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Santiago Mostyn makes films, installations and performances that
test the divide between disparate cultural spheres, employing an
intuitive process to engage with a knowledge and history
grounded equally in the body and the rational mind. His work may
be viewed as an ongoing visual research framework, where
materials range from academic archives to the artist's own
photographs in order to reconsider how broader histories and
personal memory might intersect.

He is based in Sweden but maintains strong ties to Zimbabwe and
Trinidad & Tobago, the countries of his upbringing. Mostyn
received his BA from Yale University and after attending
Stadelschule in 2006-2007, he received an MA in 2013 from the
Royal Institute of Art, Stockholm.

Mostyn co-curated the Moderna Exhibition 2018: With the Future
Behind Us, Moderna Museet's survey of contemporary art in
Sweden, and has exhibited widely at venues including Andréhn-
Schiptjenko, Stockholm (2021), the Lulea Biennial (2020), the 12th
Rencontres de Bamako (2019), Institut Suédois Paris (2019),
Gothenburg Biennial (2017), Moderna Museet (2016), Kunsthall
Stavan- ger (2014), and Performal3 in New York. Mostyn was a
resident at Kunstlerhaus Bethanien, Berlin in 2021 and will be a
fellow at Akademie Schloss Solitude, Stuttgart in 2022.

Solo/Duo Exhibitions (selected)

2023 Happy's House, Mariakirken, Copenhagen, Denmark.
2022 Dream One, Sodertalje Konsthall, Sodertalje, Sweden.

08-18 (Past Perfect), Andréhn-Schiptjenko, Paris, France.
2022 08-18 (Past Perfect), Ger8arsafn Kopavogur Art

Museum, Képavogur, Iceland.

SUEDI, House of Sweden, Washington D.C., USA.
2021 Your Shadow is a Mirror, Andréhn-Schiptjenko,

Stockholm, Sweden.

Group Exhibitions (selected)
2023 Mare Amoris/Sea of Love, Queensland Art Museum,
Meanjin/Brisbane, Australia.
You Don't Love Me Yet: Contemporary Video Art from
Sweden, Dupont Underground, Washington D.C., USA.
Chronic Desire — Sete Cronicad, Timisoara 2023 European
Capital of Culture, Timisoara, Romania.
Art on Screen, Kalmar Konstmuseum, Kalmar, Sweden.
2022 The Latvian Collection, Malmo Art Museum, Malmé, Sweden.
M O VI N G, Andréhn-Schiptjenko, Paris, France.
The Show is Over, South London Gallery, London, United
Kingdom.
The Real Show, CAC Brétigny—Centre d'Art Contemporain
d'Intérét National, Brétigny-sur-Orge, France.

Public Collections (selected)

Albright-Knox Museum, Buffalo, NY.

Moderna Museet, Stockholm, Sweden.
Statenskonstrad/PublicArtAgency, Sweden.

Hasselblad Foundation, Goteborg, Sweden.

Gavleborg State Collection, Sweden.

Orebro Konst, Orebro, Sweden.

Fotografiska, Stockholm MoMA Library, New York, USA.



Dream One
Solo exhibition at Sédertalje Konsthall, Sédertalje, Sweden,
2022

“You are illiterate in the way leaves are illiterate: they do not
read, they are there to be read; and if they are properly read,
they create their own literature.”

The quote, which belongs to the poet Derek Walcott, can be
found in the script of artist Santiago Mostyn's latest
installation, Dream One, produced for Sédertalje konsthall.
In the central video, the artist meets digital and reénacted
versions of Walcott before his death, with the poet telling a
story about a “douenne,” a child-like, folkloric creature from
Trinidad known for its capacity to lure children deep into the
forest. As an artist Santiago Mostyn is well-known for his
ability to create politically explosive narratives through an
associative, almost lyrical, style of visual storytelling. Dream
One is no exception, borne by deep political and ethical
dimensions that touch upon subjects such as rootlessness,
home and that which remains hidden, perhaps even secret.
Images are charged with language and language is charged
through image and narration.

In Dream One, Santiago Mostyn pushes video and sound
installation towards new realms. We experience the
embodiment of a dream dispersed into a number of sound
sources, among them a human-made thunderstorm played
through speakers installed into the pods of Brazil nuts, a tree
native to the tropics. The exhibition becomes a landscape
with two main protagonists, an older storyteller, played by
three actors who attempt to fill the personae of the poet
Derek Walcott; and a younger character, a boy of

the Arawak tribe, who speaks to us in Lokono, one of the
regional languages spoken by indigenous people during
their first encounter with Europeans in the Caribbean. It is a
language now on the brink of extinction.

An extensive number of persons active as musicians, actors
and writers have contributed to the creation of Dream One.
Among them are actor Richard Sseruwagi, the reggae artist
Eek-a-Mouse and Katarina Strandmark, actress and
daughter of the late Erik Strandmark, the Swedish actor and
director who died in a plane crash in Trinidad in 1963.

In Dream One, narratives seems to overcome time, even
death itself at the same time refusing simplifications. The
visitor is invited into a journey that moves through
complicated histories narrated through visual, oral,and even
physical sonic presence. We are invited to experience the
installation with all senses, maybe more than anything,
through deep listening and introspection. Through a careful
curation of dreams, readings, and relationships, Santiago
Mostyn transforms the gallery into an archipelago to
another world.

Exhibition text by: Joanna Sandell, director of Sddertalje
Konsthall



trying to see what he could make
out in the darkness.

Santiago Mostyn, Installation view, Dream One, S6dertalje Konsthall, Sédertalje, Sweden, 2022




Santiago Mostyn, Installation view, Dream One, Sédertalje Konsthall, Sodertalje, Sweden, 2022




The Latvian collection
Group-exhibition at Malmo6 Konstmuseum, Sweden, 2022

Single-channel 4K video projection with sound (13'47"), printed voile fabric,
ceramic stoneware clay, postcards, Ciné-Kodak Eight Model 60 film camera.

Through film, hanging textiles and skeletal ceramic sculptures, Susanna
Jablonski and Santiago Mostyn's installation examines the role of image
makingin relation to history, looking closely at how images of historical
violence, and their appropriation, might shape our understanding of the
present day.

Their new film, Umdrehen, juxtaposes audio from the 1981 testimony of a
German naval sergeant, Reinhard Wiener — who partially filmed the mass
murderof Jewish residents of Liepaja, Latvia in the summer of 1941 — with
images recorded by Jablonski and Mostyn at the site of the massacre in 2021.
The artists’ camera moves through the landscape in response to Wiener's
descriptionof what he saw that day, taking the viewer into the same forested,
coastal landscape and finally to the trench where the atrocities took place.

Characterised as a wartime trophy, Wiener's archival footage later circulated as
evidence in the Holocaust trials and as material for documentary and feature
films but remains deliberately not shown here. The artists’ installation
guestions the function and agency of the camera in describing history, asking
how historical events leave traces in landscapes, and how one can approach,
retell, or represent a horrific event without reproducing its depiction of
violence.



Santiago Mostyn, Installation view, The Latvian collection, Malméd Konstmuseum,Sweden, 2022




Happy's House
Performances at Mariakirken, Copenhagen V

The work can be experienced every Tuesday and Thursday at 19-21 from 12 March to 8 June 2023.

Awork of art can be a place for a special presence, and therefore the art experience is also always
a possibleconnection to the complex phenomena around us. But the work can also be an
encounter with an inner world — an attempt to confront, come to terms with or connect with an
incident, a feeling, a loss, a reality that is not ours, but which we share because we are human.
Unfortunate and happy circumstances can lead us into new lives and circumstances, and in that
movement weas humans often need landmarks or an idea of a home we can recall as a place of
deep connection that is notlimited by national borders, oceans or time for that matter. Sound
and music have a special ability to make such transports.

With Santiago Mostyn's new video installation Happy's House, which is the fourth exhibition
under the Maria Project, we enter a personal image world with concrete people and memories.
A community in a home, in a city, a woman in the middle of a large family, handheld video
recordings from the early 90s. Generations in close cohesion unfold before us. They laugh, talk,
eat, play and play music. The people in the footage are athome without necessarily being. The
host of the gatherings and resident of the house is Hazel “Happy” Jones.

Victor Jones, her son, is now sitting next to her, in a dark room. Time has passed, but the music
connects bodies and memories through time, while the camera slowly circles the resident jazz
drummer in his musicalrecall and tribute to his mother. At the same time, we encounter a body
without a shell, a body scan in searchof signs of aging. Here it is the artist's own body that is
examined, the grandchild's.

Happy's House examines our relationship to a place, familial memories, and the effort to connect
with these and a human, a center that is gone, and share that reality. Art, like the church,
becomes a space for both healing and remembrance driven by love, but does not express it as
words, hymns and rituals, but as an aesthetic experience, where the sensations and stories from
many bodies, times, locations meet in a work a space and a situation we as fellow human beings
can share and perhaps feel in our own bodies.



Santiago Mostyn, Installation view, Happy'’s House, Mariakirken, Copenhagen, 2023




Santiago Mostyn, Installation view, Happy’s House, Mariakirken, Copenhagen, 2023




Santiago Mostyn, Installation view, MOVING, Andréhn-Schiptjenko, Paris, France, 2022




08-18 (Past Perfect)
Solo-exhibition at Andréhn-Schiptjenko, Paris, France, 2022

Santiago Mostyn’s films, installations, texts, and performances explore the dissonance of lives lived
between different political spheres. Mostyn builds intuitive narratives through layering and collage,
whether in video or installation, working fluidly with both new and archival imagery. His work
simultaneously employs footage of historical events, political and cultural figures, and racial injustice to
examine questions of memory and identity, both personal and collective.

In 08-18 (Past Perfect), Mostyn extends his thinking around the fragility and potential of the body in two
distinct political spaces: late Capitalism in the United States, and post-colonial populism in southern Africa
and the Caribbean. In his 2019 video triptych Altarpiece (exhibited at the Institut Suedois in Paris in 2019
and at Andréhn-Schiptjenko Stockholm in 2021), Mostyn sourced material from online archives and
combined these with his own recordings to explore how broad histories and personal memory might
intersect in the gestures of Black bodies confined to these two spheres.

Building on the research behind Altarpiece, Mostyn has in 08-18 (Past Perfect) created pairings and
triptychs of analogue photographs, made over the course of a decade of travel between sites of personal
significance for the artist. In each pair or trio, photographs from the different locations are placed in
contrast (Harare-Tobago, Carenage-Mutare, Miami-Port-of-Spain) to consider how individuals on either
sideof the Black Atlantic choose to pose or assemble, and how gestures carry over time or across
generations.Mostyn installs these photographs in a non-chronological ‘timeline’, creating a rhythm as the
viewer readsthe photographs in a rolling flow, with the gaps in the installation as part of the rhythm.

