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The exhibition Weather Report: Forecasting Future in the Nordic Pavilion is themed around 
the complex and varied relations between the human and nonhuman in an age when 
climate change and mass extinction are threatening the future of life on Earth. When 
imagining the future, humans face the responsibility of acknowledging multispecies 
entanglements and the need to renegotiate existing interspecies relations.

It is often difficult for humans to notice lifeforms that exist on a scale different from theirs, 
such as microscopic organisms, the slow workings of toxic agents, or durational processes 
of decaying organic matter. By heightening the visitors’ awareness of the materiality of the 
space and the artworks, and by assimilating their bodies to other lifeforms, the exhibition 
attempts to establish a connection with more-than-human agencies.

The biennial gardens are bordered by the Venetian Lagoon, a tourist-infested city, and hubs 
of mainland industry, all spurring contemplation of the eco-crisis, the erosion caused by 
centuries of mass tourism, and the survival prospects of marine species native to the lagoon, 
which compete for space with massive cruise ships.  The pavilion itself is susceptible to 
exterior conditions. Occasional high tides and changes in the weather expose the exhibition 
to unpredictable forces.

The Artists
The invited artists are Finnish duo nabbteeri, Norwegian Ane Graff and Swedish Ingela 
Ihrman. The artists’ practices often involve a fusion of visual art with the humanities and 
natural sciences, a collaborative or dialogical process that takes place within a multi-
disciplinary community. All the artists create new works for the show in the Nordic Pavilion.

Artist collective nabbteeri typically begin by mapping the place where they are temporarily 
set up. They gather the materials on site and incorporate recycled objects that evolve 
into mesh-like installations. Their works are compositions based on interactions between 
the artists and other things, including nonhuman organisms. They often focus on the 
tiniest lifeforms, minute species co-existing with us. nabbteeri slows down the working 
process in order to discover a locally oriented practice or a manual skill that often requires 
concentration, sometimes accompanied by digitally processed images. This involves 
forming an intense relationship with existing knowledges. Working with in-situ matter also 
connects their work with the ecological artwork production. 

In the constellation of elements for the Nordic Pavilion, nabbteeri delves into the materiality 
of the Pavilion and the Giardini. They also focus on the organic surplus, garden waste, 
produced by the Giardini. Compost marks an endeavour to create a self-maintaining, life-
producing ecosystem within the pavilion premises. Nonhuman life is maintained inside 
the building by plant cuttings, tentacular beings that remind us of the rhizomatic nature of 
co-existence. The materiality of the travertine and concrete-built pavilion is reiterated in the 
sand-filled, elements, which contain material that will be released in the Giardini after the 
biennale is closed. In the backyard, Dead hedge prevents human visitors from approaching 
the site from behind the pavilion, while offering a space for birds and invertebrates.

Ane Graff creates works that combine her material research with a broad range of research 
disciplines, including microbiology and chemistry. She is influenced by feminist new 
materialism’s re-thinking of material reality, which takes a relational approach to matter. 
Through her installations, she confronts allegedly stable, science- and culture-based 
classifications, while asking how notions of human exceptionalism and dualistic thinking are 
connected to the ecological crisis. 



The states of inflammation in Graff’s works refer to the connections between climate 
change, Western societies driven by economic growth, the extinction of immune-
modulating intestinal microbes and the spread of inflammatory diseases. Her installation 
makes observable how the human body is entangled with other agencies, such as bacteria, 
as well as the toxicity of the environment. The displayed objects and their containers, the 
glass cabinets, refer to the human body and its current inflammatory state, emitting signals 
from the past and hinting at possible future scenarios. The cabinets’ glass surfaces indicate 
fluidity, as if they are melting before our eyes. In her sculptures, Graff incorporates various 
material experiments. The materials keep interacting and forming new mixtures during the 
exhibition, denying human control over them.

Ingela Ihrman weaves together imagination, craft techniques, as well as sensibilities and 
personal experiences in her objects, moving images and texts. Occasionally, her installations 
include an element in which she performs dressed in a self-made plant or animal costume. 
Drawing on the feminist performance tradition, she uses her own body to critically analyse 
culture-nature divisions and to open up the prevailing male and scientific gaze to queer 
horizons. She maintains that relating one’s own body to diverse material worlds or emulating 
their cycle of life can foster an enhanced understanding of life’s various entanglements.

Her algae installation tells a story of the liquid origins of human bodies and the existing 
connections between diverse lifeforms. Silent, large-scale objects invite the exhibition 
visitors to partake in a bodily experience. By allying with worlds commonly considered 
‘others’, it is possible to transgress limiting concepts and to reconsider notions of belonging 
and co-existence. Visitors are invited to read Seaweedsbladet #1, a newspaper that was 
distributed to all households in the residential area of Seved in Malmö, where Ihrman is 
based. The newspaper reflects on how the human body is linked to a variety of agencies.

Nordic Pavilion 
The Nordic Pavilion, designed by Norwegian architect Sverre Fehn, was completed in 1962 
and has since been a space for collaboration between three nations: Finland, Norway and 
Sweden. For the period 2017 to 2021, the art in the Nordic Pavilion is presented as a joint 
project by the Nordic Committee. The commissioner of the 2019 Nordic Pavilion will be the 
Museum of Contemporary Art Kiasma / Finnish National Gallery. The exhibition is curated 
by Kiasma’s director Leevi Haapala and curator Piia Oksanen. The co-commissioners of the 
other Nordic countries are Moderna Museet’s co-director Ann-Sofi Noring and Office for 
Contemporary Art Norway’s (OCA) director Katya García-Antón.

