Ett besok pa
manens baksida

Av Sara Arrhenius

I'rén det gonblick da minniskan lyckades landa pa
miinen sd uppstod en oro éver manens tillhrighet:
vems var manen och vem skulle fi anviinda den?
Vi ndjde oss inte lingre med atl betrakta miénen
frin jorden utan frigade oss om en himlakropp
kunde dgas. Minen blev snabbt féremdl [or olika
folkriusliga avtal som skulle reglera olika staters
mdojligheter att gbra manen till sitt territorium. Re
dan 1967 skapades Rymdfirdraget som menade att
miinen dr minsklighetens allmiinna intresse och ar

rymden ska anviindas for fredliga dindamal. Drygt ett

decennium senare skapas det sa kallade Manavtalel
som i myckel var ett svar pi en oro fir att manens
naturresurser skulle exploateras. Avtalet slar fast att
ménen ir minsklighetens gemensamma arvedel och
menar att enskilda stater inte kan kriva liganderitt
I rymden men att himlakroppar fir utforskas och
anvindas, Att de hir dverenskommelserna inte ir
sjilvklara visar de diskussioner som de senaste aren
uppkommit kring privata loretags forsik att gora
affirer av vir lingtan ut i rymden,

Gunilla Klingbergs verk Cosmic Matier ror sig just
kring fragestillningar som dessa. I Bonniers Konst
halls stora sal har konstndren rest ett higt system
av byggstillningar, Runt roren har hon létit spinna
plasttejp som bildar volymer, ménster, viggar och
rum. Som betraktare kan du knappast omfatta verket
med blicken utan méste rora dig genom det fér att
crlara det. Det iir ett verk som likt manga av Gunilla
Klingbergs arbeten har en obestimd tillhérighet.
Det &r pa en gang skulptur och arkitektur, kropp
plighet, readymade och formad av
mansklig hand. Plastbanden har tryckta monster dir
symboler for tankarna tll olika forestillningar om

och genoms

minen: en atrdviird himlakropp for sdviil vetenskapen
som gamla och nya folkliga forestillningar och
kommersiella krafter. Stillda mot dromfangare och
orden "Global Exploration Strat
tall skapar verket en bild av hur vara forestillningar
om manen dr sammansatta av urdldrig mystik i lika

" skurna ur me-

hég grad som en vetenskap driven av drémmar om

A visit to the
other side of the Moon

By Sara Arrhenius

I'rom the moment that humankind landed on the
maon, people began to feel an uncertainty about
whao it belonged to: Whose moon was it, and who
should be able to use it? We we
fied with looking at the moon from the earth, but

¢ no longer satis-

asked oursclves whether a celestial body could be
owned. The moon soon became the object of vari-
ous treaties under international law intended to
regulate the possibility of various states making the
moon their own territory, Consequently, in 1967, the
Outer Space Treaty was drawn up, stating that the
whole of humanity had a shared interest in the moon
and that space is to be used for peacelul purposes, A
little over a decade later. the Moon Treaty was draft-
ed, in many respects in response to concerns about
the exploitation of the moon’s natural resources.
The Treaty establishes that the moon is humanity’s

shared heritage, and says that no individual state can
claim right of ownership of space, but that celestial
bodies can be explored and utilised. The fact that
these agreements arc not taken as self-evident is re
flected in the discussions that have arisen in recent
years about private companies’ attempts to profit
from our longing Lo go into space.

Gunilla Klingberg’s Cosmic Matter is specifically
about such issues. In the main space at Bonniers
Konsthall she has set up a tall system of scaffolding,
and had the tubes wound with plastic tape to form
volumes, patterns, walls and spaces. As a viewer you
can barely take in the work with vour gaze, rather,
you have to move through it in order to experience
it. Like many of Klingberg's waorks, it is not all clear
where it belongs, It is both sculpture and architec-
ture, a body and a translucence, a readymade and
something shaped by the human hand. The plastic
strips have designs printed on them, with symbols
that carry our thoughts to various conceptions of the
moon: an attractive celestial body both for science
and for old and new folk conceptions and commer-
cial forces. Set against dreamcatchers and the words
“Global Exploration Strategy™ engraved into metal,
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territoriell expansion ut i rymden. I verket Cosmic
Matter mots dessa tillsynes ofdrenliga omriden och
visar hur sammantvinnade vira forestallningar ar.
Vetenskapen lanar olta metaforer frén vira myter,
nyandliga forestallningar far tyngd genom all lana
naturvetenskapens sprak. Om én kladd i verenskap-
ens sprak sd har vir langtan ut i rymden, till nya
mojliga boplatser for den moderna miinniskan. dju-
pare mer arkaiska rotter dn vi vill erkiinna.