Exploring the mechanics of photography, Mostyn has created a wallpaper for the gallery using a simple
cyanotype process — rolls of paper prepared with light-sensitive emulsion that develops over the course
ofthe exhibition, turning progressively deeper shades of blue.



Santiago Mostyn, Installation view, 08-18 (Past Perfect), Andréhn-Schiptjenko, Paris, France, 2022




Santiago Mostyn, Installation view, 08-18 (Past Perfect), Andréhn-Schiptjenko, Paris, France, 2022




Santiago Mostyn, Installation view, 08-18 (Past Perfect), Andréhn-Schiptjenko, Paris, France, 2022



08-18 (Past Perfect)
Solo-exhibition at Gerdarsafn Képavogur Art Museum, Képavogur, Iceland, 2022

In this newly conceived exhibition at Gerdarsafn, Santiago Mostyn presents a constellation of photographic
and moving-image works created across the Black Atlantic, focusing on sites of personal significance for
theartist. The photo series 08-18 (Past Perfect), presented here for the first time, was created over a decade
of returns to Trinidad, Zimbabwe, Grenada, the United States, and Scandinavia. Sections of the gallery will
be hung with wallpaper treated to a cyanotype process, which will shift and develop a grey-blue tone as
they are exposed to the winter sun over the course of the exhibition.

Inthe same space, a film work, Drawing for Bellevue Estate, will be shown. The film was recorded in Tobago,
the island that inspired the landscape of Robinson Crusoe, and borewitness to many waves of European
colonial exploitation. In the work, we watch four mencut their way through the tropical bush, marking
territory, but towards an unknown goal. Their mapping recalls the early ambitions of European colonists
toclaim and industrialize the Caribbean, but the film also focuses on the island's largest Silk Cotton Tree,
revered for the legend of Gang-Gang Sarah, a historical figure whose attempt to ‘fly home' to Africa by
leaping from the tree ended in her death. The work, therefore, becomes a portrait of a landscape where
stories of colonialism, slavery, mythology, and personal experience meet.



Santiago Mostyn, Installation view, 08-18 (Past Perfect), Ger8arsafn Képavogur Art Museum, Képavogur, Iceland, 2022




Santiago Mostyn, Installation view, 08-18 (Past Perfect), GerBarsafn Képavogur Art Museum, Képavogur, Iceland, 2022




Santiago Mostyn

Installation view, 08-18 (Past Perfect), Ger8arsafn Kdépavogur
Art Museum, Képavogur, Iceland, 2022




Altarpiece
Single-channel edge-blended video projection, stereo sound, colour and b&w, 110"
2019

Altarpiece explores the choreography of state control,and the euphoricrelease that
can be triggered in the body under these conditions. The images and audio
recordings in Altarpiece havebeen gathered over four years, tracing links between
presidential ceremonies in the United States and Zimbabwe, J'ouvert celebrations
and a story about soucouyant from Trinidad, Malcolm X perspiring, an interview
with a Black Rhodesian soldier,and the visual record of achildhood friend'sfirst son.
Thereactionarygesturesofindividualsintwodistinct,butconnected,culturalspheres
takefocus. How do gestures carry over time, or across diasporas ?

Viewing link: https://vimeo.com/315241129/3b31d5ca86
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Santiago Mostyn, Installation view, Your Shadow is a Mirror, Andréhn-Schiptjenko, Stockholm, Sweden, 2021




Santiago Mostyn, Installation view, Your Shadow is a Mirror, Andréhn-Schiptjenko, Stockholm, Sweden, 2021
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Santiago Mostyn, Installation view, Your Shadow is a Mirror, Andréhn-Schiptjenko, Stockholm, Sweden, 2021




Santiago Mostyn, Installation view, Your Shadow is a Mirror, Andréhn-Schiptjenko, Stockholm, Sweden, 2021




Ghost/Monument

Two archival inkjet prints in double-sided oak frame, 52 x 42 cm;
reproductions of three contiguous pages from Jet Magazine.
2020

Installed on the backside of Altarpiece is a double-sided frame,
with the photographs Chost on one side and Monument on the
other. Ghost is an image that appeared on a roll of film after
processing photographs from Hoyerswerda, a town in former
East Germany with a history of xenophobic attacks against
foreigners. Monument is the back sideofa sculpture thatonce
stoodoutside of the National Museum in Stockholm.







Santiago Mostyn
Ghost/Monument, two archival inkjet prints in
double-sided oak frame with poster prints, 52 x 42 cm




Santiago Mostyn, Installation view, Luled Biennial, Luled, Sweden, 2020



Grass Widows
SoloexhibitionatSouthernAlbertaArtGallery,AB,Canada. 2020

Theexhibition Grass Widows comesoutoftheidea ofan Americandiaspora. Thenarrativesof
Black communites whofled the United Statesin the early 20t century are interwovenwith
images depicting the aftermath of racial violence that these commmunites sought to
escape.

The artist's parents’ own politically motivated departure from the United States to southern
Africa and the Caribbean is layered into these narratives, as are sculptural elements by the
artists Susanna Jablonski and Faye Heavyshield, taking into account the history of the
land where the exhibition takes place: the Kainai Blood Nation in southern Alberta, Canada.



Santiago Mostyn, Installation view, Grass Widows, Southern Alberta Art Gallery, Lethbridge, Canada, 2020



Santiago Mostyn,
Grass Widows, nine ink prints on chiffon, each 195 x 130 cm



Santiago Mostyn, Installation view, Grass Widows, Southern Alberta Art Gallery, Lethbridge, Canada, 2020



Santiago Mostyn
Exhaust, archival inkjet print in shadow frame, 126 x 90 cm



Santiago Mostyn, Installation view, Grass Widows, Southern Alberta Art Gallery, Lethbridge, Canada, 2020




Santiago Mostyn, Flights, poster prints, clay, wooden objects, paper clay, mirror, video, bread, variable dimensions.

Courtesy of Susanna Jablonski and Santiago Mostyn




Santiago Mostyn, Installation view, Grass Widows, Southern Alberta Art Gallery, Lethbridge, Canada, 2020
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Santiago Mostyn, Installation view, Suedi, Wanas, Kislinge, Sweden, 2019




SUEDI (Slow Wave Edit)
Single-channel HD video, stereo sound, colour, 852"
Music by Slow Wave (Susanna Jablonski and William Rickman) 2017 - 2019

SUEDI (Slow Wave edit) is a sequence of two music videos commissioned in
response to Erik Lundin’'s SUEDI, a popular Swedish rap song that has become an
anthem for Afro-Swedish youth. Both videos show bodies in motion, either
elevated orin closeup. Inthe first video, two Swedish wrestlers are filmed sparring
with in a subtle choreography, first jokingly butthenwithmoreandmoreanger.in
the second video, drone footage that has been used by news outlets to depict the
movement of migrants and asylum seekers across southern Europe is reedited
to high light thebiblical scale and historical precedent of thisdisplacement.

Viewing link: https://vimeo.com/264591122






Drawing for Bellevue Estate
16mm to 2K transfer, stereo sound, colour/black& white, 12'00”"
2018

Drawing for Bellevue Estate was filmed in Tobago, an island with a unique role in the development of the tropical
imaginary, as it was used by Daniel Defoe as the setting for Robinson Crusoe (1719), the first realistic fiction novel
in the English language.

One segment of the film records the largest Silk Cotton Tree on the island, famous for the legend of Gang Gang
Sarah, an ‘African slave witch’ who climbed this sacred tree and tried to fly home to Africa, not realising she had
lost her powers of flight after eating salt. The film also follows four men who cut their way through the jungle,
making measurements, calling out to each other and working on a task that comes into focus as a kind of land
claim or marking of territory. These two events, juxtaposed, become a portrait of a landscape where personal
and historical mythologies have taken root.

Viewing link: https://vimeo.com/257463008
Password: Bellevue






Drawing for Bellevue Estate (Plant Map)

13Cordylineaustralis‘pinkpassion’plants,daylightlamps.
2018

Land boundaries in Tobago are traditionally marked with
bright pink Cordylines instead of fences or pillars, due to the
difficulty of getting heavy machinery into the jungle.

In the gallery space where Drawing for Bellevue Estate is
screened, a ‘map’ of Cordyline plants is layed out according to
the original land survey in Tobago. The plant map is scaled to
match the di- mensions of the space, and a printed plan of the

gallery space with an overlay of the land survey is available to
take away from the exhibition.
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Installation view, Alltings matt. Om det (o)mdnskliga, Lunds Konsthall, Lund, Sweden, 2019



Santiago Mostyn, Installation view, Alltings matt. Om det (o)mdnskliga, Lunds Konsthall, Lund, Sweden, 2019




Santiago Mostyn, Installation view, Alltings mdatt. Om det (o)mdnskliga, Lunds Konsthall, Lund, Sweden, 2019



Red Summer Edit (New Jewel)
5archival inkjet prints in oak shadow frames, wheat paste,

posters. 2019

Red Summer Edit is an on-going visual research frame work that
considers the presence of the Black, male body in two distinct political
spaces: late-Capitalism in the United States, and post-colonial
populism in southern Africa and the Caribbean. Historical images
from academic archives are collaged and pasted onto the walls of the
exhibition space, and photographs made over several years in
Zimbabwe, Grenada,theU.S.theU.K,, and Trinidad are hung on these
walls in order to reconsider how broad histories and personal memory
might intersect.

PYON(
INGYANG, KOREA
1980










Santiago Mostyn,
Grenada Cocoa Layers, archival inkjet print in shadow frame, 40 x 50 cm




Santiago Mostyn, Installation view, Alltings mdtt. Om det (o)mdnskliga, Lunds Konsthall, Lund, Sweden, 2019




Red Summer Edit (Beach Arrests)
3 archival inkjet prints in oak shadow frames, wheatpaste,
posters. 2018

In Red Summer Edit (Beach Arrests), three photographs from
an unwarranted arrest on Rockaway Beach in New York are
hung on wallspasted with historical images showing the
aftermath of racial violence in Tulsa, Harlem, and Washington
D.C.
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The Warming Plateau
Solo exhibition at Andréhn-Schiptjenko, Stockholm. 2018

The WarmingPlateauis an installation of photographs, boundary marking plants
from Tobago, day lightlamps, asculpture by the late German artist Luise Kimme, a
neon sign, a video loop, and a Temmfilm.

