?

We - I mean the team and I, and specifically scenographer Alexis Ber-
trand - didn’t arrive at these figurative shapes immediately. For a long
time during the initial process we were thinking of an abstract form. We
thought about designing an area that could host the people of Varberg,
inviting them to rest and to occupy this particular zone that wasn’t in use
before my project. It was a way of anchoring the people to the place. In
the end, we switched to a figurative representation, but it’s funny to think
that there were no figures at first, only what I call a “monument”, an area
with benches and seats and volumes that you could use to climb on - a
“clean” area in the middle of nature.

My first visit to the location inspired me most. It’s a suburban area where
nature is starting to connect to the city. You can reach the coast and the
nearby water on one side and the hills on the other. We knew that our
intervention should be a matter of scale: not a domestic scale obviously,
but rather the scale of a garden, a natural space with a hint of urbanism.
Since the area was large, it was logical for us to work on large-scale pieces.

What do the Giants mean to you?

When we decided that the project should be figurative, we experimented
with different figures. We naturally did not use vertical postures, which
were too dominant and harder to implement for technical reasons. I was
more interested in having something coming out of the ground, almost
belonging to the natural topography of the surrounding area. For
example, near the larger giant lies a big rock that inspired me greatly.
It became the measurement standard of my intervention.

We tried out several figures in preparation for the Varberg Art Com-
petition and the ones that worked best were those that we had already
scanned.* When we won the competition, we decided to keep these
portraits instead of creating new ones.

* 3D scanners generate point clouds that construct an identical digital copy of the model.
This computer file is then used to conceive the actual piece. The use of this three-dimen-
sional digitisation allows Xavier Veilhan to create similar and recognisable statues. “It is not
another figurine,” he says, “but a transformation, three-dimensional and without scale, a

ghost in a way: a shapeless being, a shape without being””




Jag skapade en byst och en liggande figur. Pa franska kallas den sist-
ndmnda for en “gisant’, det vill siga “en liggande figur pa en sarkofag”.
Silhuetterna blir vildigt intressanta eftersom de forestiller doda perso-
ner i en levande stillning: de ligger pa rygg, men kldderna ar skulpterade
som om de stod upp. Men jag ville inte att den stora figuren skulle leda
tankarna till déden utan snarare till en idé om historien. Jag ville att den
skulle vara mindre skrimmande och mer effektiv.

Den liggande figuren dr baserad pa den kdnde amerikanske musikpro-
ducenten Rick Rubin. Vi reste till Kalifornien under vintern 2014 for att
avportrattera honom i hans magnifika hus bland Malibus kullar. Han
ar kind for att alltid ta en tupplur under arbetspassen i studion, sa jag
foreslog att vi avportritterade honom i liggande stéllning. Han lade sig
ner men paminde da alldeles f6r mycket om en d6d méanniska sa jag bad
honom att boja pa ena knidt — och da sag han plétsligt ut som en man
som lag och vilade sig. Det dr alltid lite svart att veta vad som gor att en
liggande person ser levande ut. Jag anser att det ska se ut som om perso-
nen skulle kunna rora pa sig, men ndr man skapar en skulptur vet man
ju att den inte kan gora det.

Den kvinnliga figuren bygger ockséa pa en verklig person — mina forra
ateljéchef, Mahaut. Jag letar alltid efter allménna figurer men jag gillar
ocksa nir de ar specifika. De utgar fran min unika relation till dem. Det
kan finnas en bakgrundshistoria men det kan ocksa vara sa att jag kin-
ner stark sympati for en okdnd ménniska. En omedelbar forélskelse. En
visuell fordlskelse. Det klickar till, precis som det gjorde med Rick Ru-
bin. Det har hént att jag stott pa ndgon och genast fragat om de vill pose-
ra for mig, men for det mesta finns det en relation av tillit i bakgrunden.

Varbergs jittar betyder vildigt mycket for mig. De dr mitt hittills storsta
verk och det var forsta gangen jag anvinde mig av tekniken med infarga-
de betongblock. De gjots i Tyskland och transporterades till Stockholm
ddr de monterades pa plats. Vi forsdkte gora processen sa snabb och smi-
dig som mojligt vad giller energiférbrukning, tillverkning och konst-
nérlig kontroll. Det dr inte helt enkelt att skapa ett utomhusverk fér ett
klimat ddr temperaturen kan variera fran plus trettio grader pa somma-
ren till minus trettio pa vintern! Det viktigaste var att undvika att vatten
tranger in i skarvarna, fryser till is och spranger blocken. Arbetet kan f6-
refalla véldigt enkelt eftersom det ror sig om staplade betongblock, men
de maste installeras med stor precision. Det var en krivande process och
tekniskt véldigt intressant, for jag ville att blocken skulle installeras som
i ett mayatempel eller en egyptisk pyramid. Det &r forstas mycket lattare
att gora det med dagens hjdlpmedel. Vi kommer definitivt att utveckla
nya arbeten med den hir tekniken. Infargningen ger betongen en vacker,
genomskinlig vattenfargseffekt, som nédr man tittar pa himlen eller pa
sin hud, det finns en viss fargkvalitet som dr férknippad med material-
ets genomskinlighet. I det hir fallet dr betongen inte genomskinlig men
den har samma fina kvalitet eftersom fargen kommer inifran. En malad
yta skulle vara alldeles for 6mtalig. Den hir solida kvaliteten ar valdigt
viktig for mig. Om man bryter sonder en sten sa ser man att att insidan
har samma egenskaper som utsidan. Det var sa vi ville att skulpturerna
skulle vara.

Du arbetar ofta med manghorniga former. Ar det en referens till var
alltmer digital omgivning?

Jag minns hur jag som barn sag manlandningen pa tv. Det var en av-
gorande hiandelse i mitt liv och en enorm forandring i var civilisation,
men dn viktigare for mig, och sirskilt da som konstnir, dr den globala
overgangen till en digital varld. Nar jag borjade som konstniar fanns det
inga digitala verktyg eller plattformar, inga digitala fotografier eller in-
spelningar. Allt var 100 % analogt i min forsta ateljé, forutom CD-skivor
kanske. Det var nagot av en chock att ga 6ver till det digitala men jag sag
det som helt naturligt att férsoka forsta vad det innebar. Jag blev ganska
snabbt intresserad av denna atomistiska vision av vérlden, att man kun-
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I created a bust and a lying figure. In French we call the latter a “gisant’,
which translates to “a recumbent body”. They are very interesting sil-
houettes, because most of the time they represent deceased people, yet
in a living position: they are lying down, but the clothes they wear are
sculpted as if they were standing up. I didn’t want this very large piece to
be connected to the idea of death, but rather to a certain idea of history.
I wanted it to be less threatening and more efficient.

This recumbent figure is based on the famous American music producer
Rick Rubin. We went all the way to California to make his portrait in the
winter of 2014, in his magnificent house in the hills of Malibu. He was
known to always take a little nap in the middle of his working sessions
in the studio, so I proposed to portray him lying down. However, he
looked too much like a dead man so I suggested he simply bend one knee
and suddenly he became a resting man. It’s always a bit tricky as to what
makes a reclining figure alive. To me, it is its potential to move but if you
are making a sculpture you know it won’t move.

The female figure also comes from an existing model. It is a portrait of
Mahaut, the former director of my studio. I am always looking for ge-
neric figures but I also like it when they are specific. They are grounded
in the unique relationship I have with them. There can be a history, but
I also don’t mind if T have a special sympathy for somebody I don’t know.
Let’s call it an instant crush. A visual crush. It fits, just like it did with
Rick Rubin. It has occasionally happened that I meet a stranger and
I immediately ask them if they want to pose for me, but usually there is
an existing relationship of trust.

On many levels, the Virberg Giants mean a great deal to me. They are
not only my biggest works to date, but it was also my first time using the
technique of pigmented concrete blocks. They were built from a mould
in Germany and then transported to Stockholm to be assembled on site.
We've tried to make the process as fast and convenient as possible in
terms of energy consumption, engineering and artistic control. It is not
obvious how to make an exterior piece in a climate that can go up to
30° in the summer and down to -30° in the winter! The most important
thing to avoid is to have water seeping into the joints that might freeze
and crack the concrete. The works seem, in a way, very simple because
they are blocks of concrete stacked together, but it has to be done very
precisely. It was a challenging process, but very interesting technically,
because I wanted the pieces to be made in the way of the Mayan temples
or the Egyptian pyramids. Of course, with today’s means it has become
much easier. This technique is definitely a starting point for my studio to
develop new works. The pigment in the mass gives them a beautiful wa-
tercolour transparent effect, like when you look at the sky or your skin,
you have a certain quality of the colour that is linked to the transparency
of the material. Here the concrete is not at all transparent but it has the
same noble quality because the colour is inside. A painting would have
been too fragile. It is very important to me to have this solid quality.
If you look at a rock and break it, the inside is the same quality as the
outside, which is how we wanted the sculptures to be.