Det ér just i skidrningspunkten mellan erkidnd kun-
skap, folkliga forestéllningar, populirkultur och
skilda kultursfarer som Gunilla Klingbergs konst
uppstar. [Tennes verk uppmiirksammar oss pa hur
sndriga och vittférgrenande sambanden mellan de
hiir tankesystemen ar, men leker ocksd med de nya
tankar. bilder och sammanhang som Kan uppsté i
métet. Avgarande i Gunilla Klingbergs konst &r et
intresse for vad som uppstar i hybridiscringen av
skilda kulturer. bilder, uttrycksformer, traditioner
och geografier. Hon for samman det disparata och
olikartade och later det fidtas samman till nya be-
tydelser som i nista dgonblick mutcrar och bildar
ett nytt sammanhang, T hennes arbeten r det ocksi
péfallande hur denna transformeringsprocess aldrig
avstannar utan iir i stindig rorelse och férvandling.
Inget tgonblick cller plats dr ett sjalvklart cen-
trum, barjan eller slutpunkt. Samma rorlighet finns
sven hos de enskilda verken. De kan omskapas vid
varje utstiillningstillfille och forhdlla sig till rum-
met och fir som verk en mer flytande karakUér i tid
och rum. For utstillningen pd Bonniers Konsthall
var en drivande tanke att lata de olika verken fa sin
speciella form utifran konsthallens arKitektur, men
ocksa atl lata de olika verken haka fast 1 varandra
och hilda en atmosfiirisk helhet snarare &n en serie
singulira objekt. Installationen Non Srop Unfold,
vars olika delar upptar konsthallens [témre rum, har
f4tt ett Lilligg av nya badrumsskip med speglar frén
Ikea i verket Split Vision. Gunilla Klingberg har
staplal dem pé varandra och later speglarnas vinkel
skapa en varierande yta av reflcktioner. Utstéllnings-
rummet delas av en projektionsyla som visar en
film inspelad pi lkea da butiken hade Sppet for sina
kunder ett helt dygn i striick. Bildytan splittras av ett
kalejdoskopiskt filter som delar bilden i ett stiindigt
forinderligt monster. Tillsammans med ljudverket
Feedback Soundmrack som liter ljud gi i en evig
rundging skapar verken en totalupplevelse diir de
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the work creates un image ol the way our concep-
tions of the moon are an equal amalgam of ancient
mysticism and of a science powered by dreams of
territorial expansion into space. In Cosmic Mat-
ter these appareatly incompatible realms come to-
gether and show how intertwined our conceptions
are. Science often borrows metaphors from our my-
thologies. New Age nolions acquire seriousness by
borrowing from the language of the natural sciences.
Lven if it is clac in the language of science, for the
modern human individual, our yearning to go into
space, to potential new scttlements, has deeper,
more archaic roots than we might want to admir.

It is specifically at this point of intersection be-
tween accepted knowledge, folk beliefs, popular
culture and divergent cultural spheres, that Kling-
herg’s art emerges. Her works draw our attention
to how complicated and how extensively ramificd
the connections between these thought systems are,
but they also play with the new ideas. images and
contexts that can arise in this encounter. A pivotal
feature of Klingberg's art is an interest in what is
produced in the hybridization of distinct cultures,
images, forms of cxpression, traditions and geogru-
phies. She brings together the disparate and hetero-
geneous, and interweaves it into new meanings that,
in the next instant, mutate and form a new context.
Another thing that is striking about her works, how-
ever, is the way this process of transformation never
ends, but is in constant motion and transformation.
No moment or place is an obvious centre, beginning
orendpoint, The different works also have this sume
mobile quality. They can be recreated and relared
to the space for cach new exhibition and, as works,
take on a mora fluid character in time and space.
One idea underlying the Bonnicrs Konsthall exhibition
was to have each of the works take on a form that
specilically responded to the Konsthall’s architec-
Lure, but also to have the various works engage with
euch other so as (o constitule an atmospheric whole,
rather than being a series ol distinet objects. The
Non Stop Unfold installation, whose various parts
fill the Konsthall’s front space, has had added to it
new mirror-dcored bathroom cabinets from Tkea in
Split Vision. Klingberg has piled them on top of each
other, with the angles of the mirrors creating a vari-
able surface of reflections. The exhibition space is
divided by a projection screen showing a film shot




olika materialen, teknikerna och sinnesintrycken
piverkar varandra. Som monstren i en orientalisk
textil si forindrar sig Gunilla Klingbergs verk hela
tiden efter betraktarens blickpunkt och visar upp
tidigare dolda sammanhang och ménster.