The exhibition Weather Report: Forecasting Future is supported by the Jane and Aatos 
Erkko Foundation, the Saastamoinen Foundation and Ministry of Education and Culture.

Nordic Pavilion Press Preview
Wednesday, 8 May 2019, 12:30pm
Giardini della Biennale
Calle Giazzo, 30122 Venice, Italy
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Please take note of the copyright restrictions. These images are only to be used for press 
purposes promoting the exhibition. The images are not to be cropped.

Please send 2 original copies of your publication to the following address:  
ARTPRESS – Ute Weingarten, Danziger Str. 2, 10435 Berlin
+49 30 48 49 63 50 I artpress@uteweingarten.de I www.artpress-uteweingarten.de

By using the following images, the recipient agrees to the terms of usage. The reproduction 
of the images at a later point in time is only possible in agreement with the author, which 
needs to be stated in written form. By reproducing these images, the terms of usage are 
automatically agreed upon. 

These images can be downloaded at: http://artpress-uteweingarten.de/en/press
Installation views can be downloaded at: www.kiasma.fi/press after the opening

1— (l. to r.) Ane Graff, Maria Teeri, Janne 
Nabb, Ingela Ihrman, Leevi Haapala and 
Piia Oksanen, Venice, 2018, Photo: Finnish 
National Gallery/Pirje Mykkänen

2— Curators Piia Oksanen and Leevi 
Haapala, Venice, 2018, Photo: Finnish 
National Gallery/ Pirje Mykkänen

3— nabbteeri, Portrait of the artists, Venice, 
2018, Photo: Finnish National Gallery/ Pirje 
Mykkänen
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4— Ingela Ihrman, Portrait of the artist
Venice, 2018, Photo: Finnish National 
Gallery/ Pirje Mykkänen



9— Ane Graff, States of Inflammation, 2019 
’Glass cabinet in Fuchsia glas’ and ‘Glass 
cabinet in Lavender glass’, Photo: Finnish 
National Gallery | Pirje Mykkänen 

10— Ane Graff, States of Inflammation, 
2019 and Ingela Ihrmann, A Great 
Seaweed Day, 2018–2019, Photo: Finish 
National Gallery | Pirje Mykkänen

7— Ane Graff, Untitled, 2018, copper, iron 
and potassium alum sulphate growths on 
deep sea coral, Jewel Beetle (Chrysochroa 
vittata), Photo: RH Studio, Courtesy the artist

8— Ane Graff, Studio view with pigment 
experiments, 2019, Oslo, Norway
Photo: RH Studio, Courtesy the artist
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5— Ane Graff, Portrait of the artist 
Venice, 2018, Photo: Finnish National 
Gallery/ Pirje Mykkänen

6— Ane Graff, Detail of States of 
Inflammation, various materials, 2019. 
Photo: RH Studio Courtesy of the artist



11— nabbteeri, Ethnographies of home-
spun spinelessness cult and other neigh-
bourly relations, 2019, Gingerbread house, 
Photo: Finish Gallery | Pirje Mykkänen 

13— Ingela Ihrman, A Great Seaweed Day, 
2018-2019, Photo: Finish National Gallery | 
Pirje Mykkänen

15— Ingela Ihrman, Seaweed, 2019, 
material research for a work in progress, 
Photo: Ingela Ihrman

16—  Ingela Ihrman, A Great Seaweed Day, 
2019, Photo: Finnish National Gallery | Pirje 
Mykkänen 

14— Ingela Ihrman, A Great Seaweed Day, 
2018-2019, Photo: Finish National Gallery | 
Pirje Mykkänen

12— Ane Graff, States of Inflammation, 
2019 ’Glass cabinet in Fuchsia glas’, Photo: 
Finnish National Gallery | Pirje Mykkänen 
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18— nabbteeri, Ethnographies of a home-
spun spinelessness cult and other neigh-
bourly relations: Gingerbread house, 
2019, Photo: Finnish National Gallery | Pirje 
Mykkänen 

19— nabbteeri, Ethnographies of a home-
spun spinelessness cult and other neigh-
bourly relations: Gingerbread house, 
Detail, 2019, Photo: nabbteeri

17— nabbteeri, Ethnographies of a home-
spun spinelessness cult and other neigh-
bourly relations: Dead hedge, 2019, Photo: 
Finnish National Gallery | Pirje Mykkänen 

20— The Nordic Pavilion, Venice, 2018, 
Photo: Finnish National Gallery | Pirje 
Mykkänen
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Leevi Haapala  
Weather Report: Forecasting Future – From Climate Concern to a Committed Tomorrow

The Nordic Pavilion exhibition Weather Report: Forecasting Future tackles a topic of the 
utmost global urgency: the varied relation between nature, humans, and other lifeforms. 
Human activity has radically altered the climate and environment – the common habitat 
shared by all ecosystems on Earth. The featured artists address questions related to the 
complex interactions between humans and the environment while registering awareness of 
climate sensitivity and the unpredictability of the future. The selected projects foreground 
the relationship between humans and other species – from plants and animals to living 
organisms and inanimate nature. 