Thetitlereferstoasetofstatisticsoften usedtojustify climate changeskepticism,as they
appeartoshowthatglobalaveragetemperatureshavebeendecliningoverthepast fifteen
years. However,a longer term view shows that eachof these plateaus hasbeen higher
than the last,and the world is actually heating up very quickly.

Thetermserveshereasametaphorforlookingattheobjectsandfilmsin theexhibition, in
that what may appear as a formalist arrangement — of plants used for land mapping,
photographs showing gestures of refusal, a wooden sculpture of a forest fauncan be
understood as connected gestures that relate both to waysof looking at a colonialized
past, and to our anthropogenicpresent.



s o
’ %
&« ;o .
¢ .
/

Faun, ca. 2000, by Luise Kimme. Painted oak, 199 cm



Santiago Mostyn, Installation view, The Warming Plateau, Andréhn-Schiptjenko, Stockholm, Sweden, 2018



Santiago Mostyn,
Norway, Showy Mountain,
archival inkjet print on
aluminum dibond,

80 x100 cm




Santiago Mostyn, Installation view, The Warming Plateau, Andréhn-Schiptjenko, Stockholm, Sweden, 2018



Santiago Mostyn, Mirakel, neon tubes, brushed aluminum, 572 x 80 x 25 cm







Santiago Mostyn, Installation view, The Warming Plateau, Andréhn-Schiptjenko, Stockholm, Sweden, 2018
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Santiago Mostyn,
Last Picture, archival







The Moderna Exhibition 2018: With the Future Behind Us

“Curated by Joa Ljungberg and Santiago Mostyn, the 2018 edition of The Moderna
Exhibition presents the work of nearly forty artists connected to theSwedish
artscene,offeringboth soberandintimate reflections on Swedish societytoday,on a
naturalworld that is no longer what it once was, and a future that appears to have
already begun.

The Moderna Exhibition is a large scale project that the museum presents once
every fouryears. Several artists in the 2018 edition look back at Swedish history and
explore the events that have shaped and reshaped society. Other artists highlight
alternative experiences of living in Sweden today. And in the midst of these local
standpoints, the exhibitionincorporates geographically distant perspectivesthat,in
different ways, impact our lives here and now.”

Exhibition Homepage:
https://www.modernamuseet.se/stockholm/en/exhibitions/moderna-exhibition-2018/
future-behind-us/

Documentation:
https://santiagomostyn.info/The-Moderna-Exhibition-2018-With-the-Future-Behind-Us


http://www.modernamuseet.se/stockholm/en/exhibitions/moderna-exhibition-2018/
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Santiago Mostyn, Installation view, With the Future Behind Us, Moderna Museet, Stockholm, Sweden, 2018
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Santiago Mostyn, Installation view, With the Future Behind Us, Moderna Museet, Stockholm, Sweden, 2018




Santiago Mostyn, Installation view, With the Future Behind Us, Moderna Museet, Stockholm, Sweden, 2018
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Santiago Mostyn, Installation view, With the Future Behind Us, Moderna Museet, Stockholm, Sweden, 2018







Citizen

Two-channel HD film installation, stereosound, colour,412'00", wooden oars,
archival inkjet print on cotton ragpaper.

2017

Citizen documents an action in which the artist rowed a small boat across a
stretch of the Mediterranean Sea, from Dilek Peninsula in Turkey to Samos in
Greece. Presented as a double projection, the film follows the journey from two
perspectives. One side documentsthe artist departingTurkey and rowing away
in the direction of Greece,and theothershowsMostyn,in realtime, approaching
and arriving on the Greek coastline. Most of what we see is the serenity of the
ocean, unchanged by all the tragic human histories it contains, or the artist
struggling with his vessel in avast space of openness and surrender.

Nav Haq, curator of GIBCA 2017

Viewing link (Turkey): https://vimeo.com/315315356/dd6e22a7a9
Viewing link (Greece): https://vimeo.com/315305921/b83fccfcfe









Santiago Mostyn, Installation view, Wheredolendandyoubegin - On Secularity, GIBCA, Géteborgs Konsthall, Géteborg, Sweden, 2017



Delay

Single-channel HD video, stereo sound, colour, 4'00"
Music by Slow Wave (Susanna Jablonski and William
Rickman) 2014

Delayisa performance recorded at the epicentre of Stockholm nightlife, Stureplan,
where the main character (played by the artist) moves in unconventionalways and
addresses various men with a mixture of naivety and menace. The character is
equally attracted and repulsed by these men who parade themselves as ideal
images of sexual power,butwhen he triesto mimictheir gesturesand matchtheir
swagger, he is aggressively cast out.

First commissioned for the 2014 Creative Time Summit in Stockholm, Delay has

since been exhibited in municipal contexts throughout Sweden, including at
youthcentres, the Swedish Ministry of Culture,and Moderna Museet.

Viewing link: https://vimeo.com/158530853
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e-flux Criticism

Santiago Mostyn’s “Dream One”

Natasha Marie Llorens
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Santiago Mostyn, Dream One (detail), 2022. One tonne of sand, video and sound installation, Brazil nuts, dimensions variable. Image courtesy
of Sodertalje Konsthall. Photo by Jean-Baptiste Béranger.
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Poetry

Video Art
Identity Politics
Dispossession
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Natasha Marie Llorens
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Santiago Mostyn

Share

See more related

November 8, 2022

Sodertilje Konsthall, S6dertilje
September 23-November 12, 2022

Santiago Mostyn has placed low banks of sand at rhythmic intervals throughout the large, open exhibition
space of Sodertalje Konsthall. Brazil nut casings lie scattered on top of the sand; they are also suspended
from the ceiling, each shell holding a speaker. A soft clicking animates the room, as the eighteen-channel
sound work emanating from the shells thickens the space at the periphery of my senses, like a subliminal
awareness of thriving insect life. Looking down, | notice that viscous liquid fills one of the empty shells to
resemble brackish rainwater trapped at the bottom. One shouldn’t leave water standing in the tropics, it
invites mosquitoes to breed, | think, and realize that my mind has left the outskirts of Stockholm.

The floor beneath Mostyn’s piles of sand is a permanent artwork by the design duo Laercio Redondo and
Birger Lipinski, entitled Opacity (for Edouard Glissant) (2021). Inspired by indigenous weaving techniques
in the Americas, it is an abstract geometrical pattern made with rectangular flooring panels in beige, navy,
and powder blue. The design reminds me of a disarticulated Catholic labyrinth, a geometric pattern inlaid
in stone on the floor of cathedrals during the Middle Ages, that provided a score for perambulatory
meditation. Mostyn'’s installation of sand and Brazil nut shells floats above this bizarrely named
intervention, neither confirming nor denying its right to claim Glissant’s legacy. And this distanciation
works—it creates a pause between the work on view and its institutional foundation. It evokes the dream
state.

In the center of the exhibition hall is a flat dark form with the dimensions and inscrutability of the infamous
monolith from Stanley Kubrick's 2007: A Space Odyssey (1968). As | approach, | realize that this intimidating
stele is composed from the back sides of LED screens. A video plays on the front, rising from the piles of
sand and the geometry of the floor installation with the intense glow of an animated advertising billboard in
public space—luminous and visually inescapable. Again, | am struck by the choreography of Mostyn's
installation, the way it engages all the senses so that the viewer is prepared to submit to the moving image
completely.
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| enter the video loop during a scene in which a slender mushroom is slowly growing towards the top of the
screen. When it reaches its full height, the fungus begins to wilt under the weight of its own cap. On the
voiceover, someone is telling a story of warning; do not call the names of your children, lest the Trinidadian
spirit-creature called the douen learns their voices and calls their children into the forest, never to return.
The pattering rhythm of the surrounding sound installation deepens the soft feeling of threat in this fable
about speech.

In the video’s first scene, an older man’s gravelly voice casually asks an unseen interlocutor, “You writing
these days?” as large palm trees sway against a darkened sky. Unspoken sentence fragments appear on
screen in response: “Trying to ... This thing about loss ... about the failure to return.” The image beneath
these lines is almost abstract, a close panning shot tracing the length of a branch, unanchored in time and
place. The shot cuts abruptly as the older man’s voice breaks out in a gruff, dismissive guffaw. “You think
we have time for the burden of history?” he asks, enunciating each word precisely to make sure his
scepticism is understood. “The sigh of History rises over ruins, not over landscapes,” he intones, quoting
St. Lucian poet Derek Walcott.

On one level, this scene is Mostyn'’s story, articulating his own sense of failure in returning to Trinidad after
having lived several other kinds of lives. Born in San Francisco in the early 1980s, Mostyn grew up in
Zimbabwe and in Trinidad & Tobago; he studied art at Yale, then spent a year descending the Mississippi
River. Though based in Sweden since 2011, where he took an MFA at the Royal Institute, Mostyn’s practice
revolves around the impossibility of any definitive belonging. “Dream One” is filmed in Trinidad, but the
fragmentation of image and speech admits that being there is not the same as returning.

In A Map to the Door of No Return: Notes on Belonging (2001), Canadian poet Dionne Brand writes, “This
existence in the Diaspora is like that — dreams from which one never wakes. ... A set of dreams, a strand of
stories which never come into being, which never coalesce.” This failure to coalesce, to find the horizon or
the ground, is fundamental to Mostyn’s “Dream One.” The work also, for me, deepens my own sense of
loss in encountering Walcott's immense poetic legacy—so important for Mostyn, but also for Brand and
many other Black poets —in light of the accusations of sexual harassment against him from a former
student. Walcott re-drew the map, providing a way to conceptualize history outside the imperial center. But
does a map that has been redrawn by a man accused of diminishing women allow for return, in that deeper
sense to which Mostyn and Brand refer? This question marks a place where the fault lines of belonging
and threat cross and re-cross, and “Dream One” succeeds in resisting a clear or stable answer.



Notes
1 Dionne Brand, A Map to the Door of No Return: Notes on Belonging (Vintage Canada, 2017), 45.

Subject Natasha Marie Llorens is an independent curator and writer based in Stockholm, where she is
Poetry, Video Art, Identity Politics, professor of art and theory at the Royal Institute of Art.
Dispossession
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Santiago Mostyn pa Sodertalje konsthall

« THOMAS OLSSON 18 OKTOBER 2022

En sandstrand i form av ett antal smd Oar av sand har tagit plats i Sodertalje
konsthall. Ljudet fran en flerkanalig ljudinstallation later ett stormigt dskovader
dra forbi, samtidigt som en stor videovagg visar en film dar poeten och forfattaren
Derek Walcott gestaltas av Ripton Hylton (aven kind som den Jamaicanska
reaggeartisten "Eek-a-Mouse”) och av skidespelarna Richard Sseruwagi och
Katarina Strandmark.