Gunilla Klingberg intresserar sig for hur rum kan
skapas och [Oriindras med hjilp av ytor, ljusfall,
farger och ménster. Hennes konst liter betraktaren
omslutas, suggereras, farféras och bli del av en spe

ciell stamning, et tillstdnd. Lo dterkommande tanke
ar art bryta distansen mellan betraktare och verk och
* lita betraktaren vistas i verke: snarare &n att titta pa
det. Intresset for att med monster och rorelse ma-
nipulera seendet, piverka vint medvetandetillstind
och vara sinnesintryck gar tillbakau till opkonsten och
det sena sextiotalets psykedeliardrelse. I utstillning-
en pa Bonniers Konsthall ticker viiggverket Brand
New View hela konsthallens norra glasfasad. Eu
oricntaliserande monster utskuret i orange sjilvhiaf-
tande plastfilm dndrar glascts genomslipplighet och
[6randrar rummets ljus, P4 den motsatta viiggen har
ctt liknande monster tryckts pa orangefirgad plast. I
taket hiinger spegelklot - som egentligen dr avsedda
alt anvinda for overvakning | affirer — som reflek-
terar ménstren [Orstiirkla av neonrdr som placerats
pa golvet. Tillsammans omformar verken rum-
men och innesluter betraktaren i ljus, ménster och
reflcktioner i olika skikt och Overlagringar. Tittar
man niirmare pa ménstren ser man hur de nirmast
hypnotiska slingorna ar sammanfogade av olika
lagpriskedjors logotyper. Ur plexiglas med spegel-
yta har Gunilla Klingberg skurit ut citat av den av
celebriteter omhuldade Deepak Chopra, likare i
ayurvedisk medicin. S& smailter nyandlighetens
lofte om kroppsligt och sjilsligl vdlméende samman
med konsumtionskulturens vardag. Bada tycks vara
ganska dverens om vad de lovar: ett tillstand dér in-
get skaver och dr obekviimt - méjligheten till total
snabb behovstillfredsstillelse tillgianglig for alla pa
cn ging. MA vara med en ny terapi eller ett nytr ef-
fektivt diskmedel.

Om modernismen drismde om det avskalade, funk-
tionella féremalet och betrakzade ornament som ctt
brott, sd kan man tillspetsat sdga att idag 4r orna-
mentet det enda betydelselulla. 1 ett utbud av alltfler
och alltmer snarlika varor ir det de sma betydelse-
barande skillnaderna som dr vasentliga. Virlden

during a 24-hour shopping day at Tkea. The picture
surfuce is split up by a Kaleidoscopic filter that di-
vides the image into a constantly changing pattern.
Together with the audio work Feedback Soundirack,
in which the sound goes in an endless loop, the work
creares a total experience, with the diflerent materi-
als, lechniques and sensory impressions influencing
each other. Like the designs on an oriental textile,
Gunilla Klingberg's works change constantly, de-
pending on where the viewer is looking from, and
reveal previously hidden contexts and patterns.

Gunilla Klingberg 1s interested in the way space can
be created and transformed with the aid ol surfaces,
the angle of the light, colour and pattern. Her art has
viewers surrounded, hypnotized, seduced, making
them part of a special atmosphere, a state. One re-
current idea is breaking down the distance between
the viewer and the work, letting the viewer spend
time in the work rather than looking at it. This inter-
est in using patterns and movement to manipulate
our seeing, to influence our state of consciousness
and our sensory impressions, has links with Op Art
and the psychedelia movement of the late sixtics.
In the exhibition at Bonniers Konsthall the Brand
New View mural covers the whole ol the Konst-
hall’s northern glass fagade. A quasi-oriental pat