When at its most interesting, contemporary art engages in public discourse through 
questions, proposals and provocations put forward by individual artists and, to a growing 
degree, also cross-disciplinary projects. Art enriches our vision of the future by casting light 
on its many dimensions and opportunities.1  While voicing a call for responsibility, future-
sketching is often a collective process that brings people together. The Nordic Pavilion 
provides a forum for reflection on the future in various formats: in our curatorial notes, in the 
selected exhibits, and in a series of scholarly discussions. 

The artists invited to exhibit in the Nordic Pavilion are Ane Graff from Norway, Ingela Ihrman 
from Sweden, and nabbteeri, an artist collective from Finland, all of whom work across a 
wide range of mediums including sculpture, performance, digital media and text. Their 
practice is interdisciplinary, linking together art, science and the humanities. Their work is 
often produced collaboratively or dialogically with experts from specific fields. Ane Graff 
employs a wide-ranging multidisciplinary approach incorporating perspectives from 
feminist new materialism to microbiology and chemistry. Ingela Ihrman comments on the 
environmental wave of the 1970s while also drawing from queer theory and ethnobiology. 
Artist duo nabbteeri work context-specifically, engaging in close interaction with the venue 
and its immediate location, materials and multispecies neighbours. 

On our curatorial visit to Venice we noted that the exhibiting artists share similar lifestyle 
choices and interests, such as ecological travel, gardening and healthy living. They work with 
an acute awareness of the environmental impacts caused by art-making, which inevitably 
contribute to the present state of climate instability. 

Nordic Welfare and Shared Responsibility
The Nordic countries are known as a safe haven where peaceful, democratic social 
conditions have fostered the success of the welfare state system. We are renowned as the 
world’s happiest nations, offering our residents free education and the opportunity to forge 
close ties with nature. Increased eco-awareness and fear of losing the pure, unpolluted 
environment have taught us to appreciate that nature’s wellbeing is an indispensable 
condition of our own welfare. The roots of climate change are embedded, as we know, in 
the global economy. The Nordic countries account for a comparatively small percentage of 
air emissions, but as leading cleantech innovators, we have a responsibility greater than our 
geographical size to help others in the quest for carbon neutrality. 

Climate change is causing the greatest ever market disruption to the so-called Carbon 
Democracy, aka the fossil-dependent consumerist economy. In the foreseeable future, 
climate change will also threaten the expansion of democracy. The Nordic countries are 
signatories to the 2015 Paris climate agreement, and we are committed to furthering climate 



research and greener business models such as energy efficient production and intelligent 
electricity grids. The Paris agreement aims at keeping the increase in the average global 
temperature to well below 2°C above pre-industrial levels and to pursue efforts to limit the 
temperature increase to 1.5°C. The agreement offers hope for a decarbonised economy – 
while recognising that current political pledges are not adequate.2  

The present geological epoch is commonly referred to as the Anthropocene, a term 
describing the period since the Industrial Revolution during which human activity has 
been the dominant influence on climate and the environment. The term was coined by 
Nobel laureate Paul J. Crutzen in his 2000 article The ‘Anthropocene’.3  Humans have altered 
the Earth and its atmosphere so drastically that the effects are visible in geology – in the 
form of erosion – and also in ecology. The Anthropocene is a cross-disciplinary concept 
that foregrounds the enmeshed relationship between humans and nature, helping us to 
comprehend the inherent reciprocity of human culture, technology and the environment.4  
The most tangible impacts of the Anthropocene – accelerated by recent explosive 
population growth and urbanisation – include phenomena such as the Earth’s sixth mass 
extinction event and an increase of nearly one degree in average global temperatures since 
the 19th century. 

In the Nordic region, weather patterns differ radically from year to year, making it difficult to 
gauge the precise contributing role of climate change. Nevertheless, the past three decades 
have undeniably been the warmest on record in the northern hemisphere, and extreme 
weather events have grown more common. The average temperature in Finland has risen 
by as much as two degrees between 1847 and 2013.5 Droughts and heavy rains appear to 
have increased, especially in southern Finland and Sweden. The winters are unquestionably 
warmer than they formerly were. The snowy season is growing progressively shorter in 
Norway, where coastal rainfall is predicted to increase by as much as 30% in spring and 
autumn over the next century. The permafrost zone is thawing, which in turn affects the 
global carbon cycle and the carbon balance between the air, water and earth. Finland has 
recently woken up to the dangers of peatland forest loss and carbon haemorrhaging from 
these critical carbon sinks. Increased greenhouse gas emissions are inexorably contributing 
to further climate warming. Sweden has witnessed record-high incidences of forest fires 
in recent years. Extended droughts coinciding with higher average temperatures are also 
increasing the risk of forest fires in other parts of the world. 

Climate change has various implications for plants, wildlife and nature overall. Biodiversity 
loss and biotic homogenisation are being further exacerbated by human translocation of 
flora and fauna from their native areas. Arctic nature is particularly vulnerable to biodiversity 
loss. Many species are gradually moving north while non-native species encroach from the 
south. Native northern species have reached a point where they can no longer relocate 
further north. The white winter camouflage fur of the Arctic fox provides no protection on 
snowless tundras. The adverse impacts of climate change cannot be halted completely, 
but they can be slowed down. This, however, calls for a universal commitment to climate 
pledges, strict emission controls, and a radical change in consumer habits. Biodiversity 
preservation would not only help to mitigate climate change, but also to protect humans 
from its harmful impacts. Our very survival as a species depends on our ability to avert major 
natural disasters and restore balance to natural ecosystems. 