You often work with polygonal shapes, is that a reference to us living in
an increasingly digital environment?

I remember as a child watching television and seeing live the first steps
on the moon. This was a defining event in my life and marked a huge
change in our civilisation, but even more important than this, especially
for me as an artist, has been the global switch into the digital world.
When I first started out, no digital tools or platforms existed, no dig-
ital photos nor recordings. Everything was 100% analogue in my first
studio, except maybe for Compact Discs. It was quite a shock to change
to digital and it came naturally to me to try to figure out what it implied.
I quickly got very interested in this new atomist vision of the world, that
you can split everything into smaller pieces, into pixels — which is a

de dela upp allting i sma bitar, i pixlar — som &r en fusion av de engelska
orden pix pictures + el(ement). Det var ett helt nytt sitt att ta till sig verk-
ligheten. Jag blev sa smaningom besatt av manghdrniga former, till den
grad att de idag forknippas med mitt konstnérskap. De erbjuder ett sitt
att presentera monolitiska och solida objekt samtidigt som det framgar
att de dr tillverkade av mindre bestandsdelar som kan plockas isdr och
passas ihop pa andra sitt for att skapa en stark helhet. Treh6rningen
ar sdrskilt anvindbar for att utveckla en mangd olika typer av volymer.
Praktexempel pa detta dr arkitekterna Buckminster Fullers och John
Lautners arbeten under 1950- och 1960-talen. En trianguldr bas ar till
exempel mycket intressantare dn en fyrkantig bas. Deras utforskningar
6ppnade upp for nya mojligheter, nya former och nya omraden att arbe-
ta i, som Biosphere i Montréal, ett av den amerikanske arkitekten Buck-
minster Fullers mésterverk. Den gav oss ett nytt stt att ndrma sig miljon.

Vad dr det som driver dig i ditt arbete?

I borjan av karridren vill man hitta sin plats som konstnér. Man vill bli en
del av det offentliga samtalet, som kan inbegripa samlare, museer eller
gallerier, familj och vénner eller bara nagon som tittar pa ditt Instagram.
Niar man inleder ett samtal med dem sa bekriftar man sin stillning som
konstndr. Och nér det vil dr gjort sa aterstar det bara att vara konstnar
och skapa arbeten. Jag var pa en fest en gang nér jag var 19 ar och nagon
fragade mig vad jag sysslade med. Jag hade just borjat pa konstskolan
men istdllet for att sdga att jag var konststudent sa sa jag, till min egen
forvaning, att jag var konstnir. Jag antar att ndr man vl har sagt det
s& maste man vara det. Det &r forstas lattare om nigon annan siger att
man dr konstnér, men det finns olika sétt att gora det: att vara med i en
utstdllning &r ett sétt, att betala skatt ar ett annat sdtt. Det dr ett véldigt
intressant fenomen inte bara att producera konst utan ocksé att observe-
ra sin plats som konstndr i samhallet. Man befinner sig sé att saga bland
olika arketypiska funktioner som vardpersonal, byggare, forskare... Men
som konstndr dr man inte helt och hallet inne i samhillet, utan alltid en
bit ute i marginalen. Men jag képer inte den ddr romantiska bilden av
den ensamme konstnéren. Jag ar snarare en konstnar som haller kontakt
med verkligheten istillet for att forséka fly undan den. Jag forsoker forsta
den, greppa den. Men det blir allt svarare att fa grepp om verkligheten
eftersom den har blivit sa diversifierad och spretig.

Hur gar du fran att observera till att skapa?

Det dar en komplicerad process som ér svar att beskriva, men det handlar
definitivt inte bara om inspiration. Idéer dyker inte upp av sig sjilva.
Man maste utveckla dem. Jag anvinder i stort sett alltid samma idé eller
samma utgangspunkt, men den maste alltid justeras. Man observerar en
process som man sjélv dr en del av och den dr dynamisk: allting férand-
ras hela tiden, vilket gor det otroligt spannande. Men sant ér ju livet, inte
sant? Inte bara konsten. For mig dr konsten ett sitt att forsta och integre-
ra verkligheter som jag inte kan greppa med hjilp av annan vetenskap.
Ibland behdver man en annan vinkel, ett annat avstand eller fokus och
det dr det som for mig dr konsten. Ibland dyker det upp sjalvklara saker i
verkligheten och det enda man behéver gora ér att fanga dem. Min upp-
gift som konstndr &r att vara medveten om vad som pagar och se pa ritt
sak vid ritt tidpunkt och fainga den. Det dr det som gor konstniren till en
upptéckare snarare dn en uppfinnare. Det enda konstnarer gor dr att visa
det som redan finns ddr. Man uppfinner inte svamparna man plockar;
man vet bara var man kan hitta dem och man har tdlamod att vinta tills
de 4r mogna och sedan plocka dem. Fér mig har konsten mycket lite att
gora med inspiration eller intuition eller kreativitet. Dessa begrepp ar
mer avldgsna i min praktik &n uppmairksamhet, synvinkel och avstand.
Ibland handlar mitt arbete mer om att kombinera tva existerande men
separata fenomen. Det kan vara mycket grundldggande tekniska saker
eller mer avancerade. Jag tinker pa den kinde konstnédren Brancusi, som
kombinerade bade primitiv rahet och delikat precision pa exakt samma
stélle i ett objekt. En sadan lyckad kombination slar det gnistor om.

fusion of the words “picture elements”. It became a completely new way
of embracing reality to me. On another level, I got quite obsessed with
polygonal shapes, to a point where today they have become a very sym-
bolic part of my work. They are a way to show very monolithic and solid
objects, while affirming that they are made of smaller elements that can
be disassembled and recombined to form a strong whole. The triangle
polygon, in particular, is a way to make every volume possible; just look
at the work of architects like Buckminster Fuller and John Lautner in the
50s and 60s. A triangular base, for example, is much more interesting
than a square base. Their explorations opened new possibilities, new
shapes and new areas to work in, like the Biosphere in Montréal, one of
the American architect Buckminster Fuller’s masterpieces. It gave us a
new approach to the environment.

What drives you in your work today?

As an artist starting your career, you want to exist and to identify as an
artist in a society. You want to be part of a public conversation that can
involve a private collector, a museum or gallery, your family and friends
or just somebody looking at your Instagram. Starting a discussion with
them means affirming yourself as an artist. And once you’ve done that,
all that’s left is to actually be an artist and create works. I remember
being at a party when I was 19 and somebody asked me what I did in life.
I had just started art school, but instead of saying “I'm an art student”,
I told him I was an artist, to my own surprise. I guess that once you say
that, you have to do it. Of course, it’s easier if someone else declares that
you're an artist, but there are different ways to do this: being part of an
exhibition is one, but paying taxes is also a way. I think it is a very inter-
esting position not only to produce art but also to observe your place in
society as an artist. You are, so to speak, amongst different archetypical
functions, like the health workers, the builders, the scientists... As an
artist, however, you are not completely within society, you are always a
bit on the margin. Yet I am not a believer in the romantic vision of the
lone artist. I am rather an artist that is connected to reality instead of
trying to escape it. I am trying to get it, to capture it. And this reality is
more and more difficult to capture, because it has become so diverse and
blossoming.

How then do you take the step from observing to creating?

It is a complex process to describe, but it is definitely not purely based on
inspiration. Ideas don’t suddenly exist by themselves. You have to devel-
op them. I am always more or less using the same idea or the same point
of view, but still, you need to adjust it. The process that you are observ-
ing is a process that you are part of and it is a dynamic one: everything
is constantly changing, which makes it terribly exciting. But that’s life,
isn’t it? Not only art. To me, art is a way to understand and to integrate
realities that I cannot grasp in other fields like science. Sometimes you
need a different angle, a different distance or focus, and that to me is art.
Sometimes obvious things pop out of reality and all you need to do is
capture them. My function as an artist is to be aware of what’s happening
and to look at the right spot at the right moment and capture it. That is
what makes the artist a discoverer rather than an inventor to me. All the
artist does is to reveal what is already there. You don’t invent the mush-
rooms that you pick, you just know where to find them and you have the
patience to go to the spot, watch them grow and pick them. Art for me
has little to do with inspiration or intuition or creativity. These notions
are further away from my work than attention, angle and distance. Some-
times my job is more about combining two existing but unconnected
things. They can be very basic technical things or something more elabo-
rate. I think of the famous artist Brancusi, who combined both primitive
roughness and delicate precision in exactly the same spot in one object.
And that successful combination can create a spark.
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Hur stor roll spelar jakten péa skonhet i den hir processen?