SANTIAGO MOSTYN,
INSTALLATIONSVY
DREAM ONE, 2022.
FOTO: JEAN-
BAPTISTE BERANGER

Trinidad, sand, hav, svajande palmer samt en folkloristisk saga om ett vasen -
"douenne” - som garna lurar barn ar ytterligare nagra av bestandsdelarna i
Santiago Mostyns mangbottnade utstillning "Dream One”. Dromda berattelser
vavs samman med konkreta platser, erfarenheter och referenser pa ett intrikat
satt.

Lagg dartill ett manus som bestér av citat och fragment av férfattare som Gérard
Besson, Patrice Lawrence, V.S. Naipaul - och redan namnda Derek Walcott - och
du har ett verk som ar djupt forankrat i den karibiska ovarlden och i det
postkoloniala tillstandet. Ett tillstdnd dar sprak, berattelser, granser, hem, rotter
och tillhorighet standigt ar aktuella.

Samtidigt ar "Dream One” en undanglidande installation som det kan vara lite svart
att f4 grepp om, om man soker en tydlig handling. Men det ar inte dar styrkan hos
Santiago Mostyn ligger, snarare i hans formdaga att associativt ge form it en



komplex kollektiv berattelse. Att den dessutom utspelar sig pa Sodertilje
konsthalls nya golv - ett stort konstverk av Birger Lipinski och Laercio Redondo
med titeln "Opacitet (fér Edouard Glissant)” - tillfér absolut en extra dimension.

Thomas Olsson

Sddertdlje konsthall, Storgatan 15, Sédertdlje. Utstdllningen pagdr 23 september — 4
november 2022
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Thomas Olsson
Thomas Olsson ar sedan mitten av 1990-talet verksam som journalist och som
konst- och danskritiker i sdval dags- som manadstidningar.

Publicerad: Konsten. net, 2022-10-18

https://konsten.net/santiago-mostyn-pa-sodertalje-konsthall/
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Santiago Mostyn, 08-18 (Past
Perfect

Florence Briat-Soulié / 13 mai 2022
PAR THIERRY GRILLET

11 faut aller voir l'installation de 1 artiste américain Santiago Mostyn a la galerie Andréhn-Schiptjenko. Cet
artiste qui travaille en croisant les différents ancrages — Afrique du Sud Trinidad Tobago, Zimbabwé, Suéde

ou il vit — s’est emparé de 1 espace de la rue Sainte Anastase pour conduire une méditation immersive.



Ici le lieu est 'ceuvre. Contenu autant que contenant. On entre non plus dans une galerie qui accueillerait sur
ses cimaises, des réalisations, mais dans une ceuvre d’un artiste qui réfléchit et met en scéne toutes les
incarnations de la lumiere. Les murs sont recouverts ainsi de vaste lais de papiers peints cyanoypes qui, comme
le papier photographique, sont « impressionnés » au fil du temps par la lumiere. De vert a l'origine, le
cyanotype a pris une belle teinte bleue sur laquelle l'artiste a disposé, dans une élégante ligne graphique, des
diptyques, triptyques, ou uniques. Cette disposition en ligne, qui appelle le récit, évoque des lieux, des

histoires.

Collectés a travers des clichés de presse ou d archives. Personnelles comme cette école au Zimbabwe que
lartiste a fréquentée et ol il est revenu pour saisir, a la maniere d’'un photographe documentaire, une classe
de jeunes apprentis africains mécaniciens. Ces corps, ces sourires, laissent passer peut-étre — pour l'artiste
sensible aux histoires multi séculaires des corps — quelque chose du passé ? Santiago montre. Sans insister. I1
préfere enregistrer comme le cyanotype, les évolutions parfois imperceptibles qui marquent les visages et

déterminent les postures. Comme celle de cet élégant passant a Tobago, d’'une élégance quelque peu surannée.

Est-ce pour donner a 'histoire des hommes, a la sienne comme a celle de ces autres qu’il croise, une profondeur
géologique, mais parfois I'accrochage fait alterner le fil du récit a hauteur ’homme avec des vues de paysages,
de pierres et de matiére. Donnant soudain un recul poétique a I'ensemble. Maitre du rythme des narrations,
Santiago Mostyn fracture le récit par un tirage d’arbre en couleur, aux rameaux alourdis par une plante parasite

— grand format qui rompt avec la relative intimité des autres images. Image de I'enchevétrement qui est le



moteur de nos histoires, faites de beauté parfois parasite par laquelle nous vivons et nous brillons a la lumiere
”

INFORMATION :

Bio de Santiago Mostyn
Santiago Mostyn, 08-18 (Past Perfect),
jusqu’au 22 mai

Galerie Andréhn-Schiptjenko

10, rue Sainte-Anastase
75003 Paris
France

T +33 (0)1 81 69 45 67

paris@andrehn-schiptjenko.com

Published: The Gaze of a Parisienne, 2022-05-13
https://thegazeofaparisienne.com/2022/05/13/santiago-mostyn-08-18-past-
perfect/
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Santiago Mostyn, "Altarpiece”, 2019. Videostillbild. Foto: Andréhn-Schiptjenko

Konstniren Santiago Mostyn beror teman som
identitet och segregation varvat med omsorg och
kirlek. Videoverket ”Altarpiece” overtygar genom ett
lika sakligt som poetiskt anslag.

Hakan Nilsson
L =
Publicerad 11:00 S5 Foljskribent 2 []

Santiago Mostyn, "Your shadow is a mirror”

Var: Andréhn-Schiptjenko, Linnégatan 31
TOM 20 februari



n strom av svart lava valler fram over en gata och traffar en vit

parkerad bil som fattar eld. Precis den scenen ar det forsta som moter mig
pa Andréhn-Shiptjenko. Nar Santiago Mostyn reflekterar over ett segregerat
samhalle i videoverket ”Altarpiece” ar den inledande metaforiken lika stark
som brutal.

Santiago Mostyn,
"Altarpiece”, 2019.
Videostillbild. Foto:
Andréhn-Schiptjenko

Videoverket om cirka tolv minuter har dock fler sidor 4n sa. ”Altarpiece”
vaxlar mellan vitt skilda scener. Fran ett hypermedierat tillstind nar Donald
Trump 2016 ar pa vag att installeras som president, till bilder av nar
medborgarrattskimpen Malcolm X torkar sig for pannan eller, senare,
uttalar sig om goda och onda manniskor. Men har finns ocksa drillade
soldater, gissningsvis fran nagot afrikanskt land, som marscherar fram i
grupperingar, ikladda basta paraduniformerna. Dessa paras med mer
privata bilder fran olika epoker. I nagra dansar unga svarta man och pojkar,
i en annan visas en sekvens bilder av en bebis, synbarligen filmade fran
skarmen pa en digitalkamera.

Verket innehaller teman som omsorg, extas och karlek varvat med politik
och kontroll. Men narrativet fragmenteras infor vara 6gon, faller sonder och
omkonfigureras. "Altarpiece” ar en triptyk. Men ibland visas endast tva eller
en videoruta. Vid nagot tillfalle hors bara ljud. En del av videosekvenserna
ligger fast pa samma plats pa den snedstillda viagg/skarm som skar in
genom rummet. Andra videor repeteras och byter plats.



Santiago Mostyn,
"Altarpiece”, 2019.
Installationsvy pa
Andréhn-Schiptjenko.
Foto: Jean-Baptiste
Béranger

Det ar kongenialt att verket ar en loop. Det tillfalle dar betraktaren moter
verket blir liksom dennes personliga ingang. Och i mitt fall ar det lavan, den
som relativt langsamt traffar den vita bilen med sadan forodande kraft att
den troligen inte lingre gar att finna i sinnevarlden.

En altartavla placeras ovan ett altare i kyrkan och bestéar inte sillan av en
triptyk. De religiosa konnotationerna far mig att fundera ett varv till pa den
berattelse som Mostyns bilder formedlar. Finns har en egen liturgi, skildrar
”Altarpiece” en egen berittelse om ont och gott — och darmed ocksa om
vagen till manniskans fralsning?

Den religiosa tolkningen haltar: det finns inget altare pa utstillningen. Det
ar i och for sig inte konstigt; som konstvetare har jag sett fler altartavlor pa
museer an i kyrkor. Jag tanker att altartavlan mest fungerar som en
strukturerande form av olika sorters narrativ. Som om liturgins ordning och
inte sjalva religionen ar vagen. ”Altarpiece” pAminner oss om att livet bestar
av stort och smatt och att det ar svart att rangordna vad som ar viktigt att
minnas — och glomma.



Santiago Mostyn, "The
promise”, 2013.
Videostillbild. Foto:
Santiago Mostyn

Resten av utstillningen talar ocksa om tid, minne och amnesi. Den
bakre sidan av den vagg som tjanar som projektionsyta for ”Altarpiece”
tacks av ett collage av nagra fa, upprepade veckotidningssidor. En ram med
foto pa vardera sidan sticker ut fran viaggen. Ett visar ett utsuddat ansikte,
ett annat en bronsskulptur av tva brottande (?) kroppar, bagge favitska
forsok till evighet.

Evigheten finns ocksa i videon “The promise”, som visar en ryggkota fran
ett av de fa urtidsdjur som dnnu finns pa jorden. Men l6ftets langa tidsaxel
kontrasteras mot den korta. Bredvid hanger ett upphittat fotografi, forstorat
till den grad att det maste veckas for att fa rum. Den enorma forstoringen
lagger sig dairmed i vagen for hela dess minnesfunktion.

Genom ett anslag som ar lika sakligt som poetiskt reflekterar Santiago
Mostyn over tid och minne, skillnad och identitet, 6ver kontroll och extas.
Det ar eviga fragor. Snudd pa religiosa.

Hakan Nilsson S Folj skribent

Publicerad 2021-01-30: https://www.svd.se/altartavla-som-gor-det-
personliga-politiskt
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How Do You Go From
Shadow to Human?

Santiago Mostyn’s exhibition at Andréehn-Schiptjenko
in Stockholm is a hypnotic spatial montage which re-
veals the contours of an emergent Black subjectivity.