The Challenge of Forecasting – And Art’s Pledge to the Future
Evidence of climate change is based on gathered data and forecasts extrapolated from 
variables such as surface temperature in different continents, the extent of ice cover in the 
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Arctic and Antarctic Oceans, and the amount of heat absorbed in the surface layer of seas 
around the world. A further indicator of climate sensitivity is the progressive increase in 
atmospheric carbon during the industrial era. By simulating emission growth, we can predict 
the future rate of global warming. 

We humans tend to thirst for knowledge of future events that are difficult to predict, such 
as fluctuating economic cycles, the outcomes of political campaigns, and future patterns 
of global warming. Forecasts offer us a sense of security. Art’s approach to sketching the 
future is different from scientific forecasting, however. Over decades and centuries, artists 
have looked to the future and envisioned utopias and dystopias, whether environmental, 
technological or political, and many have eventually come true – whether we like it or not. 
Contemporary art’s horizon of expectation has always embraced tolerance of uncertainty, 
creative prognostication, and imagining of potentials inherent in unfolding processes of 
change. Art’s capacity to produce new knowledge and experience of the world, also of an 
affective kind – hence making it identifiable – as well as its engaging visuality and creative 
utilisation of technology, offer a springboard for critical reappraisals and the inclusion of 
new dimensions of meaning in climate debate. 

Contemporary art bases its content on experiential knowledge, context-sensitive practice, 
and weak signals that artists, our contemporaries, filter from the environment in a variety 
of ways. Many artists today use multidisciplinary approaches linking art, natural sciences 
and the humanities. Their personal observations and lifestyle choices are reflected in the 
questions raised by their works. The exhibits in the Nordic Pavilion do not illustrate facts 
about climate change so much as focus our attention on personal choices and attitudes 
to human co-existence with other species and environmental phenomena that directly 
influence our lives, and how this reciprocal relationship could evolve in the future. 

Nordic Ethos on Nature and Modernity
The history of the Nordic Pavilion is closely affiliated with the post-war advent of the 
modern Nordic welfare state and intergovernmental collaboration in the Nordic region. 
This monument of concrete brutalism, with large glass walls opening onto the Giardini, 
was designed as a 1958 competition entry by the Norwegian architect Sverre Fehn and 
completed in 1962. The building is regarded as a masterpiece of modernist architecture, 
but a time bomb ticks in its materials, especially its ceiling beams, due to cost-cutting during 
its construction. The heavy salt content of the sea-sand used in the concrete is gradually 
corroding the steel structures. 

The venue itself raises environmental concern in a mere glance at the surrounding gardens 
– a human-controlled slice of the vegetal world – as well the historic backdrop of the 
pavilions. When our group of artists and curators toured the Giardini gardens, hosted by 
the head gardener, we became conscious of the predicament of local flora and fauna. The 
gardens are bordered by the Venetian Lagoon, a tourist-infested city, and hubs of mainland 
industry, all spurring contemplation of the eco-crisis, the erosion caused by centuries of 
mass tourism, and the survival prospects of marine species native to the lagoon, which 
compete for space with massive cruise ships. In late autumn 2018, the sea level rose 1.5 
metres during high-tide flooding, once again flagging up the vulnerability of this floating 
museum-city. 

Calling Nordic Artists: Humans, Nonhumans and the Environment
It is our hope that this exhibition will voice a call for egalitarian co-existence between 
humans and nonhumans. Only the most diverse, undisturbed ecosystems stand a chance of 



adapting to climate change. We asked the exhibiting artists – whose work articulates links 
between humans, nonhumans and the environment – what they wanted to say about the 
altered state of the climate in relation to forecasts of the future. What kind of environmental 
changes affect both humans and other species? What kind of future does contemporary art 
envisage for the planet and the organisms and people inhabiting it?  
 
Each of the artists formulated their own response to these questions through their works. 
In her Cabinets of Inflammation glass sculptures, Ane Graff focuses on the environmental 
toxins in our daily environment and their destructive effect on vital microbes in our bodies. 
Ingela Ihrman highlights colourful species of algae in her installation A Great Seaweed Day, 
which reflects on the direct, near-bodily connection between humans and other species. 
I believe that growing interest in the energy stored in seaweed yields promise of a viable 
renewable alternative for the post-fossil age. Artist duo nabbteeri host a generous banquet 
for nonhuman neighbours in their ensemble of works titled Ethnographies of a homespun 
spinelessness cult and other neighbourly relations. The work comprises a 3D animation 
and plant installation displayed in an enclosure of sandbags, paired with a compost unit of 
decomposing leaves outside the pavilion.  
 
All told, the works in the exhibition open our eyes to the vulnerability and great diversity 
of natural ecosystems while also reminding us of what we can learn from nature and other 
species. Seeing and appreciating the critical importance of interspecies dependencies 
is a vital step toward committing to future sustainability goals. Concern for the planet is 
shared by everyone, and we must equally share the aspiration to preserve biodiversity. 
Every ecosystem needs its own unique solution, not to mention new modes of thinking that 
engender greater consciousness of the environment, thereby spurring us to pool our efforts 
to slow down the threat of climate change.
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Piia Oksanen
Being and Thinking With(in) the Pavilion Space

Dead hedge is a two-metre metal structure packed with twigs and branches gathered from 
around the Nordic Pavilion. It is a work by nabbteeri situated on an elevated bank behind 
the pavilion, blocking human visitors from accessing a short-cut to the building. However, 
this thicket offers a suitable home for many nonhuman species inhabiting the Biennale 
gardens – or at least, this is the proposal of the artists.   