Den ir vildigt viktig. Konsten jag vixte upp med som konststudent skuf-
fade till viss del undan det. Skonhet ar ett vanskligt begrepp eftersom
det dr nagonting man egentligen inte kan diskutera. Men jag sdker dénda
efter skonhet, vilket naturligtvis ar nagonting véldigt relativt och tillfal-
ligt, men det dr en av de saker jag dr intresserad av att fanga. Forresten,
kanske snarare det vackra @n det skona. Det senare ar ett koncept som
hor hemma bland de skona konsterna, medan det forstndmnda ér en del
av verkligheten, mindre intensivt, mer pop. Det finns nagonting solitt i
en viss typ av konst, som gor den vacker. Det dr som en matematisk ek-
vation eller tvd pusselbitar som passar ihop perfekt. Fér mig dr det skona
mer forknippat med perfektion. Pa sitt och vis maste det ndstan vara
konstgjort for att vara perfekt. Jag strévar efter perfektion i mitt arbete.
Som barn brukade jag titta pa tv-program om konsthantverk, dér de till-
verkade flygplan av papper och blommor av servetter eller fagelholkar i
trd. Och allt var sa perfekt: fargerna var klara, ljuset var perfekt och ma-
terialen gldnste. Men nér jag forsokte tillverka foremélen sa hade limmet
torkat och saxen var sl6 och sa vidare. Det var alltid ndgonting som var
trasigt. Idag strévar jag efter att skapa konstverk som de sag ut pa tv. Att
vara konstndr dr pa sitt och vis att laga det som ar trasigt och férvandla
det till nagonting som gnistrar av perfektion. Jag brukar siga att konsten
ar ballistisk: som att skjuta mot nagonting langt borta och forsoka na
det. For mig ar konsten ungefar som att plantera en idé som foérvandlas
till ett foremal som perfekt passar in i verkligheten. Men det har énda en
speciell, orealistisk egenskap: det bygger kanske pa en enskild idé eller
ar helt enfdrgad, som en kod man kénner igen, en frimmande form som
passar in i verkligheten och kompletterar den.

How much is the search for beauty a part of this process?

It is very important and the art that I grew up with as an art student
pushed that away a little bit. Beauty is a dangerous concept, because it
is something you can’t really discuss. However, I still like to be in search
of beauty, which is obviously very relative and impermanent, but it is
one of different things I am interested in capturing. Well, maybe rather
prettiness than beauty. The latter is a Fine Arts concept, the first is part
of reality, less intense, more pop. There is something solid in certain art
that makes it beautiful, but this is like a mathematical equation or two
pieces of a puzzle that fit perfectly together. To me, beauty is more linked
to perfection. In a way, it almost needs to be artificial to be really perfect.
I aim for perfection in my work. As a kid, I would look at these arts-
and-crafts television shows where they’'d make paper planes or napkin
flowers or wooden birdhouses. And everything was always so perfect:
the colours were bright and the light was perfect and the materials were
shiny. But as soon as I tried to construct the object myself, the glue was
dry and my scissors didn’t work and so on, something was always bro-
ken. My aim today is to make artworks like they would look on televi-
sion. In a way, being an artist is to fix what’s broken and make it slick and
perfect. I always say that art is ballistic: like shooting towards something
remote and trying to reach it. Art to me is a kind of implant of an idea
that turns into an object that fits exactly into reality. But nonetheless it
has a special, unrealistic quality: it comes from a single idea or it is made
in a single colour, like a code that you recognise, an alien form that fits
into reality and completes it.
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Ibland lyckas jag inte uppna perfektion. I vissa fall, som till exempel i
min aktuella serie Confinement Drawings, sa kan jag inte forbattra det.
Jag kan inte vara elegantare an sa (skratt). Men det gor ingenting, for
idag skulle sadana geometriska teckningar troligen ha skapats med hjilp
av maskiner men jag valde att teckna dem f6r hand. Det finns en specifi-
citet i den hér kvaliteten som definitivt ar post-digital men ocksa 100 %
handgjord. Det har blir alltid viktigare nu under Covid-19-krisen: idén
om att sta infor ett verkligt féremal, eller en verklig person, utan ett for-
medlande filter. Teckningsserien som jag borjade jobba med under for-
sta nedstangningen var helt klart en reaktion mot den digitala vérlden,
for att visa vad jag kan gora. Teckningarna ser ut att vara gjorda i dator
men nir man tittar ndrmare sa upptacker man oregelbundenheter och
flackar, vilket paminner mer om linjer ritade for hand. Jag dr intresserad
av teckningens organiska egenskaper. Precis som att jorden &r rund men
inte en helt perfekt sfar. Den dr nagorlunda perfekt!

Hur viktig édr platsen nér du skapar ett offentligt konstverk? Hur tiank-
te du nér du valde de tva platserna i Varberg?

Det dr en mycket viktig fraga, for platsen betyder allt - att vara pa plats
och uppleva hur folk ror sig ddr. Mitt forsta intryck var att grasplanen
var Overgiven, ett stort dppet omrade med vildigt fa minniskor. Jag
tankte direkt att konsten kunde spela en viktig roll i att svetsa samman
omradet och skapa ett slags fagelholkseffekt. Det var inte en idé som
utgick fran inspiration utan fran ett behov. Det var ett svar pa det som
platsen krivde. Jag minns att vi hade tre platser att vélja pa. Vi valde
bort en eftersom den lag alldeles for ndra vigen. Det gjorde att vi kunde
fokusera pa att skapa tva verkligt starka arbeten, som var stora nog for
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Sometimes I don’t succeed in finding perfection. In some cases, like for
example in my recent series of Confinement Drawings, I simply can’t do
better. It is the maximum of slick I can be (laughs). I never feel bad about
it though, because today these geometrical drawings would more likely
have been generated by a machine and I chose to draw them by hand.
There is a specificity in this quality that is definitely post-digital but also
100% handmade. This notion is becoming increasingly important dur-
ing the current Covid-19 crisis: the idea of being in front of a real object,
or a real person for that matter, not mediatised. This series of drawings
that I started during the first lockdown, was definitely a natural reaction
to the digital world to show what I can do. The drawings appear to be
computer generated, but when you look closely, you see irregularities
and stains, which resemble more the lines made by hand. I'm interested
in this organic quality of drawing. Just like the earth is round but not
quite a perfect sphere. Roughly perfect!

How important is the site when you create a public artwork? How did
you choose the two sites in Varberg?

That is a very important question, because the location is everything,
to be on site and feel how people move around. My initial impression
was that the field was deserted, a large open space with very few peo-
ple. I immediately thought the art could be a good occasion to unite the
neighbourhood by creating some sort of birdhouse effect. My idea didn’t
come from inspiration, but from a demand almost. It was a response to
the needs of the site. I remember that at first we had three locations to
choose from, of which we decided to reject one that was too connected to
the road. It also allowed us to focus on making two really strong pieces,
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den angivna platsen. Ett konstverk maéste fungera i sin omgivning. Om
det &r for litet eller daligt positionerat sa kan det snabbt forsvinna, sér-
skilt i det offentliga rummet. Folk gar bara forbi och glommer bort att
det finns ddr. En bra placering kan gora konsten vildigt populér, som
Anish Kapoors "Bean” i Chicago. Det &r inte det riktiga namnet utan
verket heter Cloud Gate, men jag gillar néir konstverk far smeknamn. Jag
hoppas att de tvé jittarna ocksa kommer att fa det. Som konstnér eller
arkitekt som arbetar i det offentliga rummet har man lyckats nir ens
verk far ett smeknamn. Det kdnns néstan som en present. Det betyder
att verket dr helt integrerat i landskapet.

Hur forhéller du dig till den publika aspekten av ett platsspecifikt upp-
drag?

Produktionskostnaderna for med sig ett stort ansvar. Det dr ju invan-
arnas pengar. Det var ingen som vaknade i Sverige en morgon och be-
stamde sig for att de behdvde ett verk av Veilhan i Varberg. Det Varberg
behovde var nagonting som fordndrade bostadsomréadet. Det kunde ha
varit battre tradlost internet, en kyrka, en tunnelbanestation, ett muse-
um eller ett stort trdd. Pa sitt och vis levererar man ett av flera mojli-
ga forslag och man maste forverkliga det pa basta sitt. Nér det giller
offentlig konst finns det en tydlig skillnad mellan konst som fungerar
och konst som férsvinner. Om allménheten inte ér villig sa forblir kon-
sten oskyddad och forsvinner. Det dr inte alltid konstens eller konstna-
rens fel. Det dr dmsesidigt, som karlek: ibland passar de ihop och ibland
inte. Ibland uppstar det en situation dar konstnaren inte ges mojlighet att
gora nagonting i ratt skala. Darfor dr jag alltid noga med att se till att jag
har en budget som tillater mig att utveckla ett arbete som star i ratt pro-
portion till sin omgivning. Det beh6vs om man ska fa genomslag. Dérfér
ar det valdigt viktigt att de som bestiller verket har ritt instdllning. Nar
det giller jdttarna sa insag vi direkt att de skulle fungera. Under invig-
ningen sag vi flera barn som anvinde verken for att leka i. Det kdndes
som en stor gava. Jag dr sdker pa att verken har en ljus framtid i Varberg.