tern engraved in orange on self-adhesive plastic film
alters the transparency of the glass and transforms
the light in the space. On the opposite wall a similar
pattern has been printed on orange plastic. From the
ceiling hang spherical mirrors — actually intended
be used for surveillance in stores — which refiect the
designs made brighter by the neon tubes arranged
in patterns on the floor. Together, the works trans-
form the space and envelop the viewer in light, pat-
erns and reflections in different strata and layers.
If we look more closely at the patterns. we see that
the almost hypnotic arabesques are made up of the
logos of various low-price store chains. In mirror-
surfaced Plexiglas Klingberg has engraved a quota-
tion from that doctor of Ayurvedic medicine much
loved by celebrities. Deepak Chopra. Thus, New
Age spirituality’s promise of corporal and spiritual
wellbeing merges with everyday consumer culture.
They both scem Lo be quite agreed about what they
are promising: a state in which nothing rubs or is
uncomfortable — the possibility of total, rapid sat-
isfaction of needs, accessible to everyone, all in

L
-1

Spiit Vision,
Bonniers Konsthall,Stockholm, 2008,

Fecdback Sovndirack,
KIASMA Museum of Contemporary Art, Studio K,
Helsinki, 2004.



Mantric Mutation, The Maodesna Exhibition,
Moderna Museet, Stockholm, 2006.

omkring oss forvandlas alltmer Gll en yta [ylld av
tecken — dataskdrmen, stadsrummet, tidningssidan

dar utbytbarhet och [Oriindring dr det mest patagli-
ga. Det dr dessa ytor som upptar Gunilla Klingberg.
Det nya urbana rummet, dess krympande publika
platser som alltmer invaderas av varumirkesarki-
tektur dir deltagande dr liktydigt med konsumtion.
Det viixande utbudet av formade féremal och var
tids minniskoskapade miljoer bildar ett intrikat sys-
tem av koder, budskap och ideologier som konsten
bdde ar en del av och stir i dialog med. Grinsen
mellan konst och design brukar ofta dras vid bruks-
virde och anvandbarhet. Men den grinsen blir
alluner tanjbar nér skillnaden mellan tingens olika
viirde inte beror sid myckel pa brukbarhet som lys-
kraft, forforelse eller retorisk dvertygelse. Designen
likvil som konsten blir delar i en alluner sofisti-
kerad teckenekonomi dér nya umgdngessatt mel-
lan tidigare atskilda discipliner - konst, design och
mode — skapas. Det ér darfor inte tillrackligt att
beskriva Gunilla Klingbergs arbeten som en kritik av
var tids varumirkesfetischism. Tittar man niirmarc
pé arbetsmetoder och forhéllningssatt i samtidens
konst sd miste man [riga sig om konsten dr pd vig
att limna det utanférskap som varit dess foljesla
gare sedan den tidiga modernismen. Eller riktigare
uttryckt: den stiller den obekviima [tigan om detta
utanfor langre dr majligt. Den kritiska aspekten av
Gunilla Klingbergs konst vilar inte pa utpekande
och avvisande. Pa clt mycket [Orsatligare vis drar
hon in betraktaren i en fascination, vi hamnar i en
situation dér vi far kdnna kraften i de bilder och
tankar som hon privar och undersoker. Hon gor
det mycket tydligt att det idag ar svért att tala om
ctt utanlor och et alternativ, vi ér alla delaktiga 1
den konsumtionskultur som utgdr rimaterialet till
hennes konst antingen vi vill det eller inte.

Aven om anslaget of ta dr storskaligti Gunilla Kling-
bergs konst sa ir det i det lilla, i detaljen i delen som
bygger helheten som man mdste soka for ate fulle
gripa hennes verk. Man maste ge sig tid och titla
nira for att finga en betydelsebirande detalj som i
nista dgonblick gdmmer sig i den visuellt anslaende
helheten. T den nya stjimlormade skulpturen Super-
nova — Interior Collapse som Gunilla Klingberg
gjort speciellt [or Bonniers Konsthall och som stédr
som ett kosmiskt tecken frédn ett annat universum i
konsthallens entré ér det ytorna som ar betydelse-

one go. Whether it be with a new therapy or a new,
more-effective washing-up liquid.