There are bird spikes attached to the beams under the pavilion’s eaves. The spikes are 
there to deter pigeons – unwanted guests. The built environment often draws species 
boundaries. Here, the exterior wall indicates the beginning of territory reserved for human 
activity. 

The demarcation between the Nordic pavilion and the Giardini is both radical and virtually 
imperceptible.6  The rectangular building is distinct from the lush gardens, yet it opens 
directly onto the Giardini via its wall-high sliding doors. The spikes are installed to drive 
away birds, but it is otherwise difficult to prevent nonhumans from entering the open 
space. Furthermore, wind, heat and humidity flow freely through every pore of the pavilion, 
undeterred by the spikey obstacles and built barriers. There is, moreover, no mechanical air 
conditioning sealing off the building as an inward-looking, mechanised system. 

In front of the pavilion there is another work by nabbteeri, Compost, which consists of 
organic matter routinely removed from the exhibition premises and its grounds. The 
vegetation generates a steady stream of garden waste. By means of composting, this 
organic material is transformed into nutrient-rich humus, both as part of Compost and in 
the peripheral areas of the gardens behind the exhibition pavilions: thus, waste is only its 
temporary status. The Nordic Pavilion’s porous travertine tiles must be kept clear of rotting 
leaves, but the very same waste is transformed into life-sustaining fertile matter as part of 
nabbteeri’s works. How any given material is defined is contingent on the space or place it 
occupies and attempts to designate separate spheres of human and nonhuman agency.  

An exhibition is inherently an invitation for a get-together. This exhibition offers a space 
for the co-existence of diverse lifeforms as well as a place for reflection on multispecies 
entanglements.7 The commissioned artworks focus not only on interdependencies but 
also alliances with and between nonhuman entities. This is simultaneously affirmed and 
challenged by the spatial logic of the Nordic pavilion. 

The three European nettle trees (Celtis australis) growing inside the pavilion stand as a 
reminder of the presence of the nonhuman. The exhibition is a temporary guest that must 
adapt to the space,8 necessitating a re-negotiation of agency and sharing space. In addition 
to the towering trees, the building and its surroundings are populated by far smaller 
lifeforms undetectable by human senses. Each human entering the space is itself actually a 
‘holobiont’, a host plus all the resident symbiotic microbe ecosystems that they carry within 
the body.9

Various flora, fauna, fungi and microbes co-exist under the travertine tiles, on the pavilion’s 
surfaces, and between its joints: the roots, branches, foliage, rhizomes and symbiotic 
entanglements create a bustling hub of more-than-human life inside the space. This 
teeming colony is most likely oblivious to the presence of the exhibition and the artworks, 
its sole impulse being to inhabit the matter imported into the building. It is impervious to all 
attempts to restrict the interior purely for human usage. 
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The pavilion is itself a giant case for displaying, containing and protecting artworks, yet 
it is highly susceptible to exterior conditions and forces of nature. Hence, from a human 
perspective, uncertainty and unpredictability prevail. Ane Graff’s installations make 
visible the vulnerability of the human body to varied agencies. The body is exposed 
to environmental toxins – usually contaminants of factitious origin – which turn against 
it, causing diseases. Graff’s works take the form of cabinets; they are enclosed, human-
organised entities. Display cases are usually meant to be hermetically sealed but in this case 
the doors are left ajar, transforming them into permeable zones exposed to environmental 
impact. They, too, are rendered prone for the materials and objects inside to change, grow 
and break free from any attempts to isolate and control. 

The premise of the exhibition is an attempt to recognise the agency of the nonhuman. 
It is often difficult for humans to acknowledge and grasp the existence of lifeforms and 
phenomena that exist on a scale different from theirs, such as microscopic organisms or the 
slow workings of toxic agents and reactions of prolonged temporal duration. The exhibition 
gives a visible, tangible form to entanglements and interdependencies, also of an emotional 
kind. Ingela Ihrman’s algae-shaped sculptures surpass humans in their proportions. Such 
inversions of scale can draw our attention to the existence of a variety of living and non-
living entities, compelling a rethink of interspecies relations. The cyclic changes that occur in 
the exhibition may be too slow to be perceived with the human eye. Such transformations 
are activated by nonhuman agencies, whether as materials changing form, plants becoming 
rooted or as the slow decay of organic matter. 

Graff, Ihrman and nabbteeri often work collaboratively. They reach out and work on a 
cross-disciplinary basis, initiate a social gathering or form a collective. In a group exhibition, 
artworks and issues become interconnected: they float, intermingle and cross-pollinate in a 
shared context, forming a temporary ecosystem of artworks, visitors and various nonhuman 
beings, even if the latter might use it as a transient habitat, ignorant of the presence of art. 
By heightening the visitors’ awareness of the materiality of the building, the artworks, and 
the environs, and by assimilating their bodies to diverse co-existing beings, the exhibition 
reaches out to connect with other agencies. It reveals that the spaces and domains reserved 
for different agencies – what is considered inside and outside – are ultimately unstable in 
their shifting boundaries.  