Men det gar inte alltid lika bra. Forestill dig att du &r en kind musiker
som brukar upptrida pa festivaler och plotsligt star du ensam pa gatan
med din gitarr och forsoker fanga de forbipasserandes uppmirksamhet,
varav vissa dr pa daligt humor och inte alls intresserad av din musik.
Samma sak giller for konstndrer som brukar visa sin konst i gallerier
eller museer dar de kan vara mer experimentella, eftersom de kénner
sig trygga ddr — och sedan ska de skapa konst for det offentliga rummet.
Pl6tsligt 4r man pa samma niva som kebabrestauranger, busshallplatser
och affarer. Man maste forsoka etablera en relation till omgivningen och
dess invénare, vilket legitimerar ens nédrvaro och gor att de respekterar
en. Att skapa den relationen ar det som driver mig. Jag minns att jag som
barn ofta blev fascinerad av olika saker nir vi akte bil - en berg-och-
dalbana, en bil pa gatan, en fabrik, en sjo eller ett berg. Jag ar valdigt
intresserad av sadan fenomen, “visuella hdndelser”, nagonting man inte
kan vidrora. Konsten kan fungera sa. Jag ar intresserad av folk som inte
direkt uppfattar nagonting som konst, som ser nagonting som en del av
landskapet, en byggnadsstillning, en industri, natur eller konst.

Nér man ser en 1400-talsmalning i ett museum sa dr det viktigt att kom-
ma ihag att den var gjord for ett slott eller en kyrka, eller var en del av
arkitekturen. Jag ér intresserad av ett konstverks autonomi, dess egen-
skap som foremal. Men foremal &r férknippade med sin omgivning och
inte bara i fysiskt avseende. Ténk pa din telefon som ligger dar bordet.
Anledningen till att bordet och telefonen existerar hanger ihop med
ekonomin, med historien. Den tid vi lever i framstéller foremal. Och dar
ligger den stora paradoxen, som till exempel den pagaende miljokrisen.
Vi inser att vi lever i en mycket skor bubbla. Skalmissigt ar var civilisa-
tion ingenting i forhallande till vérldsalltet.

big enough for their environment. An artwork needs to exist in its sur-
roundings. If it is too small or badly positioned, it can quickly disappear,
especially in public space. People just walk past it and forget it’s there.
A good spot can make art very popular, like Anish Kapoor’s “Bean” in
Chicago. By the way, that is not the actual name of the work - it’s called
Cloud Gate - but I love it when works get a nickname. I hope the two
Giants will get one, too. As an artist or architect who works in the public
space, you win when people give your art a name. It almost feels like a
present for the piece. It means it is fully integrated into the landscape.

How do you relate to the public aspects of a site-specific commission?

I very much consider production costs as being a responsibility. It is the
people’s money. And nobody woke up in Sweden one morning and de-
cided they needed a Veilhan piece in Varberg. What Varberg needed was
something that changed the neighbourhood. It could have been a better
Wi-Fi connection, a church, a subway station, a museum or a big tree.
In a way, you deliver one of many possible proposals and you have to
make it happen in a way that works. In public art there is a very obvious
difference between art that works and art that disappears. If there is no
willingness from the public, the art remains unprotected and vanishes.
It is not always the fault of the art or the artist. It’s a two-way street, like
love: sometimes it matches, sometimes it doesn’t. Sometimes you have
a situation that doesn’t allow the artist to make something in the right
proportions, which is why I'm always keen on having a budget for the
right scale of the work in regards to the surroundings. You need it to cre-
ate the correct impact. In that sense, the commission is very important,
the intention of the people that are hosting the artwork. In the case of the
Giants, we saw from the beginning that the pieces worked. On the morn-
ing of the inauguration, there were already numerous children using
them as a playground. It was a great gift to my eyes. I am very confident
about the future of the pieces now. On other occasions, however, it can
go less smoothly. Imagine you're a big-shot musician who often performs
at festivals, and suddenly you're alone on the street with your guitar and
you have to draw the attention of passers-by, some of whom are in a bad
mood or not interested in your music.

The same goes for artists who usually show work in a gallery or a muse-
um where they can be more experimental — because they are safe — and
then they have to create art for the public space. You are suddenly on the
same level as the kebab restaurant or the bus stop or the shop. You have
to propose a certain relationship with the environment and its people
that legitimates your presence, that makes them respect you. Finding
that relationship is what drives me. As a kid, I remember seeing things of
great sudden interest, like when driving by a roller coaster, a car on the
street, a factory or a distant lake or a mountain. 'm very interested in
this notion of a “visual event”, something you cannot touch. Art can be
similar. I'm interested in the position of people who don’t automatically
identify something as art, who see something as part of the landscape
whether it’s scaffolding or industry or nature or art.

When you look back at art history and you see a 15th-century paint-
ing in a museum, it’s important to remember that the piece was actually
made for a castle or a church, even sometimes as part of the architecture.
I'm interested in the autonomy of a piece, how it stands as an object. But
this same object, like many, is connected to the environment, and not
only physically. Imagine your phone on the table next to you. The rea-
sons why the table and the phone exist are also connected to our econ-
omy, to our history. The times we live in generate objects. And there lies
the big paradox, for example, with the current environmental crisis. We
realise that we’re living in a very thin-skinned bubble. Our civilisation is
scale-wise nothing compared to the natural environment of the cosmos.
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Hur ser du pa jéttarnas formaga att reflektera och kommunicera med
Varberg?

Till att borja med hoppas jag att jattarna blir en del av landskapet och att
nyinflyttade inte kan forestélla sig platsen utan dem, vilket inte betyder
att de maste tycka om verken utan bara att de accepterar dem. Jag for-
vantar mig inte en konstnirlig kritik av de tva verken bara att folk tinker
pa dem ungefir som man tdnker pa huset dir man bor. Antingen tycker
man om det eller sa gor man inte det. Kopplingen till omradet kan vara
mycket enkel, typ: "Ska vi tréffas vid den bla jatten?”

Det ir inte viktigt att folk tdnker pa dem som “finkonst” utan snarare
som moderna riktmarken. Tidigare sa man kanske: Du gar forbi kyr-
kan och sen tar du andra tvérgatan till vanster...” Nu kanske man sager:
”Du passerar McDonald’s och sen svinger du till hoger..”” Det handlar
om att forvandlas till ndgonting igenkdnnbart. Sedan kan man skapa
en relation pa olika nivéer: det visuella, det sociala, det minnesmassiga.
Det ska bli véldigt spannande att se vad som hander runt skulpturerna
under sommaren.

Spelar storleken nagon roll? Ar skalan en viktig faktor i den offentliga
konstens fysiska och idémissiga tillgénglighet?

Storlek &r relativt, men bara till en viss grad. I Varberg till exempel mot-
svarar Ricks storlek storleken pa hans berémdhet. Det finns en méngd
variabler som avgor hur vi lever och relaterar till konst. Den mest kianda
skulpturen i Bryssel ar den lilla Manneken Pis. Det samma géller Den
lilla sjojung frun i Képenhamn. Vad dr det som gor dessa skulpturer kin-
da? Innehallet, bakgrunden men inte nddvéndigtvis storleken eller den
konstnirliga kvaliteten. Och sedan har vi det gigantiska Eiffeltornet...

What are your thoughts on the Giants’ ability to reflect upon and
communicate with the neighbourhood in Varberg?

Firstly, I hope that the Giants will become part of the landscape and that
newcomers to the area won’t be able to imagine the space without them,
which doesn’t have to mean that they like them per se, but just that they
accept them. I am not asking for an artistic judgement on the two works,
but rather in the same way as you judge the orientation of your house,
for example. You either like it or you don’t. The connection to the area
can be very simple, like “let’s meet at the blue man”

I don’t necessarily want people to view them as valuable “high art”, but
rather as modern beacons: in the past people would say, “You pass the
church and take the second on the left..”. Nowadays one can say, “You
pass McDonald’s and turn right..” It’s all about becoming recognisable
elements. Then you can establish a relationship that exists on different
levels: the visual, the social, on the level of memory. I cannot wait to see
what will happen this summer around the sculptures.

Does size matter - is scale an important factor for accessible public
art, physically and conceptually?

Size is relative, but only to a certain extent. In Varberg, for example,
Rick’s size finally matches his fame for sure. To me, there is a wide range
of possibilities that determines how we live and connect with art. For
example, in Brussels, the most famous statue is the tiny Manneken Pis.
Same goes for the Little Mermaid in Copenhagen. What makes these
sculptures famous? Their context, their history, and not necessarily their
size nor the artistry. And then you have the huge Eiffel Tower...

Det hir dr inte ditt forsta verk i Sverige. Vad har du for intryck av
Stockholm och Varberg?

For mig dr Sverige nagot av ett dromland, pa ett sitt som konsten ocksa
kunde vara. En perfekt socialdemokratisk kultur med respekt for regler
och avstand mellan manniskor. Politikerna star inte 6ver folket, vilket
manga franska politiker inte riktigt fattar. Dessa tva linder har ganska
olika karaktarer. Det har blivit allt tydligare under pandemin. Jag 6nskar
vi kunde importera lite av den skandinaviska mentaliteten till Frankrike.