II'modernism dreamed of the stripped-down, func-
tional object and saw ornamentation as a crime,
then we can sum up the current view by saying
thal, now, ornamentation is the only thing that has
meaning. Amid an armay of increasingly many, in

creasingly similar goods it is the small. meaning-
ful differences that count. The world around us is
being increasingly transformed into a surface filled
with signs — computer screens, the urban space, the
pages of newspapers - whose most tangible proper-
ties are disposability and change. Tt is these surfaces
that concern Klingberg. The new urban space. its
dwindling public places that are being increasingly
mnvaded by trademark architecture, participating
in which is tantamount to consuming. The grow-
ing array ol designed objects and today’s human-
created environments constitute an intricate system
of codes, messages and ideologies. of which art is
a parl, existing in dialogue with it. The boundary
between art and design is often drawn along the line
of utility value and vsefulness. But the boundary
becomes increasingly clastic when the difference
between the values of the ditterent objects depends
not so much on their usefulness as on their bright-
ness, seductiveness or power of rhetorical persua-
sion. Design, like art, becomes part of an increas-
ingly sophisticated economy of signs. in which new
forms of interchange hetween previously distinct
disciplines — art, design and fashion — are created. Tt
is. thus, not enough to describe Klingberg's works
as a critique of today’s label fetishism. If we take
a closer look at the working methods and attitudes
used in contemporary art, we are compelled to ask
oursclves whether art is on the way to abandoning
the outsider status that has clung to it since the days
of early modernism. Or more correctly: it poses the
awkward question of whether that outside is any
longer possible, The critical aspect of Klingberg’s
art does not lic in pointing things out and repudiat-
ing them. In a much more devious way she draws
the viewer into a sense of fascination. We find our-
selves in a situation in which we get 1o feel the pow-
er of the images and thoughts that she is testing out
and exploring. She makes it very obvious that it is
difficult, nowadays. to talk about an outside and an
alternative, we are all accomplices in the consumer




birande. Himlakroppens ytor dr tickta med olika
vardagliga inredningsmaterial: mattor, golv, skap-
luckor och stuckatur for gir-det-sjalv-bruk. Mate-
rial som allihop egentligen utger sig [Or atl vara mer
dyrbara och unika @n de egentligen &r genom att imi-
tera trdgolvel, den @kta mattan och handgjord stuck.,
Igen dr det vad den hdr ytan kommunicerar som in-
tresserar Gunilla Klingberg och vilken relation det
finns mellan yta och bakomliggande egenskaper.
En aterkommande strategi hos Gunilla Klingberg ir
alt hidmta bide sina material och sina motiv —symp-
tomatiskt nog ir det svart al atskilja dessa — ur sin
vardagsvirld. Hon tittar runt omkring sig och ser
det som vi inte lingre ser. Lagprisvaruhusens logo-
typer, inredningskedjornas tillgangliga (6remal vars
design dr igenkiinnbar och banal. Dessa familjira
former omstdps och tilldiktas. Gunilla Klingbergs
konst utmiirks av ett dteranvdndande. Den ér en del
i en kultur av “sampling” dir man snarare fin att
[orestilla sig négot absolut nytt sammanfogar och
omstiper redan existerande former och uttryck. Ett
motstand mot kulten av —och myten om  det stin-
digt nya genom att dteranvinda och omformulera
det redan tillgéngliga.

Siirskilt har hon arbetat med formeitat fran en dster-
landsk kulturtradition dér upprepning, kopiering
och reproduktion varit viktiga. Hir kan man ana
ctt avsteg [rin och en kritik av den visterlandska
modernitetens krav pi fornyelse och sténdiga fram-
steg. Det dr ocksa intressant att se var hon hiimtar
influenserna. Det handlar snarare om dsterlandet si-
som det filtrerats genom en bredare populirkultur.
Att det i vir tid finns en nyvickt fascination [6r ¢n
mingd olika vishetsliror, livsfilosofier och alimidnna
hiilsorid av mer eller mindre tydligt dsterlandskt ur-
sprung har knappast undgitt nigon. Aven den som
inte helhjértat har gett sig i kast med nyandlighetens
olika former och uttryck har siikert kopt lite avslapp-
nande rokelse eller fart en introduktion till yoga pa
arbetstid. Osterliindska influenser @r ndgot som
kommit, gitt och starkt piverkatl var kultur. Varje
gdng vi véant blickarna dsterut har ocksa métet mel

lan st och viist halt olika bevekelsegrunder, motiv
och resultat. Var tids blick mot dster manifesterar
sig [ramforallt i en bredare medial populirkultur in-
riktad pa livsstil och som genererar en hel marknad
av produkter ach tjanster. Det dr den viirlden med
sin egenartade blandning av ogenerad konsumism

culture that constitutes the raw material for her art,
whether we like it or not.