The exhibition touches upon salient themes related to climate change, species extinction 
and loss of biodiversity, but it also voices hope in the possibility of coexistence, 
underscoring the need to re-evaluate how humans relate to other species and the 
obligation to acknowledge the interdependencies existing within multispecies ecosystems. 
Writer and activist Rebecca Solnit reflects on the importance of hope, emphasising that 
hope is not tantamount to denial of fact – hope is not blind faith in recuperation. Rather, it 
is a spur and engine of action; it entails recognition of the complexity of existing problems 
and the ability to imagine alternative futures.  In this exhibition, it was a curatorial decision to 
acknowledge the significance of hope in thinking about the future. Contemplation through 
fears, hopes and instincts does not entail watertight logical argumentation. Rather, by 
staying in touch with materiality and instilling a heightened awareness of it, and by inviting 
visitors to identify with the nonhuman through a corporeal entanglement, the works can 
serve as exercises of conceptual realignment and as a space for collectivity, calling also for 
an ethically compelling rethink of established notions about various entanglements.
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Footnotes

1— Renata Tyszczuk and Joe Smith, Culture and climate change scenarios: the role and potential of the arts and humanities in 
responding to the ‘1.5 degrees target’, Current Opinion in Environmental Sustainability 2018, volume 31, pp. 56–64.

2– According to new estimates published by the Intergovernmental Panel on Climate Change (IPCC), current emission guidelines 
are not sufficient to prevent continued global warming. Current reduction targets would result in continued warming within a 
range of 2.7-3.1 degrees compared to pre-industrial levels. Markku Ollikainen, ‘Pariisin ilmastosopimus ja Suomi: mahdollisuuksia vai 
rasitteita?’, Kansantaloudellinen aikakauskirja – 113. vsk. – 1/2017 (4256), pp. 43–44.

3– Paul J. Crutzen, Eugene F. Stoermer, The ‘Anthropocene’ Global Change Newsletter, volume 41, May 2000, pp. 17–18. Jan 
Zalasiewicz, Mark Williams, Alan Haywood, Michael Ellis, ‘The Anthropocene: a new epoch of geological time?’ in Philosophical 
Transactions of the Royal Society, volume 369, issue 1938, published 31 January 2011. Stratigraphists (geologists concerned with 
the study of rock strata) propose that we are living in a new slice of time in the Holocene Epoch called the Meghalayan Age, which 
began roughly 4,200 years ago, reported the International Commission on Stratigraphy (ICS) in 2018. The name of this age comes 
from the Indian state of Meghalaya where a stalagmite from a cave provided chemical evidence signalling the beginning of the 
late Holocene. Read more: Mark Maslin; Simon Lewis, ‘Anthropocene vs Meghalayan: why geologists are fighting over whether 
humans are a force of nature’, The Conversation, 8 August 2018. https://theconversation.com/anthropocene-vs-meghalayan-why-
geologists-are-fightingover-whether-humans-are-a-force-of-nature-101057. Ref. 13.8.2018.  

4– Media theorist Jussi Parikka further proposes the use of the term ‘Anthrobscene’ to describe the obscenities of the eco-crisis. 
Jussi Parikka, A Geology of Media, Electronic Mediations, vol. 46, University of Minnesota Press, Minneapolis, London 2015, p. 44.

5– S. Mikkonen, M. Laine, H. M. Mäkelä, H. Gregow, H. Tuomenvirta, M. Lahtinen, A. Laaksonen, ‘Trends in the average temperature 
in Finland, 1847–2013’, Stoch Environ Res Risk Assess volume 29, 2015, pp. 1521–1529.

6– Giardini means ‘gardens’ in Italian.

7– Post-human theory questions anthropocentrism by underlining the inevitable interdependency of human and nonhuman 
species. Feminist post-human thinkers additionally focus critical inquiry on persistent dualisms assumed to exist between inside 
and outside, familiar and other, mind and body. For me, feminist post-humanism provides a lens for reflecting on the mechanisms 
of othering, of which taxonomic hierarchies offer an example. Feminist theorist Rosi Braidotti represents a branch of feminist 
materialism that critiques dualistic thinking that results in hierarchies. She advocates species egalitarianism, based on the premise 
that we are all enmeshed in the entity we previously defined nature. See, for example, Rosi Braidotti, ‘Four Theses on Posthuman 
Feminism’, in Anthropocene Feminism, edited by Richard Grusin. Minneapolis, London: University of Minnesota Press, 2017, pp. 
21–48. Material feminism furthermore embraces the materiality of the human body, underscoring material productions of reality 
and how humans are subject to nonhuman agencies, forces and materialities. During the curatorial process, this was a guideline 
when thinking about the art works, their materiality and being in a shared space.

8– The curators are responsible for watering and looking after the trees in the pavilion, as stated in the Rules for use of the Nordic 
Pavilion.

9– Not only does interspecies relations force a philosophical reappraisal from the humanities, but biology itself has been compelled 
to review its theories about human, interspecies relations and taxonomies. From a biological perspective, a human visitor is not an 
individual, but a host of many species. Only half our body is human; human cells make up less than half of the body’s total cell count. 
Every human hosts roughly 160 species of bacteria, all of which constitute their own ecosystems. The theory of living organisms as 
holobionts debunks established ideas about organismal individuality, also posing questions as to what it means to be human. Scott 
Gilbert, a biologist and scholar of developmental genetics, argues that symbiosis is the evolutionary strategy that supports life on 
earth. Scott F. Gilbert, ‘Holobiont by Birth: Multilineage Individuals as the Concretion of Cooperative Processes’, in Arts of Living on a 
Damaged Planet, edited by Anna Tsing, Heather Swanson, Elaine Gan, Nils Bubandt. Minneapolis, London: University of Minnesota 
Press, 2017, pp. M73–M89. Also, Margaret McFall-Ngai, a biologist and researcher of host-bacterial symbiosis, draws on recent 
findings of biological research that revolutionise established notions about humans and their presumed individuality. People are, in 
fact, predominantly microbe, not human. Bacteria influence our brain functions, affecting how we think and feel. Margaret McFall-
Ngai, ‘Noticing Microbial Worlds: The Postmodern Synthesis in Biology’, in Arts of Living on a Damaged Planet, edited by Anna 
Tsing, Heather Swanson, Elaine Gan, Nils Bubandt. Minneapolis, London: University of Minnesota Press, 2017, pp. M51–M69.