Jag har en marklig relation till Stockholm. Jag har jobbat med samma
galleri, Andréhn-Schiptjenko, i 25 4r, men efter mer én tio utstallningar
och projekt kdnner jag mig fortfarande inte riktigt hemma i staden for
jag tillbringar bara ndgra dagar at gangen hir. Staden &r bade bekant och
en aning frimmande. Jag dr tacksam mot Vérberg. De boende har gett
mig mojligheten att férdndra instéllningen till deras bostadsomrade med
lokala medel, dvs, min konstnarliga gestaltning. Och det ar det som har
drivit Alexis Bertrand och mig redan fran borjan: att aktivera nya kéns-
lor pa visuell vdg och ge Viarbergs invanare en ny bild av deras omrade.

This is not your first work in Sweden - what’s your impression of
Stockholm and Varberg?

Sweden is kind of a perfect country to me, in a way that also art could be.
A perfect social-democratic culture with respect for rules and distance
between people. Politics here are not above the population, a notion
that many French politicians don’t quite follow. The two countries have
quite a different character. It’s something we noticed even more during
the Covid-19 pandemic. I wish we could get some of the Scandinavian
mentality in France.

With Stockholm I have a strange relationship. I've been working with the
same gallery, Andréhn-Schiptjenko, for 25 years now, yet after 10+ ex-
hibitions and projects I still don’t know the city very well, because each
time I only spend a few days here. The city is both very familiar to me
and a little bit strange. I am grateful to Varberg. Its residents offered the
possibility to change the feeling towards their neighbourhood with local
means, i.e. my artistic intervention. And that is what motivated Alexis
Bertrand and me from the beginning: to activate new feelings through
imagery and give the people of Virberg a new representation of their
environment.
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BOK - BARNENS OFFENTLIGA KONST

I samband med konsttavlingen i Varberg genomfordes tva tillfalliga
konsthdandelser under namnet BOK - Barnens Offentliga Konst.
Projektet riktade sig till barn i Varberg och fokuserade pa utforskandet
av offentlig konst och skapandeprocessen.

Redan tidigt i tavlingsskedet kdandes det viktigt att se 6ver och fundera
pa hur man skulle kunna arbeta med tillfdlliga konstprojekt pa plats i
Varberg, som lopte parallellt med det stora konstprojektet. Barnen
kéndes som en sjalvklar samarbetspart och jag ville framst utga fran ett
pedagogiskt perspektiv dar barnen kunde bli involverade i tillblivelsen
av offentlig konst. Det handlade dels om att mota och vara del i en konst-
nérlig process, forsta konstnaren som en sjalvklar yrkeskategori, men
ocksa om att prova och se sitt eget omrade med nya 6gon, séger Frida
Cornell, projektledare Art Competition Varberg och Varbergs jéttar.

En konstpedagog engagerades och en foljeklass fran Soderholmsskolan
bjods in att arbeta med BOK under den tvaariga produktionstiden av
Varbergs jdttar.

CHILDREN’S PUBLIC ART

In connection with the Art Competition Varberg, two temporary art
events entitled BOK - Barnens Offentliga Konst (Children’s Public Art),
were carried out. Directed towards children in Varberg, the project focu-
sed on exploring public art and the creative process.

“Early on in the competition stage, it felt important to think about how to
work with temporary projects on site in Varberg, which ran parallel to the
main art project;,” Frida Cornell, project leader for the Art Competition
Varberg and The Varberg Giants, explains. “Children were the obvious
collaborative partners. I wanted to start from a pedagogical perspective
where the children could be involved in the creation of public art. Partly,
it had to do with being introduced to and taking part in an artistic process
and to understand that being an artist is a profession like any other, and
also to challenge and see one’s own field with new eyes”

An art educator was brought on board and a class from the S6derholms
School was invited to work with the BOK project during the two-year
production period of The Varberg Giants.

Det var avgorande att finna en person som hade det konstnirliga per-
spektivet men framfor allt en konstpedagog som kunde mota barnen,
arbeta med workshops och genomf6ra de tva utstdllningar med barnens
egna arbeten som blev resultatet. Anita Wernstrom som bade &r konst-
nédr och pedagog, och boende i Varberg, blev en viktig pusselbit i att
framgangsrikt driva arbetet.

Den forsta handelsen blev en tillfallig, offentlig gestaltning utomhus
med egentillverkade konstverk i utskuren plywood. Den andra hiandel-
sen dgde rum aret efter, den har gangen lag fokus pa ordets betydelse
ddr barnen skrev brev till jattarna med en utstéllning bade utomhus och
inne i Varbergs centrum som resultat.

“It was important to find a person with an artistic sensibility, an art
educator who could engage with the children, conduct workshops and
realise two exhibitions featuring the children’s work. Artist and educator
Anita Wernstrom, from Vérberg, became an indispensable piece of the
puzzle to successfully carry out the work”

The first event was a temporary, outdoor public commission with self-
made works in plywood. The second event took place the following year.
This time, the focus was on the significance of words and involved the
children writing letters to the giants. The result was presented in an out-
door exhibition and an exhibition in Varberg’s commercial and public
centre.
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TRE FRAGOR
TILL ANITA WERNSTROM

Hur gick du till viga i arbetet med barnen?

Mitt uppldgg for det forsta projektet speglade tavlingens upplagg: inven-
tering av platserna, skissforslag, utforande och féardigstallande. I klass-
rummet samtalade vi om vad offentlig konst dr och vem den ér till for. Vi
besokte alla tre platser som upplatits for tavlingen. Eleverna fick hemlig-
stamplade mappar dar de fick skriva ner hur det kdndes att vara pa plat-
sen, om de bor nira, om de hade varit pa platsen forut. De fick rita och
forestdlla sig hur ett konstverk skulle kunna se ut i miljon. I klassrum-
met arbetade eleverna i grupper om tre och skapade olika skulpturer
i papper. Pappersskulpturerna blev sedan forlagor som forstorades och
sagades ut i plywood. Barnen fick mala och fardigstélla verken pa skol-
garden. Efter det rostade eleverna om vilken av de tre platserna vi besokt
som de ville att skulpturerna skulle visas pa. Korsningen Varbergsva-
gen/Varholmsbackarna vann med en stor majoritet. Projektet avslutades
med en invigning. For mig var det viktigt att kunna stétta eleverna med
att genomfora deras idéer, samt att deras roster och tankar fick ta plats i
vart offentliga rum.

Ni arbetade forsta aret med maleri och objekt och det andra aret med
text under titeln Jattarna kommer!” Hur reagerade barnen pa de oli-
ka medierna och de olika tankar som uppstod i samband med malan-
det respektive det skrivna ordet?

Under det andra aret hade tavlingen fatt en vinnare och vi hade @ven be-
sokt Kummelholmen dir de olika tavlingsforslagen stalldes ut. Vi visste
da att det skulle bli Virbergs jittar som skulle realiseras. Nu blev barnens
uppgift att beritta for alla andra i Varberg att: JATTARNA KOMMER!

Hir arbetade jag amnesoverskridande pa svensklektionerna i samarbete
med ldrarna. Vi bekantade oss med konstndren, men dven med olika
berittelser om jéttar. Vi skrev faktatexter och lyssnade pa Lalehs sang
"Goliat” i klassrummet. En fraga som dok upp var bl.a. om det finns
kvinnliga jattar. Barnen kom pa att de ville skriva brev till jattarna och
beritta olika saker for dem, bl.a. om hur det var att vara barn. De ville
beritta saker som att “vi kanske kommer klattra pa dig eller beritta
hemligheter!” Barnen skapade egna plakat med text och bild. For invig-
ningen gjorde vi en procession da vi gick med vara plakat fran skolan
till Varberg centrum dér breven klistrades upp pa en védgg som del i
utstdllningen. Den andra delen tog plats i korsningen Varbergsvigen/
Varholmsbackarna som forsta gangen. Jag dr overtygad om att fa ut-
trycka sig i text och bild och fa vara med att flja ett projekt som Virbergs
jattar skapar en forstaelse och nyfikenhet for konst och véara gemensam-
ma platser.

Du bor i Varberg, hur tror du att jittarna kommer att leva sina liv pa
plats framover?

Jag tror att jattarna har hittat sin plats och att manga kommer att skapa
nya berittelser och betydelser for framtiden. Det finns ett slanguttryck
jag tycker dr talande “att brosta’, det betyder att man kommer att fa ta
mycket, men att det bara far rinna av en och att man kommer ut starka-
re pa andra sidan. Sa ar det for jattarna, eller egentligen ocksa som en
metafor for all offentlig konst. Den star dér i ur och skur och blir bara
starkare.

THREE QUESTIONS
FOR ANITA WERNSTROM

Can you describe your approach to working with the children?