Even if Gunilla Klingberg’s art often adoplts a large
format, it 1s to the little things, to the details of the
constituent parts that make up the whole, that we
must look in order to completely grasp her work.
We have to give ourselves time and look from close
to, in order to capture a meaninglul detail that. in
the next instant, is hidden within the visually al-
tractive wholc. In the new star-shaped sculpture,
Supernova - Interior Collapse, which she made es-
pecially for Bonniers Konsthall, and which stands
in the Konsthall's entrance hall like a cosmic sign
from another universe, it is the surfaces that arc sig-
nificant. The surface of this celestial body is cov-
ered with a variety of everyday furnishing materials:
rugs, flooring, cuphoard doors and ceiling stucco in-
tended for do-it-yourself. Materials that all actually
pretend to be more expensive and unique than they
really are, by imitating wooden flooring. an authen-
tic rug and hand-made stucco. Again, it is what this
surface communicates thal interests Klingberg, and
the relationship between the surface and the under-
lying properties. A recurrent strategy in Klingberg's
works is to take both her malerial and her subject
matter — symptomatically enough it is hard to distin-
guish between them — from her everyday life. She
looks around her and sces what we no longer see.
Low-price store logos, easily available objects from
furnishing chains, their designs recognisable and
banal. These familiar forms arc recast and made lyr-
ical. Klingberg's art is characterised by recycling. It
is a part of a culture of sampling, which, rather than
imagining something absolutely new, combines and
recasts already existing forms and cxpressions. An
act of resistance to the cult — and myth — of the eter-
nally new, via recycling and reformulating what is
already available.

She has particularly worked with guotations of
forms from an oriental cultural tradition, in which
repetition, copying and reproduction have been im-
portant. Here we can sense a move away [rom, and
critique of, western modernity’s demand for inno

vation and constant progress. It is also interesting to
see where she gets her influences [rom. This is the
Orient more as it has been filtered through popular
culture in general. It can hardly have escaped any-
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och andlighet, sjilavird och entreprendrskap,
verkligt sékande och trendkinslighet som Gunilla
Klingherg berdr i ett flertal verk i utstillningen.
Med den liitt forundrade fortrolighet och lekfull
het som blivit hennes kinnetecken umgds hon med
olika spér av det dsterlandska i var visuclla kultur,
sparar dem, plockar sonder dem for att sedan bygga
om och ateranviinda dem. Verken stiiller oss fragan
hur vir linglan efter andlighet sa it kunde omfor-
muleras till ett pakel rokelse fran en kladaffir eller
en bastsiljande livsstilsguide inkopt pd en flygplats
pé viig hem [rén en lngvaga semesterresa.

one’s notice that there is currently a newly awoken
fascination with a number of different schools of
wisdom, philosophies of life. and general health ad-
vice of more or less exolicitly eastern origin. Even
those who have not been very deeply involved in
the various forms and expressions ol New Age spir-
ituality are sure to have bought a little relaxing in-
cense or heen given an introduction to yoga at their
workplace. Oriental influences are something that
has come. gone, and left a powerful impression on
our culture. Every time we have turned our gazes
castwards, the encounter between East und West has
had different motivations, subject matters and out

comes. Today’s castward gaze manifests itself pri-
marily in broad popular culture in the media, is fo-
cussed on lifestyles, and generates an entire market
of products and services. It is on this world. with its
peculiar mixture of unconstrained consumerism and
spiriluality, cures for the ills of the soul. and entre-
prenzurship, true secking and trend-consciousness,
that Gunilla Klingberg rouches in most ol the works
in the exhibition. With the slightly surprised famil-
farity and playfulness that has become her hallmark,
she engages with various echoes ol the oriental in
our visual culture, tracks them down. takes them o
pieces, s0 as to reconstruct and re-use them. These
works ask us how our longing for spirituality could
so easily have been reformulated into a packet of in-
cense from a clothes shop, or a best-selling lifestyle
guide bought at an airport on the way home [rom a
long-haul holiday trip.

Translation: Mike Gamer