10– Rebecca Solnit, Hope in the Dark: Untold Histories, Wild Possibilites. Chicago: Haymarket Books, 2016.
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Ane Graff (b.1974, Norway) creates works that combine her material research with a broad 
range of research disciplines. In her practice, Graff applies knowledge from microbiology, 
chemistry and alchemic experiments. She is influenced by feminist new materialism’s 
re-thinking of material reality, which takes a relational approach to matter, including living 
bodies. Through her works and installations, she confronts the allegedly stable, science- and 
culture-based structures and classifications of Western societies, while asking how notions of 
human exceptionalism and Cartesian dualistic thinking are connected to the ecological crisis. 

The state of inflammation in Graff’s works refers to the connections between climate 
change, global warming, Western societies driven by economic growth and energy 
consumption, the extinction of immune-modulating intestinal microbes and the spread 
of inflammatory diseases. Her installation makes observable how the human body is 
exposed to and entangled with other agencies, such as bacteria, as well as the toxicity of 
the environment. The displayed objects and their containers, the glass cabinets, refer to the 
human body and its current inflammatory state, emitting signals from the past and hinting 
at possible future scenarios. The cabinets are human-organised entities, but their form 
and glass surfaces indicate fluidity, as if they are melting before our eyes. In her sculptural 
works, she incorporates material experiments and physical transformations that continue to 
take place during the exhibition. The materials keep interacting and forming new mixtures, 
denying the stability of the object and human control over them.

www.anegraff.com

Ingela Ihrman (b.1985, Sweden) weaves together imagination, time-consuming craft 
techniques, as well as sensibilities and personal experiences of everyday life in her objects, 
moving images and texts. Occasionally, her installations include an element in which 
she performs dressed in a self-made plant or animal costume. Drawing on the feminist 
performance tradition, she uses her own body to critically analyse culture-nature divisions 
and to open up the prevailing male and scientific gaze to queer horizons. Transforming 
oneself into a flower, mammal, frog or goldfish and expanding the scale of nonhuman 
creatures – relating one’s own body to diverse material worlds or emulating their cycle of 
life – can foster an enhanced understanding of life’s various entanglements. 

In her practice she often works collaboratively, or initiates an event, a gathering of 
participants, that cherishes and exercises the feeling of communality. Her algae installations 
tell a story of the liquid origins of human bodies and the existing connections between 
diverse wforms. Silent, large-scale objects invite the exhibition visitors to partake in a bodily 
experience. By allying with more-than-human beings and worlds commonly considered 
others, it is possible to transgress limiting concepts and to reconsider notions of loneliness, 
belonging and co-existence. It is possible to identify with other species, to feel connected 
with them and to consciously maintain the sense of this connection. Visitors in the space are 
invited to read Seaweedsbladet #1, a local newspaper that was distributed to all house-
holds in the residential area of Seved in Malmö, Sweden, where Ihrman is currently based. 
This first issue of the newspaper, including a collection of images and texts by Ihrman, 
reflects on how the human body is linked to a variety of agencies, beings and narratives. 

www.ingelaihrman.com  
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nabbteeri is an artist collective formed by Janne Nabb (b.1984, Finland) and Maria Teeri 
(b.1985, Finland). Their practice is characterised by the shifting conditions of working in 
changing locations. Typically, nabbteeri begins by mapping the place where they are 
temporarily set up. They gather the materials for their installations on site and incorporate 
recycled, borrowed or remodelled objects that evolve into stratified, mesh-like installations. 
Their works are compositions based on interactions and fusions between the artists and 
other things, including agencies of nonhuman organisms. They often focus on the tiniest 
observable lifeforms, minute species co-existing with us, such as fur beetles or various 
rotting agents. nabbteeri slows down the working process in order to discover a locally-
oriented practice or a manual skill that often requires concentration and skillfulness, 
sometimes accompanied by digitally processed videos and images. This involves forming 
an intense relationship with existing materialities and knowledges. Working with in-situ 
matter also connects their work with the ecological artwork production. 