My approach to the first project mirrored the set up of the competition:
an inventory of the sites, sketch proposals, execution and completion.
In class, we discussed what public art is and who it is for. We visited
the three sites that had been earmarked for the competition. The pupils
were given classified folders in which they wrote what it felt like to be at
the site, if they lived close by and if they had previously visited the site.
They drew and imagined what an artwork could look like in the envi-
ronment. In the classroom, the students worked in groups of three and
created paper sculptures. The sculptures became models that were en-
larged and carved from plywood. The children painted and completed
the works in the schoolyard. They then voted for which of the three sites
the sculptures should be displayed at. The intersection of Varbergsviagen
and Varholmsbackarna won by a large majority. The project culminated
in an inauguration. For me, it was important to support the children in
implementing their ideas and make sure that their voices and ideas were
heard and seen in our public spaces.

During the first year you worked with painting and objects and in the
second year with text under the title “The Giants are Coming!” How
did the children react to the various media and ideas that arose in con-
nection with painting and the written word, respectively?

During the second year we had a competition winner and we had visited
Kummelholmen where the competition entries were exhibited. And we
knew that The Virberg Giants would be realised. Now the children’s task
was to tell everyone in Varberg that: THE GIANTS ARE COMING!

In collaboration with the teachers, I worked transdisciplinarily in the
Swedish lessons. We became acquainted with the artist and with stories
about giants. We wrote factual texts and listened to Laleh’s song “Goliat”
One of the questions that came up was if there were female giants. The
children decided that they wanted to write letters to the giants and tell
them things, such as what it’s like to be a child. They wanted to say things
like, “Perhaps we will climb on you or tell you secrets!” The children
created posters with texts and images. We organised a procession for the
inauguration, we walked with our posters from the school to the Varberg
commercial and public centre where the letters were posted on a wall as
part of the exhibition. The second part also took place at the intersection
of Varbergsviagen and Varholmsbackarna. I am convinced that being
able to express oneself in texts and images and to participate in a project
such as The Virberg Giants creates an understanding and a curiosity for
art and our shared spaces.

You live in Varberg, how do you think the Giants’ lives here will devel-
op in the future?

I believe that the giants have found their place and that many people
will create new stories and meanings for the future. I think the expres-
sion “take it on the chin” is fitting here. You may have to put up with a
lot, but if you let it run off you, you will come out stronger on the other
side. That’s how it is for the giants, and also for public art as a whole.
Come rain or shine, it is still there — and it’s only getting stronger.
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TRE FRAGOR
TILL BARNEN

1. Vad betyder jittarna for dig, hur vill du vara med dem?

2. Tror du att de har nagra hemliga krafter eller andra egenskaper?
3. Du har sjélv gjort och stillt ut offentlig konst med BOK1 och
BOK2, beritta hur det kdndes? Vill du bli konstnar sjalv?

Vina

1. Jattarna for mig betyder trygghet, det dr som att de skyddar fran
dalig energi.

2. Jag tror att de dr snilla och att deras kraft ar att hjélpa folk i Varberg
som dr ledsna.

3. Jag tycker att det var véldigt roligt att fa gora detta. Nar jag blir dldre
vill jag inte bli konstndr men det har varit valdigt roligt att fa ha deltagit
i detta.

Aila

1. De betyder stora troll for mig, som lever ensamma. Jag vill att de ska
vara stora, snélla och vill umgas med dem.

2. Att de har blaskrafter i munnen, har superstyrka och dter djur pa tre
sekunder. De édlskar ménniskor.

3. Jag vill bli konstnar. Det kdndes roligt, konstigt och sjukt for att vi
gjorde BOKI och 2 till folk som kan ldra sig mycket om jittar.

THREE QUESTIONS
FOR THE CHILDREN

1. What do the giants mean to you and how would you like to interact
with them?

2. Do you think they have any secret powers or other characteristics?
3. You have created and exhibited public art with BOK1 and BOK2,
what was it like? Would you like to be an artist?

Vina

1. For me the giants mean security; it’s as if they protect me from
bad energy.

2.1 think they are kind and that their power is to help people in
Varberg who are sad.

3. T had great fun doing this. When I get older I don’t want to be an
artist but I really enjoyed participating in this.

Aila

1. For me, they are like big trolls who live alone. I want them to be big,
kind and I want to hang out with them.

2. They have blowing powers in their mouths, they are super strong
and eat animals in three seconds. They love people.

3.1 want to be an artist. It was fun, strange and great because we made
BOKI and 2 so that people can learn a lot about giants.

Aimal

1. Nar jag ser jattarna sa kidnns det som att jag har varit med och gjort
jattarna.

2. Nej, jag tror inte att jattarna har hemliga krafter.

3. Ja, jag vill bli konstnar for jag gillar att mala och att rita. Jag kdnde
mig jéttestolt for att jag var med och gjorde jéttarna.

Frank

1. Jattarna betyder mycket for mig. For det var jag och alla andra som
bestaimde att de skulle vara dar.

2. Nej. De dr gjorda av cement.

3. Det kdndes bra och lite pirrigt men det var kul. Och nej jag vill inte
bli konstnar.

Lidia

1. Jattarna betyder mycket for mig for att nar jag gick i ak 2 sa spende-
rade jag mycket tid at detta projekt. Och sa fick jag pyssla mycket med
det, jag fick ocksa gora egna skisser, sen fa ut traimallar som jag fick
mala.

2. Jag tror inte de har hemliga krafter eller andra egenskaper. Men jag
tror ddremot det finns nagon app som typ éndrar farger pa jattarna i

kameran alltsa. For i ak 2 sa pratade vi om det, fast pa andra konstverk.

3. Assa det kindes forst nervost for vem som helst skulle kunna se mitt
konstverk. Fast det kidndes @nda roligt. Nej, jag vill inte bli konstnar for
jag tycker jag ritar och skissar for daligt. Men om det ar det man soker,
varfor inte?

Aimal

1. When I see the giants it feels like I've been involved in making them.
2. No, I don’t believe that the giants have any secret powers.

3. Yes, I would like to be an artist because I like to paint and draw. I felt
very proud of being involved in making the giants.

Frank

1. The giants mean a lot to me. Because it was me and the others who
decided that they would be there.

2. No. They are made of cement.

3.1 felt a bit nervous but it was fun. And no, I don’t want to be an artist.

Lidia

1. The giants mean a lot to me because when I was in Year 2 I spent a
lot of time on this project. And I worked hard on it, I also made my
own sketches and wooden templates that I painted.

2.1 don’t believe that they have secret powers or any other character-
istics. But I think there is some kind of app that somehow changes the
colour of the giants in the camera. Because in Year 2 we spoke about it,
but for other artworks.

3. Well, at first I was nervous because everyone would be able to see my
artwork. But it was fun. No, I don’t want to be an artist because I don’t
think I'm very good at drawing and sketching. But if that’s what they
are looking for, why not?




APPENDIX: ANDRA KANDA OCH OKANDA JATTAR | OTHER FAMOUS AND INFAMOUS GIANTS

Polyfemos

I den grekiska mytologin kallades vissa
jattar for cykloper. Dessa jattar hade
bara ett enda stort oga som satt mitt

i pannan. Cykloperna at manniskor.
Det var precis vad cyklopen Polyfemos
planerade att gora med manniskan och
sagohjalten Odysseus. Jatten stangde
in Odysseus 1 en grotta, men hjalten
var listig och lyckades fly genom att
forblinda cyklopens enda 0ga med en
spetsad pale.

Argos

En annan kand jatte vid namn Argos
hade inte bara ett oga, likt cykloperna,
utan istallet hundra. Det var alltid
minst ett av dessa hundra ogon som
holl sig vaket. Men till tonerna av guden
Hermes flojt slocknade en natt alla
hundra ogon samtidigt. Jatten vaktade en
tillfangatagen kviga som Hermes skulle
befria. Detta gjorde han genom att forst
sova och sedan doda jatten. Det sags
att guden Hera sedan samlade upp alla
hundra 6gon efter jattens dod. Dessa lat
hon pryda pafagelns stjartfjadrar med -
och dar sitter de an idag.

Ymer

Ymer var ett urvasen och jattelik. Han
blev till innan alla andra gudar. Enligt
fornnordisk mytologi sags de ha skapat
varlden av hans kropp. Med hans kropp
och blod skapades jorden och havet. Av
hans tander och ben skapades berg och
stenar, haret gav oss skog. Av huvudet
formades himlen och hans 0gon blev
solen och manen.
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Goliat

I den bibliska berattelsen om manniskan
David och jatten Goliat berattas om

en tvekamp som ledde till att en av

dem dog. I Israel var den davarande
kungen Saul hotad av en motstandsarme
som planerade ett anfall mot Saul

och hans folk. Jatten Goliat tillhorde
motstandsarmen och utmanade Saul i
en tvekamp for att gora upp. Det vagade
inte kungen, istallet stallde David upp.
Utan rustning och endast bevapnad med
en stav, en slunga och fem lena stenar
motte David den stora, bevapnade jatten
Goliat. Redan pa forsta forsoket vann
David genom att slunga en hard sten rakt
i pannan pa jatten. Efter segern flydde
motstandsarmen och David utropades
till hjalte och eftertradde senare Saul
som kung over Israel. Ofta besegras
jattarna med enkla knep som dessa,
vilket visar hur list overvinner styrka.