By Valerie Kyeyune Backstrom 20.01.21 Review Artikel pa svenska

Santiago Mostyn, Altarpiece, still from edge-blended HD projection, colour/black and white, stereo sound, 2019.

Santiago Mostyn, raised in Zimbabwe and Trinidad and Tobago, has had a
continuous presence as an artist and a curator in the Swedish art world in recent
years. His gallery debut at Andréhn-Schiptjenko in 2018 explored climate change
denial. Returning to the gallery three years later, his main theme is euphoria: “the
ecstatic body” triggered by the “choreography of state control,” according the
exhibition text. There are certainly effects of contrast at play, emerging most clearly
in the central video triptych Altarpiece (2019) in which we are tossed between



violence and joy, strictly controlled military parades, and spontaneous dance videos
from social media — between Trump’s presidential inauguration and private baby
pictures.

Your Shadow is a Mirror I:I Coviiniaiit
Santiago Mostyn

Andréhn-Schiptjenko, Stockholm
7 January — 20 February 2021

Yet, | also arrive at a different interpretation, one concerning issues of subjecthood
and creating your own language, your own gaze. This is often claimed to be the
main theme of the American artist Arthur Jafa’s practice, but | have never been able
to locate this in his works. Ultimately, they seem to reproduce the same old problem
of Black suffering becoming spectacle — a posturing that once again renders the
Black body an object for consumption.

| ! |
Santiago Mostyn, Ghost / Monument, two archival inkjet prints in double-sided oak frame, installation view, 2020.

This is not to say that every exhibition which features Black people has to be
uplifting, but | refuse to diminish the very real enticement and danger of fetishising
suffering, and the belief that the display of suffering can be subversive in itself. In



reality, images of violence against Black bodies are as old as the violence proper,
and are blunt instruments for arriving at subjecthood. If images of lynchings were
once entertainment, sold as souvenirs and sent as cheerful postcards, then why
would today’s images of mutilated Black bodies be anything other than a
continuation of that violence?

Is not the prerequisite for the violence directed at Black bodies — and the images of
this violence that are today reproduced, mainly in the form of uncensored execution
videos, in the name of solidarity — that Black people have still not reached
subjecthood in the public consciousness, and that the Black body has not yet
become fully human?

In Mostyn’s Altarpiece, something completely different takes place. First of all, the
film is hypnotic. Once | start watching, | don’t want to stop. | keep following the
same loop over and over again. For me, this is related to the question that can be
inferred in the exhibition title: Your Shadow is a Mirror. This is a question about
subjectivity in relation to photography or representation, but | think it goes further
than that. | believe that what is at stake is rather: How should we deal with the gaze?
How do we navigate the thin line between object and subject on which blackness
has been moving for so long? How do you go from shadow to human?

One of the strengths of Mostyn’s video work is its density; it is so rich and full of
content. There are so many images to be swept away by, so many seconds you
want to experience again, so many possible interpretations. Take the moment, for
example, when Malcolm X wipes his face with a white napkin, which is juxtaposed
with images of natural disasters and a dance signifying both liberation and coercion.
Different aspects of the same physical expression slide and layer atop one another
in the three-part screen, creating a sense of uncertainty that is enhanced by the
exquisite music pairing. Over images of military parades and people moving
between joy and violence, of Black activists and despots, the question echoes: “In
the end, who do you think will win?”



Santiago Mostyn, Ghost / Monument, detail, 2020.

Themes such as consumption, power, and production recur in Flex (2019), an
enlarged photograph of a Black man and white woman in an embrace. The image is
folded, and impossible to experience in its entirety as only a narrow section of the
enormous print is visible. Ghost/Monument (2020) uses a similar approach.
Displayed on the back of the wall on which the film is projected, the work consists of
what appears to be pages from magazines such as Ebony or Jet — complete with
advertisements for hair products — and a frame protruding from the wall. On one
side is a picture of a human where the face seems dissolved. On the other side is a
close-up of a statue (whose naked buttocks are fleshy and violent) bent over
something that seems to be half human, half object, with its hands stretching
skyward, as though crying for help, as though attempting to escape.

Together, these works form an experience that does not yield to the contradictions
in every attempt to find a way forward. Through collage, the merging of old images,
one can sense an emergence of Black subjecthood, a Black gaze, in Mostyn’s
practice. Just as the enormous image in Flex can unfold and become larger than the
room in which it is displayed, this gaze in parts appears as a promise, a
manifestation of all that is to come.
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Konstrecension: Mangsidiga
historier pa Wanas

PUBLICERAD 2019-05-21

Bildt1av5 Peter Geschwind & Gunilla Klingberg, "Life Systems - Nonspace”.

Fota: Mattias Givel

Wanas i nordostra Skane har vixt till en betydande
konstdestination. Birgitta Rubin har sett arets
sommarutstillning, en polyfon berittelse om olika sorters
liv och perspektiv pa historien.
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Konstrecension

“Not a single story II”

Wanas konst, Knislinge. Visas t o m 3/11

Arets stora utstillning pA Wanas konst ir precis vad titeln siger:
“Not a single story”. Motsatsen till en enda berattelse eller ensidig
historieskrivning. Det ar en fortsattning pa engagemanget i
sydafrikansk konst som inleddes 2015 och del IT av den
grupputstallning som Wanas ledning curerade for skulpturparken
Nirox utanfor Johannesburg i fjol.

Antalet medverkande ar nu reducerat fran 25 till atta, och generellt
har Wanas sommarutstallningar krympt betydlig. I gengald ar
verksamheten i gang nastan aret runt och skulpturparken alltid
oppen, med 80 000 besokare arligen. I dag finns det drygt 70
permanenta verk inne i magasinen och ute i parken.

Sa det ar bara bra med mindre, mer koncentrerade utstallningar,
tycker jag — sarskilt som miljon med Wanas medeltida slott och den
maktiga bokskogen ar en upplevelse i sig.

I ar berors jag djupast av Lungiswa Gquntas tva verk, kopplade till
hennes uppvaxt i Kapstadens slum och kontraster i forflyttningarna
mellan kakstaden och det finare omrade dar hon arbetar.

I konsthallen har Gqunta skapat rumsinstallationen "Lawn” av
smashade laskflaskor, fyllda med en gronskimrande vatska. De
vassa glaskanterna ar vanda uppat, sa har maste man halla i
barnen! En svag doft av bensin antyder att flaskor kan anvandas
som vapen, samtidigt som verket pa hall ger sken av frodig
grasmatta.



Utstallningstemat ar inspirerat av forfattaren Chimamanda Ngozi
Adichies TED-talk "Faran med bara en enda berattelse”. Texten
handlar om hur bade onda och goda erfarenheter formar var
identitet, att stereotyper skapar ofullstandiga beskrivningar och
makt bestammer vems historia som berattas. Sydafrika har ju ett
forflutet med extrema orattvisor, valdsamheter och trauman — som
Lungiswa Gqunta svarar pa starkt och sarigt men samtidigt
mangbottnat och visuellt vackert.

Konstnarerna gestaltar genomgaende olika sorters hemhorighet,
sociopolitisk verklighet och perspektiv pa historien. Lubaina Himid,
som belonades med Turnerpriset 2017, visar bland annat med
installationen "Vernet’s studio”. Den lyfter fram kvinnors bidrag till
konsthistorien, lange eller 4n i dag osynliggjorda, fran Elisabeth
Vigeé Le Brun fram till Claudette Johnson — del av samma British
black arts movement som konstnaren sjalv.

Himids huvudverk pa Wanas ar fran 1994, men konceptet ar
fortfarande angelaget och passar temat. Fast sjalva gestaltningen
kanns ratt daterad i dag, med saval bokstavligt som bildligt platta,
kontursagade figurer.

Anike Joyce Sadiqs interaktiva videoinstallation ar desto mer
mangfacetterad. Pa loftet agerar konstniren sjalv i ett suggestivt
skuggspel. Besokare erbjuds en stol och horlurar, och plotsligt hor
jag steg fran den ogripbara gestalten, som omringar min skugga.
Jag blir den andre”, som pa en gang moter och beskadas av en
skuggfigur. Pa min rygg rullar parallellt en filosofisk text om
begransande sjalvbilder, som bara 6vrig publik kan se.



Santiago Mostyn, SUEDI (Slow Wave Edit), installation pa Wanas Konst 2019. Foto

atHias Givel

Santiago Mostyns video "Suedi (Slow wave edit)” visas i en mork
gammal lada, med sittplatser pa halmbalar. Verket, med en remix
av Erik Lundins hit, producerades ursprungligen for Kulturhusets
“Folkmusik 2.0”. Dar gick det mig helt forbi. Har, pa jatteduk och i
en staimningsmattad miljo, gar det rakt in i mig.

Mostyn later en brottningsmatch mellan tvd muskulosa, vita man
overga i dronarbilder av flyktingstrommen genom Osteuropa 2015,
nyhetsklipp fran AP som konstnaren nu kompletterat med
flygbilder over Skane och Wanas. Kroppar med sjalvklar narvaro
stalls mot en manniskomassa pa vag mot en osaker framtid — till
tonerna av Lundin rap om dubbla identiteter hos andra
generationens invandrare.

Ute i parken finns det nu flera verk som klattrat upp i tradkronorna.
Paret Peter Geschwind & Gunilla Klingberg har sammanfogat
presenningar och nodfiltar (anvanda i flyktinglager) till
fantasieggande luftskulpturer — den storsta 14 meter hog!



En flakt blaser upp skulpturerna, som paminner om lungor. Har
formas de efter tomrummen mellan traden, som ju sigs vara
jordens lungor. "Life System — Nonspace” leker dessutom med
likheter. "Ballongerna” har titthal dar skuggorna fran traden
forgrenar sig likt blodkarl.

Lungiswa Gqunta, "Divider™. Foto: Mattias Give

Mot slutet av promenaden genom parken, nara det vita sagoslottet,
stoppas man av Lungiswa Gquntas “Divider”. Ett draperi med
olflaskor hangande i rep, tvinnade av lakan fran konstnarens
barndomshem. Dar drev hennes morfar och mamma en lonnkrog,
nodvandig for deras overlevnad men ett fordarv for andra.