In the constellation of elements for the Nordic Pavilion, nabbteeri delves into the materiality 
of the Pavilion and the Giardini. The hospitality that is both shown and rejected by the 
building itself is under scrutiny in their project. In the backyard, Dead hedge prevents 
human visitors from approaching the site from behind the pavilion, while offering a space 
for nesting and resting for birds and invertebrates. nabbteeri also focuses on the organic 
surplus, or ‘garden waste’, produced by the ecosystem of the Giardini. Some of this 
biomass fills the containers within the installation, guiding its processes for the duration of 
the biennale. Compost marks an endeavour to create a self-maintaining, life-producing 
ecosystem within the pavilion premises, and to revive a multispecies habitat in a spot where 
a sycamore tree used to grow. Nonhuman life is maintained inside the building by plant 
cuttings, tentacular beings that remind us of the rhizomatic nature of co-existence. The 
materiality of the travertine and concrete-built pavilion is reiterated in nabbteeri’s 
sand-filled elements which contain material that will be released in the Giardini after the 
biennale is closed.

www.nabbteeri.com
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Piia Oksanen is currently working as a curator at the Museum of Contemporary Art Kiasma. 
She has previously worked as an exhibition curator at the Wäinö Aaltonen Museum of Art in 
Turku, as an associate director at Galerie Anhava, and in the production team of the IHME 
Contemporary Art Festival, Helsinki. Oksanen holds an MA in Art History from the University 
of Helsinki and has studied curating at Aalto University. She is interested in exploring 
exhibition formats within the institutional space of the art museum and exhibitions as 
temporary situations that permeate the structures of the museum and extend outside it.

Leevi Haapala (PhD) is the director of Helsinki’s Museum of Contemporary Art Kiasma and 
a board member of the Kiasma Foundation. He has previously worked as a professor of 
Exhibition Studies at the Academy of Fine Arts, University of Arts, Helsinki (2014–2015) and 
as curator of collections at Kiasma, Helsinki (2007–2014). He is a board member of the Pro 
Arte Foundation and the IHME Contemporary Art Festival (2009–2019), a member of the 
selection board of the Young Artist of the Year at Tampere Art Museum since 2012, and a 
member of the Ars Fennica Award Panel since 2016.
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The Nordic Pavilion’s Weather Report: Forecasting Future is themed around the complex 
and varied relations between the human and nonhuman in an age when climate change 
and mass extinction are threatening the future of life on Earth.

From this year on, the Nordic Pavilion’s exhibition will be coordinated and co-commissioned 
by a Nordic Committee representing the Museum of Contemporary Art Kiasma / Finnish 
National Gallery, Sweden’s Moderna Museet, and the Office for Contemporary Art Norway. 
Our three museums will together select the curator and review the proposed themes and 
artists, and we will jointly provide institutional support for efforts to raise the profile of 
Nordic contemporary art.

Weather Report: Forecasting Future was curated by Museum Director Leevi Haapala and 
Curator Piia Oksanen from Kiasma. The selected artists examine issues related to the complex 
entanglements of humans and nonhumans in an era of climate crisis and future uncertainty. 
I would like to express my heartfelt appreciation of the exhibiting artists for throwing 
themselves into this project, contributing new works, and voicing their generation’s fresh 
viewpoints and message of hope. Thank you nabbteeri (Janne Nabb and Maria Teeri), Ane 
Graff and Ingela Ihrman – you have opened our eyes to the meaningful ways in which 
our daily choices affect the climate. A word of acknowledgement is additionally deserved 
by each artist’s production team for their expert support in producing the exhibits. We 
commend all the exhibitors as well as the candidates we met during our preparatory 
reviews in Finland, Sweden and Norway. 

We are indebted to the personnel of Kiasma and the Finnish National Gallery for producing 
and planning the exhibition, handling communications, and coordinating onsite supervision 
in Venice. A special word of thanks is deserved by master technicians Jari Kantanen and 
Antti Yli-Tepsa, conservators Siukku Nurminen and Ilkka Heikkinen, and production assistant 
Saskia Suominen.

We would like to express our appreciation to the authors of this catalogue for sharing their 
enlightening insights on the exhibition’s themes. We would like to especially acknowledge 
Hanna Johansson, Professor of Contemporary Art Research at the Academy of Fine Arts/
University of the Arts Helsinki, for her critical reappraisal of climate issues within the context 
of art and philosophy, and to new media theorist Jussi Parikka, Professor in Technological 
Culture & Aesthetics at the Winchester School of Arts/ Southampton University, for analysing 
the challenges of forecasting the future both throughout history and in this age of climate 
crisis. We are grateful to curator and critic Maria Lind, literary scholar and lecturer Karoliina 
Lummaa, and Jan Verwoert, professor of contemporary art and cultural theory – it was 
a privilege to read your probing, eye-opening analysis of the works created especially 
for this exhibition. Thanks also go to Mousse Magazine and Publishing for your excellent 
collaboration in producing and distributing this catalogue.

We would like to acknowledge the Norwegian Directorate of Public Construction and 
Property for providing updated information on the pavilion building and for their valuable 
input helping us plan forthcoming exhibitions. Warm thanks are deserved by the entire 
La Biennale di Venezia organisation for smooth co-ordination, and thank you Frame 
Contemporary Art Finland for organising the trainee programme for curators and students 
who took part in preparing the exhibitions in the Aalto Pavilion and Nordic Pavilion. 

The exhibition received valuable support from the Jane and Aatos Erkko Foundation 
and the Saastamoinen Foundation. We are extremely thankful for their generosity, 



which enabled us to commission new works and produce this scholarly catalogue. We 
are additionally indebted to private collectors from the Nordic Circle for supporting 
the exhibition and recognising the value of Nordic collaboration. Everyone mentioned 
here deserves recognition for contributing to the increased visibility of Nordic art at this 
prestigious showing of contemporary art in Venice.

The Nordic Committee

Leevi Haapala, Kiasma Museum of Contemporary Art, Helsinki

Ann-Sofi Noring, Moderna Museet, Stockholm

Katya García-Antón, Office for Contemporary Art, Oslo
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