Vist

I den sodra delen av Sveriges nast
storsta sjo Vattern ligger Visingso.
Denna 6 siags ha bildats pa ett alldeles
speciellt satt. Enligt folksagen var det
namligen jatten Vist och hans fru som
en kvall var over 1 Vastergotland for att
ga pa fest. Pa kvallen nar de skulle ta
sig hem Rlev jatten over sjon med ett
enda stort kRliv, men frun kunde inte lika
smidigt gora detsamma. Da tog jatten
Vist en stor tuva av marken och kastade
i sjon. Sa bildades Visingso, som frun nu
enkelt kunde kliva pa for att ta sig over
sjon med torra fotter och ta sig hem till
Smaland igen.

Jattarna i Gullivers resor

I boken Gullivers resor av den irlandska
1700-talsforfattaren Jonathan Swift,
ger sig manniskan Gulliver ut pa flera
aventyr till havs. Varenda gang forliser
hans skepp och Gulliver flyter iland pa
en okand 6. Pa den forsta resan kommer
han till landet Lilleputt dar lilleputtarna
bor. Dessa mycket sma manniskor
tillfangatar Gulliver, som i deras matt

ar enorm som en jatte. De binder fast
honom med rep forankrade i marken for
att undersoka vem denna jattemanniska
ar. Liggandes pa rysg och omgiven av
lilleputtarna pa stranden liknar Gulliver
faktiskt den vilande jatten vid Pelousen 1
Varberg - i séllskap av lekande barn.

I nasta aventyr med Gulliver forliser
hans skepp an en gang. Nu hamnar

han pa en 6 vid namn Brobdingnag -
jattarnas o. Plotsligt ar det nu Gulliver
som ar lika liten som en lilleputt i
jamforelse med jattarna pa on.

Hagrid
I filmerna om Harry Potter moter vi

skogvaktaren Hagrid som ar en halvjatte.

Hans pappa var trollkarl och hans
mamma var en jatte. Tack vare det blev
han bade stor och stark - och en kunnig
trollkarl. Hagrid ar en av fa kanda jattar
som ses som mycket godhjartad.

Hulken

Det gronhudade monstret Hulken ar en
kand jatte fran serietidningarnas varld.
Nar manniskan Bruce Banner blir arg
forvandlas han till Hulken. Han ar da sa
stark att han utan problem kan lyfta upp

till 850 ton. Hulken tal ocksa extremt
hoga temperaturer och kan hoppa sa
langt som flera kilometer i ett enda

hopp.

Ysbaddaden

Ysbaddaden var en jatte 1 walesisk
keltisk mytologi. Han hade en vacker
dotter, Olwen, som uppvaktades

av manga friare. Det tyckte inte
Ysbaddaden alls om eftersom han fatt
sin dod forutspadd till foljd av dotterns
giftermal. Darfor sag jatten till att doda
varje man som visade sin beundran for
Olwen. En dag lyckades hon till slut
anda gifta sig med hjalten Culhwch. Da
plotsligt besannas spadomen av den
enda overlevande brodern i en stor
syskonskara pa 24 broder. De hade

alla friat till Olwen och blivit dodade
av jatten, men den sista brodern

levde och tog ut sin hamnd och drapte
Ysbaddaden. Ysbaddaden sags ha haft
ett sadant jattelikt huvud att det kravdes
stora gafflar for att halla upp hans tunga
ogonlock.

Balor

Inom den irlandska keltiska mytologin
fanns ett folk bestaende av jattar som
kallades for fomorianer. Kungen hette
Balor. Han hade bara ett oga och det
sags ha varit hans framsta vapen 1 strid.
Balors ogonlock var sa stort att det
kravdes fyra man for att oppna det.
Men nar ogonlocket val var uppe

kunde Balor anvanda sig av sin magiska
formaga - att doda med en endaste

blick.
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APPENDIX: ANDRA KANDA OCH OKANDA JATTAR | OTHER FAMOUS AND INFAMOUS GIANTS

Purusha

Inom hinduismen forklaras varldens
tillblivelse bland annat genom
urmanniskan Purusha, berattelsen
paminner om den fornnordiska historien
om jatten Ymer. Purusha var en jattelik
varelse som offrades av gudarna for

att skapa varlden och alla dess olika
livsformer, t.ex. vi manniskor. Purusha
sags ha haft tusen huvuden, tusen ogon
och tusen ben. Hela universum, allt vi
vet existerar, ar en del av Purushas
vasen.

Pangu

Den kinesiska mytologins urmanniska
kallas Pangu. Innan varlden skapades
var universum som ett slutet agg.

I agget lag jatten Pangu och sov i
hundratusentals ar. En dag vaknade han
upp och slog sig ut ur agget med en yxa.
Da skapades himlen och jorden. Med
fotterna pa jorden och himlen i hinderna
pressade Pangu de nyskapade massorna
ifran varandra for att skapa stabilitet.
Nar det var gjort dog jatten. Da skapades
bergen av hans armar och ben, havet av
hans blod, vaxtlighet och djur av hans
har och solen och manen av hans 6gon.

Djinn

Djinn harleds fran verbet “janna”

som pa arabiska betyder ”att dolja”.

I Koranen berittas om djinner som nagot
Gud skapade innan manniskan. Djinner
ar osynliga andar som sags ha skapats
av okenvindens eld. Djinner kan ta flera
olika former, bland annat jattens.
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Ispolin

Enligt bulgarisk mytologi fanns ett folk
bestaende av jattar som hette ispolini.
De levde fore manniskan och utgjorde
motsatsen till det dvargfolk som man
trodde att Gud hade skapat allra forst.
Ispolini var upp till tre meter hoga. De
hade sa starka roster att de kunde prata
med varandra i bergen, trots de langa
avstanden som ibland skiljde dem at.
Drakarna var deras naturliga fiender,
men det var nagot betydligt mindre
som hotade jattarna dagligen. Ispolini
var namligen radda for de taggiga
bjornbarsbuskarna som ofta tackte
marken dar de vandrade. Eftersom
jattarna var sa otroligt langa och inte
sarskilt smarta, rakade de tyvarr allt for
ofta kliva eller snubbla i buskarna. Den
har typen av olycka kunde i varsta fall
leda till jattarnas dod.

Og

I den hebreiska skriften Tanakh berattas
om den sista levande jatten Og. Han var
kung av Bashan, en plats som ligger 1
dagens Syrien. Og var hog som en tall
och stark som en ek ar talig i vinden.
Han var sa stor och tung att han fick
sova 1 en jarnsang som var fyra meter
lang och tva meter bred.

Polyphemus

In Greek mythology, certain giants were called
cyclops. These giants had only one, large eye in the
middle of their foreheads and they ate humans. This
was what the cyclop Polyphemus planned to do
with Odysseus, the legendary Greek king. The giant
trapped Odysseus in a cave but the hero was clever
and managed to escape by blinding the cyclop’s
singular eye with a sharp pole.

Argos

Another well-known giant named Argos had not one
eye, like the cyclops, but a hundred. And at least one of
his hundred eyes was always awake. One night, to the
tune of the god Hermes’s flute, all of his hundred eyes
went to sleep simultaneously. The giant was guarding
a captured heifer that Hermes would liberate. This
he did by first anaesthetising the giant before killing
him. They say that the goddess Hera collected the one
hundred eyes and used them to adorn the tail feathers
of peacocks — where they remain to this day.

Ymir

Created before all the other gods, Ymir was an
enormous primordial being. According to Norse
mythology, the world was created from his body.
The earth and the sea were created from his body
and blood. Mountains and stones were formed from
his teeth and legs, his hair gave us forests, his head
formed the sky and his eyes became the sun and the
moon.

Goliath

The Bible story of David and the giant Goliath tells
of a fatal duel. In Israel, king Saul was threatened by
a resistance army who were planning to attack him
and his people. The giant Goliath belonged to the
resistance army and he challenged Saul to a duel in
order to decide the matter. The king did not dare to
accept the challenge, so David took his place. Armed
only with a staff, a sling and five smooth stones, David
stood up to the huge, armed giant Goliath. David
won at the first attempt by slinging a hard stone
straight into the giant’s forehead. After the victory, the
resistance army fled and David was proclaimed a hero
and later succeeded Saul as king of Israel. Giants can
often be defeated with simple means like this, which
demonstrates how cunning can overcome strength.

Vist

The island of Visingso is located in the southern part
of Sweden’s second largest lake, Vittern. This island
is said to have been formed in a very special way.
According to folklore, one evening the giant Vist and
his wife went over to Vastergotland to attend a party.
Later that night, on their way home the giant strode
over the lake with one enormous step, but his wife
was unable to do the same. So the giant Vist took a
large clump of earth and threw it into the lake and
created the island of Visings6. This enabled his wife to
easily make her way across the lake and return home
to Smaland with dry feet.