Nu far publiken antingen tranga sig igenom det symboliska
draperiet eller ga runt. Nar vinden rasslar i lovverket omvandlas de
tomda olflaskorna till ett klingande klockspel for drunknande sjalar.
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EN DEKOLONIAL LASNING AV SANTIAGO MOSTYNS VERK DELAY

TEXT: SUSANNE FESSE, PUBLICERAT 2017-10-01

Hur ska jag forhdalla mig till min roll som
konstndr och som 'konstndr med annan
hudfdrg dn vit'i det hdar samhdllet som jag nu
kallar for mitt hem? Den frdagan tynger mig.
Den tynger mig mer dn den stdandiga fragan
’Hur ldnge stannar du i Sverige?’, det vill sdga
Du dr vdl bara hdr tillfilligt?’. Och mer dn
frdgan om hur jag bor reagera ndr ndgon
mitt i natten gor en nazisthdlsning at mitt
hall, eller mot den myriad av gliringar och
forolampningar som stdndigt gnager i en.[1]
Santiago Mostyn, inledande text till
verket Delay (2014)
I videoverket Delay (2014) av Santiago Mostyn
ser jag hur konstnéaren ror sig likt en dans pa
Stockholms gator, med koncentration kring
nattlivets metropol Stureplan. Hans langa
gestalt stannar stundvis till for att interagera
med unga man. Mostyn hirmar ménnens
rorelser, stryker deras kind och stéller sig

obekvamt nidra. Hans 6mhetsforklaring skapar
en reaktion av forvaning, sma skratt men dven
motstand. I en scen ingar Mostyn i en
konfrontation med en av miannen och hans
kroppsrorelse utvecklas till ett okontrollerbart
fall langs med gatan. Mot slutet av filmen ser vi
hur Mostyn éker med tunnelbana ut fran
staden sedan vidare med cykel genom en park
och slutligen springande 6ver en nattsvart ng
for att forsvinna in i morkret. I sista scenen
syns sovande svanar liggandes pa en klippa i
natten. Musiken, skriven av SW (S. Jablonski
and W. Rickman) ackompanjerar
rorelsemonstren, bade i sin ton och rytmik.
Konstnarens rorelsemonster far mig att
uppleva ett obehag och jag undrar om filmen
ar dokumentar eller regisserad? Formodligen
bottnar min kénsla av osdkerhet i Mostyns satt
att ga innanfor en privat kroppslig sfar, hans
forméga att utmana rorelsers normalitet och



hans komplexa relation till de man han méter
pa gatan. Jag vill med denna text se pa vilken
relevans texter fran en postkolonial diskurs
kan ses ha péa verket Delay och/eller om en
dekolonial lasning kan vara av betydelse.
Inledningsvis kommer jag att ta upp innehéll
ur ett antal texter som fran 1950 fram till idag
vilka har ingatt i en postkolonial och
dekolonial diskurs: Frantz Fanon, Svart hud,
vita masker, 1952, Aimé Césaire, Discourse on
Colonialism, 1955, Edouard

Glissant, Relationens filosofi: Omfangets
poest, 2011, W. J. T. Mitchell, Seeing Through
Race, 2012 samt Rolando Vazquez and Walter
Mignolo , "Decolonial AestheSis: Colonial
Wounds/Decolonial Healings”, "Decolonial
AestheSis”, temanummer av Social Text:
Periscope, 2013. Som konstvetare finner jag
dessa texter hogst relevanta for att kunna stilla
intressanta fragor eller se pa vilka fragor som
materialet kan stilla till mig. Genom att
studera teoretiska texter, konst och litteratur
kan vi se pa var omvarld i en historisk kontext
for att tydliggora strukturer och historiska
skeenden som kan ha skapat kolonialism,
rasism och grund till vasterlandska
kunskapstraditioner. Texterna hjdlper oss att
se pa hur dagens sambhille har priglats av ett
kolonialt arv samt kan bidra till att lyfta fram
och synliggora idéer som legat till grund for en
hegemonisk norm dar vasterlandska
traditioner ses ha en hogre stillning dn andra
kulturers traditioner. I min text ingar dven
delar fran den intervju jag genomforde med
Mostyn den 2 januari 2017, vilken
kompletterats under korrespondens via mejl
under september 2017. Intervjun bidrar till
sakuppgifter om konstniaren samt en forstaelse
for den konstnérliga processen i verket Delay.
Frantz Fanon skrev 1952 boken Svart hud, vita
masker. Texten kan ses bottna i en ilska 6ver
situationen p& hans hemo Martinique, en fore
detta fransk koloni i Vastindien (numera
departement till Frankrike). Hans yrkespraktik
som psykiatriker speglas i texten d& han
konstaterar att urinvanarnas
minderviardeskomplex och kolonialisternas
overmod skapar en neurotisk orienteringslinje
som skall studeras utifran ett psykologiskt
perspektiv.[2] Texten beskriver hur vart
samhadlle antingen &r rasistiskt eller inte, en
form av strukturalistisk syn. Fanon beskrev
aven att det inte finns nagon skillnad mellan
olika former av framlingsfientlighet. [3] Idén
har senare snappats upp av andra, daribland
W. J. T. Mitchell, vilket utvecklas nedan i
texten.

Aimé Césaires text Discourse on

Colonialism fran 1955 visar pa den osynliga
delen av koloniseringen, detta genom att citera
kanoniska texter av europeiska teoretiker och

filosofer samt ldta se pd hur texterna bildat en
tradition som alstrat en ideologi kring
kolonisation. Césaires text beskriver hur ett
land som koloniserat ett annat land intar

en deciviliserad hallning, vilken utgar ifran ett
hegemoniskt tinkande dar ett folk har total
makt over ett annat folk.[4]

Ovanstaende teoretiker hade sin bas i
Martiniques akademiska kretsar, diremot
vistades de under vissa tider i Paris. Deras
texter har anvints inom négrituderdrelsen, en
fransksprakig litterar krets som uppstar bland
studenter i 1930-talets Paris. Rorelsen striavade
efter att ateruppratta viardighet hos rorelsens
medlemmar, genom texter kring erfarenheter
och liv, ett motstand mot kolonialmakten och
stravan efter linders egna identitet.[5]
Edouard Glissant, dven han verksam fran
Martinique och utbildad i Paris, skrevi en av
sina sista bocker; Relationens filosofi:
Omfdangets poesi fran 2009 med hjilp av
filosofi, poesi och fakta en reflektion Gver hur
vi bor "Tanka med viarlden men agera
lokalt”[6]. For att gora detta bor vi reflektera
over ett antal begrepp. Kreoliseringinnebar
enligt Glissant att se det oférutsedda i
forbindelser mellan kulturer, att omfamna
ovantade utvecklingar med andra utan att
forloras och forvanskas.[7] Arkipelagiskt
tankande innebar att se mellan 6arna, invid
klipporna och ar stillt i kontrast till
kontinentalt tinkande, i vilket vi har storre
overblick och agerar mer vaghalsigt. Med
begreppet opacitet diskuterar texten hur alla
har ratt att vara obegripliga och att kunna
tolkas pa enskilda villkor,[8] vilket han
relaterar till de koloniserades raitt Gver sin egen
bakgrund och kulturella koder. Genom
begreppet relation reflekterade Glissant 6ver
var vi ar 1 varlden i relation till andra,
meningen “Tanka med virlden men agera
lokalt” aterkommer hir, for att understryka
vikten av subjektets identitet och hemort.[9]
Fanon, Césaire och Glissant ser pa/belyser
strukturer och texter som etablerar rasism.
Deras reflektioner kom att spela en viktig
politisk roll i att starka tidigare koloniserade
landers invénare. Konsten, som genom
gestaltning speglar sin samtid har aven f6ljt
utvecklingen inom den postkoloniala diskursen
och férdndrats i relation till sin historiska
kontext. Glissants text Oppnar ett mindre
binirt tankesitt, i vilket motsatspar inte stalls
mot varandra som Fanon och Césaire utgar
ifran. Istallet visar texten pa en icke-
essentialistisk hallning, dar manniskors sdrart
genom biologiska forutsdttningar nyanseras.
W. J. T. Mitchell bok Seeing Through

Race fran 2012 beskriver hur vi kan betrakta
begreppet ras, inte som ett tillstand och inte
heller som en myt, utan ett medium och



en prisma genom vilken det gar att se igenom.
Mitchells text beskriver hur det inte hjélper att
radera begrepp som ras, och kritiserar i och
med det begrepp som Post Blackness en del

av Post-racial eran. Enligt Mitchell ar det
rasism som férorsakat/skapat begreppet ras
och inte tvirtom, men rasismen kommer inte
att forsvinna for att begreppet gor

det.[10] Texten visar pa en komplex bild av var
samtid, dar vilja av att komma bortanfor
begrepp som ras inte stimmer 6verens med
hur rasism florerar 6ver hela viarlden. Den
oppnar upp for att se var omvarld med
bakgrund av postkolonialisering men utifran
dagens samhille.

I ett temanummer av Social Text: Periscope,
2013 publicerar Rolando Vazquez och Walter
Mignolo artikeln Decolonial AestheSis:
Colonial Wounds/Decolonial Healings”. I
texten presenteras en mojlighet att se pa
konstnarlig verksamhet via ett perspektiv de
kallar Dekolonial Aesthesis . Begreppet ligger i
den diskurs som kan liknas vid ett
paradigmskifte inom postkoloniala teorier.
Forfattarna vill synliggora dekoloniala subjekt
genom exempel fran konst, teater, musik,
performance, litteratur och poesi. Detta genom
att arbeta med en dekolonial metod, i vilken en
pluralism och en 6ppen plats kan ge utrymme
for andra alternativa praktiker. Metoden gar ut
pa att se var konstnédren och verket kommer
ifran, och lokalisera konstens subjekt.
Forfattarna vill aven framhalla ett annat
alternativ till det klassiska begreppet

estetik, Aesthetics (i kortfattad form
vasterlandskt begrepp fran 1700-talet som
fokus pa skonhet och god smak). Istéllet vill de
presentera ett alternativt

begrepp; Aesthesisvilket inbegriper virden
som perception, sensation, kinslomassig
upplevelse, vision i sjdlva processen med att
skapa och betrakta ett verk.
Sammanfattningsvis beskrivs en dekolonial
metod som ett sitt att synliggdra sdren men att
ga mot helandet, erkdnnandet och inférandet
av en typ av estetik som under manga ar
skrivits ut ur historien.[11]

Jag traffade Mostyn i januari 2017 och vi
pratade om hans relation till postkolonialism
och postkoloniala teorier. Intervjun
kompletterades med uppgifter under
september samma ar. Mostyn, som foddes i
San Francisco, USA 1981 flyttade till Zimbabwe
1984, strax efter landets sjalvstandighet
(1980). Han gick i en gammaldags kolonial
grundskola med strikta larare. Mostyns
mamma var textilkonstnar och verksam pa
textilavdelningen vid ett college som startades
upp pa initiativ av regeringen for att utbilda de
personer som kiampat for landets
sjalvstandighet. Familjen flyttade 1993 till

Trinidad, dar det existerade en stark Black
Power rorelse. I skolan undervisades om
kolonialism och slavhandel, men inom dmnet
historia och utan ett kritiskt forhallningssatt.
Det var forst pa universitetet som Mostyn fick
mojlighet att fullt ut relatera till postkoloniala
teoribildningar, 4ven om han under uppvaxten
levt i ett postkolonialt samhille. Han ser inte
sin relation till varlden som bilateral dvs
hemland och koloni utan snarare i form av en
triangel mellan USA, sin uppvaxt i fére detta
kolonier samt sin nuvarande bostad i Sverige.
Mostyn berédttade hur han upplever att
generationen innan honom tog en stor strid for
manskliga rattigheter fran/kring 1950, men att
han idag finner en fara i att bli repetitiv och
fastna i en diskurs. Hans egna biografi finns
sjalvklart med som en bakgrund i hans
konstnarskap men dr dock inget han aktivt
arbetar med. Mostyn skildrar sin bakgrund
som extremt akademisk. Han har sin
utbildning vid Yale universitet, inte pa praktisk
konstnarlig grund utan med historia och de
fria konsterna som huvudamne. Nar han
borjade fotografera blev han ifragasatt fran
andra elever som istéllet valde politik eller
ekonomi da konst inte nyttjades pad samma
allvar.

Mostyn beskrev hur ménga konstnérer vill
legitimera sina verk med teorier. Deras praktik
kan till en borjan vara en spontan process, men
nar det ska upp till kritik vill studenterna ha en
teori att stodja sig mot. Han ser att det finns ett
behov av att ta storre risker inom konsten,
likasa for betraktaren till verken. Vad giller
hans egna praktik har det tagit honom manga
ar for att trana om hjarnan fran den
akademiska tanken. Alla teorier han last har a
andra sidan skapat ett sétt att se pa virlden
och relatera till sin omgivning. Kénslorna har
alltid varit sekundéra i hans utbildning, bade i
grundskolan och vid universitetet. Nu pushar
han sig till att "Unsmarten himself”. Mostyn
sdger att hans intryck (generellt podngterar
han) ar att konstnérer fran sodra delen av
jordklotet oftare arbetar med innehall av
politisk karaktir i sina praktiker, vilket séklart
speglar samhillen de lever i som kan ha en mer
instabil struktur dn hér. Att det i Sverige inte
lika ofta syns mycket innehall i konsten av
svenskfodda konstnérer, kanske beror det pa
att Sverige liange har varit ett skyddat land med
stabil politik och utan en hotfull omgivning. I
Sverige har verken ofta mer fokus pa form,
vilket ibland kan bli lite vl innehallslost
menar han. Det giller att hitta en balans.
Mostyn séger sig vara intresserad av att pusha
mediet framat och har skapat Delay som en
musikvideo. Det ligger mycket research bakom
hur man filmar och klipper i relation till musik.
Genom att anvianda ett lattillgangligt medium



oppnar han upp for en ovan konstpublik. Fran
borjan fanns videon pé YouTube vilket i sig
gjorde verket tillgdangligt och demokratiskt.
Nar betraktaren kan relatera till ett verk gar
det att pa riktigt fa fram ett innehall.[12]
Mostyn beskriver sig som belédst inom
akademiska amnen och berittade hur hans
personliga bakgrund medverkat till en sjalvklar
positionering i forhallande till postkoloniala
teorier dir de tidiga texterna av Fanon

och Césaire ingar. Diremot arbetar Mostyn
inte konstnérligt utifrdn postkoloniala studier
dven om de finns med som bakgrund i manga
verk. Mostyn har i sitt liv levt i flera linder och
studerat i USA. I Delay relaterar han till
Sverige som en ny plats. I relation till Glissants
text ses Mostyn arbeta likt en kosmopolitisk
konstnar, som med sitt perspektiv fran olika
lander ser pa Sverige och svenskarna. Hans
kroppssprak ar svart att tyda, han bér pa en
varldssyn som de svenskar han méter och
publiken som ser verket inte kan ha tillgéng
till. Han utgar fran sitt subjekt men vi kan
omojligt inbegripa det vid en lasning. Daremot
speglas i verket vad Glissant beskriver som
subjektets identitet och hemort. Mostyn
beskriver sin situation som 'konstnir med
annan hudfarg an vit' i inledande text till
verket Delay, och hur han utsatts for rasism.
Detta ar dock inte centralt i hans praktik, utan
snarare i Mitchells bemaérkelse, som ett prisma
att se allting igenom.

Jag upplever vid motet med Mostyn och
studien av Delay en mojlighet att via en
dekolonial 1asning se hur konstnéren arbetat
med icke traditionella aspekter som innefattar
kanslor, intuition och icke-akademiska
teoretiska metoder. Mostyn framhaller vid
flera tillfallen vid intervjun att han vill pusha
mediet for att komma i kontakt med sin publik,
och dirigenom né fram kéanslomaéssigt och
innehéallsméssigt. Han talar 4ven om att ”
Unsmarten himself”, det vill siga ga fran en
traditionell akademisk teorianknuten
arbetsmetod till en mer kénslorelaterad
konstnarlig praktik. Det ligger en viktig del har
tycker jag, att se bortom postkoloniala teorier
jag behandlat i texten och istéllet fokusera pa
hur en vésterldndsk konstsyn kommit att bli en
kanon, genom att ringa in begrepp som estetik.
Vazquez och Mignolo erbjuder i sin text ett
alternativ till den visterlandska definitionen av
estetik och presenterar istillet begreppet
Aesthesis, vilket inbegriper viarden som
perception, sensation och kdnsloméssig
upplevelse i sjdlva processen med att skapa
eller att betrakta ett verk.

Héar ndrmar vi oss den process jag ser Mostyn
arbetar med i Delay. Metoden kan leda till
erkdnnandet av kidnslor som en viktig del vid
lasning av ett verk. En dekolonial ldsning

av Delay kan 6ppna upp for att se vidare,
bortom en befist postkolonial teoribildning. Ar
filmen dokumentar eller ingér alla personer
som syns i ett regisserat verk? Fragan kvarstar
men har nu bleknat och kidnns inte relevant.
Daremot marktes betydande entusiasm hos
Mostyn nér jag i vart samtal nirmade mig
dmnet om dokumentar eller iscensatt process.
Han menar pé att metoden ger betraktaren en
kinsla av osdkerhet vilket paverkar ldsningen
av verket i helt nya banor.

Susanne Fessé dr ansvarig utgivare for och
grundare av Verk tidskrift samt curator och
konstvetare.
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Studio Visit

by Eric Booker,
Exhibition Coordinator

Santiago Mostyn

| first came across multidisciplinary
artist Santiago Mostyn’s work on a
visit to Moderna Museet in Stockholm.
His video performance Delay (2014)
followed the artist through the

streets of the Swedish capital as he
encountered affluent white men and
addressed each racially charged
interaction with the simple touch of
his hand. It is in this way that Mostyn
approaches his experiences, by
becoming a character through which
social forces are reflected, that drew
me to his work.

Eric Booker: When we first spoke
you brought up this idea of the
American diaspora, which is an
interesting point to start with, given
your international upbringing.

Santiago Mostyn: | was born in San
Francisco but my parents moved to
Grenada when | was five months
old. When political turmoil erupted
there, they were airlifted out—
against their will. My mother and |
moved to Zimbabwe after that, but
we ended up spending the majority
of my adolescence in Trinidad,
where | lived until | went to college
at Yale. It's this experience of having
gone back and forth between all
these different places, the reversed
triangle of the African diaspora, that
stayed with me. After university |
started traveling and living between
New York and other cities. | ended
up coming to Sweden to study, and
it's developed into a good place to
work from and to make sense of

some of the strange forces in the
world right now.

EB: This experience of movement
and migration has really tied your
work to place. Your photographic
project All Most Heaven (2008) doc-
umented your travels throughout the
United States. How has travel moti-
vated your practice?

SM: There's an obvious tear that
occurs when someone has experi-
enced being taken out of the place
that they considered home. It was
something that | felt was missing
inside of me, that | needed to make

Santiago Mostyn
Delay (video still), 2014
Courtesy the artist
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Santiago Mostyn

sense of in order to figure out who |
was—not that there's ever an answer
to that question, When | first started
thinking about making artworks, it
felt like | was trying to fill this space
with the images | was making or the
projects | was doing. Early on, the
Mississippi project wasn't just a doc-
umentation of this underground,
radical train-hopping community.
This was a life, and a community,
that | was deeply committed to,

with friends who were like family,

EB: How [ong did that project last?

SM: Initially two summers. We built
rafts in Minneapolis and charted them
down the Mississippi River, perform-
ing in each small town. | guess I'm

always trying to just make sense of
space and take on large topics with . . .
some kind of lightness of touch.

| always think of Italo Calvino's Six
Memos for the Next Millennium
(1988), where he talks about a deli-
cate touch being the most productive
way to face these massive, heavy
subjects, and to really register their
weight.

EB: What are you working on now?

SM: |'ve been working on a project
called Citizen, a real world perfor-
mance that is then documented on
camera, but in such a way that the
documentation is both part of the
work and a work itself. To make the
work, | rowed a small boat from the

Turkish coast to Samos, Greece,
one of the nearest islands. So the
work is the physical effort of having
to row this great distance, unaided,
between two landmasses that are
actually not so far away from each
other but are different realities—
inside and outside of Europe—
across a fluid, invisible border, It
was an illegal crossing but obviously
it was much less of a crime for me
than for others. | would have been
arrested and taken to jail if | had
been caught, but | would not have
been put into a camp. I'm not trying
to take away from the extreme trag-
edy of the journeys that so many are

Santlago Mostyn
All Most Heaven, 2008
Courtesy the artist
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Breaking Social Codes: An Outsider
In Sweden

By Santiago Mostyn Siockholm, Sweden October 14, ¢

Reflecting on race and belonging in Sweden, the artist Santiago Mostyn
walks through the streets of Stockholm, touching white strangers, in a music
video published as part of Creative Time Reports’ Summit Series. The series
features articles related to the themes of public space, nationalism,
migration and surveillance that are at the heart of the 2014 Creative Time
Summit Stockholm, a collaboration with the Public Art Agency Sweden.

ggr{’za.ngo Mostyn, Stills from Delay, VIEW GALLERY

Street life in Stockholm is based on the principle of avoidance. First rule: avoid being on the strest
uniess necessary. . . . Second rule: if on the street, avoid contact with other people. . . . The
accidental contact of body to body is something embarrassing, mildly unpleasant, and best treated
as if it nad not happened at all. —Susan Sontag



When Susan Sontag wrote “Letter from Sweden,” her biting 1969 critique of a
society that she labeled “pathological,” the country was at the height of its fame
as a socially cohesive liberal democracy. These days, in the eyes of the average
citizen, the Nordic model of universalist social welfare and strong unions is seen as
a nostalgic framework, and free market enterprise is increasingly regarded as the
path to a stable future. Despite this shift, the Swedish temperament has remained
remarkably consistent through the decades, and Sweden has consequently had a
difficult time adjusting its self-image to include the large numbers of nonwhite and
non-Christian immigrants who now call the country home. Race scholars Tobias
Hibinette and Catrin Lundstrom, writing after Sweden’s 2010 elections, outlined
the situation more succinctly: “The fact of having held the title of the world’s most
progressive and left-liberal country, combined with Sweden'’s perception of itself as
the most racially homogenous and pure of all white nations, forms a double bind
that makes it almost impossible to transform Swedishness into something that will
also accept people of colour.”