The Giants in Gulliver’s Travels

In the book Gulliver’s Travels by the Irish 18th-
century author Jonathan Swift, Gulliver embarks on
several sea voyages. Each time, he is shipwrecked
and floats ashore on a desert island. On the first
voyage he arrives in the country of Lilliput, home
of the Lilliputians. These very small people capture
Gulliver, who, for them, is as big as a giant. In order
to examine this gigantic person they tie him to the
ground. Lying on his back on the beach surrounded
by the Lilliputians, Gulliver resembles the resting
giant at Pelousen in Varberg - in the company of
children playing. In the next adventure, Gulliver is
once again shipwrecked. This time, he ends up on an
island called Brobdingnag - the island of the giants.
Now it is Gulliver who is as small as a Lilliputian
compared to the giants who inhabit the island.

Hagrid

In the Harry Potter films, we are introduced to Hagrid
the gamekeeper who is a half-giant. His father was a
wizard and his mother a giant which made him not
only big and strong but also as clever as a wizard.
Hagrid is one of few giants who are kind-hearted.

The Hulk

The Hulk, a green-skinned monster, is a well-known
giant from the world of comics. When Bruce Banner,
who is a human being, gets angry he is transformed
into the Hulk and becomes so strong that he can lift
up to 850 tonnes with ease. He can also withstand
extremely high temperatures and with a single leap
the Hulk can cover several kilometres.

Ysbaddaden

In Welsh Celtic mythology, the giant Ysbaddaden had
a beautiful daughter called Olwen, who was courted
by many suitors. This did not please Ysbaddaden at all,
as his death had been predicted should his daughter
marry. Therefore, the giant made sure that he killed all
of his daughter’s admirers. One day, however, Olwen
succeeded in marrying the hero Culhwch, resulting in
the fulfillment of the prediction by the sole surviving
brother in a family of 24 siblings. All had proposed
to Olwen and consequently had been killed by the
giant, but the last surviving brother took his revenge
and slayed Ysbaddaden. Ysbaddaden’s head was said to
have been so enormous that he needed huge forks to
keep his eyelids open.

Balor

In Irish Celtic mythology, there was a race of giants
called Fomorians. The king was named Balor. He had
only one eye and this was his main weapon. Balor’s
eyelid was so huge that it took four men to open it.
But once it was open, Balor could use his magical
ability - to kill with a single glance.

Purusha

In Hinduism, the creation of the world is partly
explained through the primordial being Purusha.
The tale is reminiscent of the Norse saga of the giant
Ymir. A huge creature, Purusha was sacrificed by the
gods in order to create the world and all its life forms,
including us humans. It is believed that Purusha had
a thousand heads, a thousand eyes and a thousand
legs. The entire universe and everything in it is a part
of Purusha’s essence.

Pangu

The primordial being in Chinese mythology is called
Pangu. Before the world was created, the universe was
like a closed egg. Inside the egg, the giant Pangu slept
for hundreds of thousands of years. One day he woke
up and with an axe he hacked his way out of the egg.
Then heaven and earth were created. With his feet on
the ground and his hands in the sky, Pangu pushed
apart the newly-created masses in order to establish
stability. When this was completed, the giant died.
The mountains were then formed from his arms and
legs, the sea from his blood, the vegetation and the
animals from his hair and the sun and moon from his
eyes.

Jinn

Jinn is derived from the Arabic verb “janna” which
means “to hide” The Quran tells us that God created
the Jinns before he created humans. Invisible spirits,
Jinns are believed to have been created by the fire of
the desert wind. They can take many forms, including
that of giants.

Ispolin

In Bulgarian mythology, there was a tribe of giants
called the Ispolin. They lived before the arrival of
humans and were the opposite of the dwarf people
that were believed to have been created by God first.
Ispolins could be up to three metres tall. Their voices
were so strong that, despite the long distances that
sometimes separated them, they could communicate
with each other in the mountains. Their natural
enemies were dragons, but something much smaller
posed a greater threat on a daily basis. The Ispolins
were afraid of the thorny blackberry bushes that often
covered the ground where they walked. As the giants
were so incredibly tall and not especially clever, they
all too often tripped over or stumbled in the bushes
and in the worst case these types of accidents could
prove fatal for the giants.

Og

The Hebrew bible, the Tanakh, tells of the last living
giant Og. He was king of Bashan, located in present-
day Syria. As tall as a pine tree, Og was as strong as
an oak that withstands the wind. He was so big and
heavy that he had to sleep in an iron bed that was four
metres long and two metres wide.
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BIOGRAFI
Xavier Veilhan (bor och verkar i Paris)

Xavier Veilhan, fodd 1963, studerade vid L’Ecole Nationale Supérieure
des Arts Décoratifs Paris och fortsatte sedan pa Hochschule der Kiinste
i Berlin under Georg Baselitz, varefter han atervinde till Frankrike
och studier vid Centre Pompidous Institut des Hautes Etudes en Arts
Plastiques under Pontus Hultén.

I slutet av 1980-talet borjade Veilhan utveckla det konstndrskap som
idag stricker sig fran skulptur, maleri och installation till performance,
film och fotografi.

Bland uppmiérksammade projekt marks: Veilhan Versailles vid Versail-
les slott och tradgardar 2009; Architectones, en serie interventioner i sju
viktiga modernistiska byggnader vérlden 6ver mellan 2012 och 2014; Le
Chateau de Rentilly, en fortsattning pa hans arkitektoniska praktik, ny-
gestaltning av fasaden i samarbete med arkitekterna Bona & Lemercier
och scenografen Alexis Bertrand 2014; samt filmerna Vent Moderne (La
Villette de Paris) och Matching Numbers (3e Scéne, Opéra National de
Paris) 2015.

Xavier Veilhan representerade Frankrike vid den 57:e Venedigbiennalen
2017 dér han forvandlade den nationella paviljongen till en inspelnings-
studio for ljudexperiment, med Lionel Bovier och Christian Marclay
som curatorer.

Xavier Veilhans arbeten filtrerar ofta ut i det offentliga rummet i form av
skulpturer. Stora permanenta arbeten har bl. a installerats i Lille (Romy,
2019), Lausanne (La Crocodile, 2019, i samarbete med Olivier Mosset)
och Tokyo (La Statue de Harajuku, 2020).

Hans arbeten har presenterats pa institutioner som Centre Georges
Pompidou (Paris), Mamco (Geneéve), Phillips Collection (Washington),
Mori Art Museum (Tokyo) och MAAT (Lissabon).

Xavier Veilhan representeras av Andréhn-Schiptjenko (Stockholm,
Paris), Perrotin (New York, Hongkong, Paris, Seoul, Tokyo, Shanghai),
Nara Roesler (Sao Paulo, Rio de Janeiro, New York) och 313 Art Project
(Seoul, Paris).
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BIOGRAPHY
Xavier Veilhan (lives and works in Paris)

Born in 1963, Xavier Veilhan first studied at the Ecole Nationale
Supérieure des Arts Décoratifs in Paris before continuing his education
at the Hochschule der Kiinste in Berlin under Georg Baselitz, subse-
quently returning to France to the Centre Pompidou’s Institut des Hautes
Etudes en Arts Plastiques under Pontus Hultén.

In the late 1980s, Veilhan began developing what has now come to be
an acclaimed body of work, spanning sculpture, painting, installation,
performance, film and photography.

Significant projects include: Veilhan Versailles at the Palace and Gardens
of Versailles in 2009; Architectones, a series of interventions across
seven major modernist buildings around the world between 2012 and
2014; Le Chateau de Rentilly, a continuation of his architectural practice,
re-designing the entire fagade of the building with architects Bona &
Lemercier and scenographer Alexis Bertrand in 2014; and the films Vent
Moderne (La Villette de Paris) and Matching Numbers (3e Scene, Opéra
National de Paris) in 2015.

In 2017, Veilhan was chosen to represent France at the 57th Venice Art
Biennale transforming the national Pavilion into an immersive record-
ing studio dedicated to audio experimentation, curated by Lionel Bovier
and Christian Marclay.

Xavier Veilhan’s work often seeps out into the public space, with sculp-
tures occupying numerous cities across France and abroad, amongst
others in the cities of Lille (Romy, 2019), Lausanne (La Crocodile, 2019,
with Olivier Mosset) and Tokyo (La Statue de Harajuku, 2020).

His work has been shown in various institutions throughout the world,
such as the Centre Georges Pompidou (Paris), Mamco (Geneva), the
Phillips Collection (Washington DC), Mori Art Museum (Tokyo) and
MAAT (Lisbon).

Xavier Veilhan is represented by Andréhn-Schiptjenko (Stockholm,
Paris), Perrotin (New York, Hong Kong, Paris, Seoul, Tokyo, Shanghai),
Nara Roesler (Sdo Paulo, Rio de Janeiro, New York) and 313 Art Project
(Seoul, Paris).