How to come to terms—not only as an artist but also as an “artist of color”—with
my place in this society that | now call home? This is the question that burdens me.
More so than the recurring inquiry from new acquaintances—How long will you
stay in Sweden?—which veils their assumption that | should one day leave. And
more so than the question of how to respond to the occasional late-night Nazi
salute flourished in my direction or to the myriad other slights and offenses that
niggle at one every day.

The first response, of course, is to push back. The bluntness of a violent reaction
feels right in the moment, feels like it will get something across. But how
provocative can it be, in the end, to react exactly as all these blank faces expect
you to? Why let them put me in that box? The connection that | simultaneously
spurn and desire, this nebulous “belonging,” is more nuanced than anything a
clenched fist can precipitate. Its line stretches from the skittish outsider to the
pinnacle of the Swedish alpha male, with his hair gelled back and his sport coat
dry-cleaned for Friday night conquests, and it finds occasion in the lightness and
simplicity of a touch.
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POSTCARD FROM ZIMBABWE: SANTIAGO
MOJSTYN

ﬁ By Jessie Wender June27 2011

I've been following Santiago Mostyn’s photography since last year, when I was

researching images for a fiction piece about a river journey and fell in love with

his project “Excerpt: Almost Heaven.” He made his most recent body of work

on a return trip to his childhood home in Zimbabwe.

“I've had it in mind for so long that I would go to Zimbabwe to describe with
images the space between my childhood memories of the country, and what one
can actually see of a place with a camera,” Mostyn told me. “I hoped to make
images that would stand against the sensationalism of how this part of the
world is portrayed. Instead, I wanted to know what soft, ordinary, personal
moments feel like in a place like this, and found them everywhere in my walks

and conversations.”

“I was drawn to so many of the surfaces in Zimbabwe, and especially at
Muptfure, the collectivized farm-college where my mother taught in the
nineteen-eighties,” he said. “I realize that it has to do with how we remember
things as children. Colour, textures, light, dirt: all of these form the fundament
of our early memories, and have now found their way into some of the images

that I made on my return.”

Here’s a selection of the photographs Santiago sent me upon his return.

Q
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“Growing up, I was always addicted to stories and movies about journeys and adventures,” photographer
Ryan McGinley explains. “I loved everything from The Adventures of Tom Sawyer to The Goonies (1985).
When [ was in sixth grade, we read a book in school called Worldwalk. It was the true story of an American
man who walked all the way around the world by himself. The first time I saw Santiago Mostyn’s book of
photographs, Excerpt: All Most Heaven, I got lost in it the same way I did looking at books as a young boy.
It’'s not very often you find someone making an amazingly consistent body of work. Some days, I'll wake up
and think, What's Santiago doing? I imagine him walking down a long stretch of road carrying only a

backpack, hitchhiking, maybe jumping a train.”

Excerpt (T'V Books) is the first book released by the 28-year-old Mostyn, who, much like McGinley, creates

his work almost as a documentary process achieved by constant traveling.

A peripatetic life is one that the artist has always known. Mostyn was born in San Francisco but moved with
his mother to Grenada as an infant. A few years later, he moved to [London, then to Barcelona, then to
Zimbabwe, and finally to T'rinidad, where he lived until he attended Yale. “[ first started taking pictures when
my mother gave me a camera at 15,” he remembers. “She had designed some of the costumes for Carnival and
asked me to go out on the streets and take pictures.” His interest in photography became more serious at
Yale, and he studied at Frankfurt’s Stidelschule under Wolfgang Tillmans after he graduated. But Mostyn’s
own motifs were really set during his drifter voyages through the U.S. He brought his medium-format
Mamiya along on two artist-collective trips, sailing down the Mississippi River with the artist Swoon in 2006
and 2007, shooting fellow ragtag travelers along the way. He also made spontancous trips out West, riding

freight trains with new acquaintances through California.



"T'he photographic results of these treks are hyper-real, shockingly intimate, and exquisitely celebratory
portraits of a feral, unbounded freedom. The young subjects in Mostyn’s pictures are not so much
conventionally beautiful as emphatically alive. “It’s easiest to relate to your peers,” he says in explaining the
nature of his work. “But I was definitely searching for some kind of description of community and a sense of
home, which I never had as a kid moving around so much. Shooting is an attempt to lasso my experiences

and take them back with me. I'm traveling in order to see things, to identify with people, to capture a sense of

togetherness.”
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2019 Altarpiece, Institute Suédois, Paris, France.
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The Promise (I1), Platform Art Space, Stockholm, Sweden.
Into the Act, BAS, Bergen, Norway.
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2010 The Sympathizer!, Capricious Space, Brooklyn, USA.
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Meanjin/Brisbane, Australia.

You Don'’t Love Me Yet: Contemporary Video Art from Sweden,
Dupont Underground, Washington D.C., USA.

Chronic Desire — Sete Cronicd, Timisoara 2023 European Capital of
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Art on Screen, Kalmar Konstmuseum, Kalmar, Sweden.
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The Show is Over, South London Gallery, London, United Kingdom.
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Sommerfest, Akademie Schloss Solitude, Stuttgart, Germany.
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Bords Art Biennial, Boras, Sweden.

We Are Noth Myths: Opacity Across Difference, Art Hub Copenhagen,
Denmark.
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Rencontres de Bamako, 12th Bamako Encounters
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Stories of Belonging, Tartmus, Tartu, Estonia.

Survival Kit, LCCA, Riga, Latvia.

25th Rencontres de Bamako-African Biennale of Photography,
Bamako, Mali.

Notes on Influence (performance), Studio Giardini, Venice, Italy.
Norberg Festival 2019, Norberg, Sweden.

Orebro OpenART, Orebro, Sweden.

The Moderna Exhibition 2018: With the Future Behind Us, (co-
curator with Joa Ljungberg), ModernaMuseet, Stockholm, Sweden.
Many & Beautiful Things, Newlyn Art Gallery and the Exchange,
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°C, Clearview.ltd, London, United Kingdom.
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Konsthall, Sweden.

Nordic Trouble, Konsthall C, Stockholm, Sweden. Folkmusik 2.0,
Kulturhuset Stadsteatern, Stockholm, Sweden.

Survival Guide, Alberta Gallery of Art, Edmonton, Canada.
Memoirs Found in a Bathtub (Protocol #1), Minibar, Stockholm,
Sweden.

The New Human, Moderna Museet Stockholm, Sweden.
Rethinking Flanerie, Marabouparken, Stockholm, Sweden.
Historicode: 3rd Nanjing Int'l Art Festival, Baijia Lake Museum,
Nanjing, China.

Clearview Presents: Views, Clearview, London, United Kingdom.
Artoteket RUT, Skanes konstféoreningen, Malmo, Sweden.
Framing Bodies, Hasselblad Foundation, Gothenburg, Sweden.
The New Human, Moderna Museet Malmo, Sweden.

The Natural Order, Haninge Konsthall, Stockholm, Sweden.
Tirana Open 1, Palace of Congress, Tirana, Albanien.

Performing Identity, Gallery Luda, St. Petersburg, Russia.
Artoteket RUT, Molnlycke Bibliotek, Mélnlycke, Sweden.

New Nordic Photography 2013, Hasselblad Centre, Goteborg,
Sweden.

Performa 13: Norwegian Pavillion, New York, USA.

24 SPACES, Malmé Konsthall, Malmo, Sweden. Stockholm Music
& Arts Festival, Stockholm,Sweden. APPARATUS, M+B Gallery,
Los Angeles, USA.

Kungliga Konsthégskolans Varutstdllning 2013, Stockholm,
Sweden.

Image and Objecthood, StudiolO, Brooklyn, USA. AIR Drop,
(with Hera Buyuktasciyan), Slakthusateljéerna, Stockholm,
Sweden.

Bartholomew, Galerie Steinsland Berliner, Stockholm, Sweden.
Celeste im Berg, Die Backerei/AllianceFrancaise, Insbruck, Austria.
Nothing in the World But Youth, Turner Contemporary, Margate,
United Kingdom.

Bartholomew, Galerie 12 Mail, Paris, France. Marcel &

Friends: USA, Recycle Art, Brussels, Belgium.

The Show Must Go On, Capricious Space, New York, USA.

When | Close My Eyes You Disappear, Diamantenbérse, Frankfurt,
Germany.

Capricious Select, Fotografiska, Stockholm, Sweden.

Free People of Colour, Get This! Gallery, Atlanta (curator), USA.
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New Work New York, curated by Tim Barber, New York, USA.
Seven in Miami, Presented by P.P.O.W./ Capricious Reading
Room, Miami, USA.
CCNY Residency Exhibition, Camera Club of New York, USA.
2009 It Ain’t Fair 2009, O.HW.O.W., Art Basel Miami Beach, USA.
Vice Photo Issue Exhibition, Los Angeles, USA, Paris, France,
Tokyo, Japan.
Sacrosanct, St. John's Episcopal Church, New York (co- curator), USA.
Everything Must Out Going, Asia Song Society, New York, USA.
2008 Staedelschule zu Gast, Kunst-Werke, Berlin, Germany.
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Kingdom.
Tiny Vices, Studio Bee, Tokyo, Japan; Collette,
Paris, France; White Flag Projects, St. Louis, USA.
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Gandt No. 1: The No-Way Issue, Gandt Presents, 2010
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