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abstract

Borders now seem to be everywhere, just like it is often said in heritage studies that the past is 
everywhere. In this edited volume a multidisciplinary group of scholars explore what happens, 
philosophically and in practice, when these two concepts and phenomena, heritage and borders, 
are combined. The findings show that heritage, as well as borders, exist just as much in the mind as 
on the ground. Heritage and borders can be understood both in terms of roots and routes. They 
are matters of administration, but they are also matters of consideration, matters of competition, 
and matters of contention. They are defended in the name of security and protection, longing for 
belonging, and good will. And they are contested in the name of philosophical critique, or politi-
cal and artistic activism. In six articles and a joint conversation, the volume addresses key issues 
and entangled complexities in discussions on heritage and borders that take place in and across 
academic disciplines today.
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1. The words in the title are Kefah Fanni’s, from a conversation we had in 2005. He 
is a Palestinian poet living in the Israeli-occupied territories on the West Bank. He’s 
a poet under occupation. His view of the Israeli wall is that it prevents possibilities to 
relate and thus build communities. Kefah means that the wall is a break in a move-
ment, that this demarcation is a law that fractures the development of community.

The Israeli West Bank barrier winds across Palestinian farmland, which has been 
excavated as the wall was built. Construction started in 2003. On 9 July 2004, it 
was declared by the International Court of Justice to be a violation of international 
law, but that did not prevent construction continuing. The wall separates Palestin-
ian farmland from Palestinian residences, causing confrontations in many places. In 
2003 when I started to document the building of the wall, I interviewed Kefah Fanni 
and he expressed his relation to the wall “[…] the Israelis can limit our sight, but they 
can’t limit our imagination. […] On the other side, they see the wall as constructive. 
[…] it’s their will to build this wall; it’s against our will. From our side it’s inappro-
priate: we want to demolish this wall. […] Here in Ramallah we have daily contact 
with the wall, we are touching it. On the other side of the wall there is nothing built, 
because it was recently, before the wall, our land. Now they are constructing roads. 
Most of the Israelis don’t know what the wall looks like, only those people living in 
distant settlements, like near Jenin. In the Israeli cities they have only heard about 
the wall in the media. If you drew something on the wall on the Israeli side, there 
wouldn’t be anyone to see it.”1

When Kefah says “We are losers, and you have to learn from us”, he is suggesting 
an alternative way of looking at the relating and teaching of them or that which can’t 
be excluded and controlled. 

1 Parsberg 2016, ch. 6.1.

Cecilia Parsberg

We are losers and you have to learn from us
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The community of wall builders provides the basis for a production of knowledge 
that is disseminated, as is the community of the occupied. Kefah calls himself and his 
occupied community – which is surrounded by the wall – losers. Because they have 
been defeated by a victorious power. But the winners do not possess all of the knowl-
edge. He is saying that the knowledge of the losers is unavoidable. He is saying: We 
lost, but if your strength, your victory, your success is built on us losing, then we’re 
in your lives, in your actions, in your knowledge production to the same, or perhaps 
a greater, extent. The sentence: “We are losers and you have to learn from us” demar-
cates a border, but the meaning opens up a space – a space for possible action. Kefah 
gives me an example, the wall built by Israel on occupied Palestinian territories is 
opposed by different kinds of resistance, political and religious, but is not just a po-
litical barrier: many artworks are made about it, of which the most interesting is the 
art made on it. The wall has become an attractive place for Palestinian artists and for 
international and collective artworks – a surface where networking happens by itself, 
without the networkers knowing each other, or even knowing about each others’ 
works until their artworks connect at the site. They seem to share the same idea: the 
Israeli wall as a space for action, through fiction, instead of a hindrance for action. 
In 2005 the graffiti artist Banksy described the wall as “the ultimate activity holiday 
destination for graffiti writers”.2 

Kefah has taught me that “To only relate against, means obliterating one’s own 
agency in a dependency, to let oneself be occupied. It’s about autonomy and stance”. 
In my opinion, this is about dignity, to give worth, to receive worth, and the fact that 
worth cannot be taken. Just as when women in my home country Sweden demanded 
the right to vote, they demanded to be seen, heard, and spoken to, to receive a re-
sponse from society, an acknowledgement that they existed, to receive worth. They 
demanded that images of women change. Women were the occupied territory of pre-
vailing knowledge. To demand that women’s knowledge count as knowledge was a 
struggle against subordination that was fought by attending to one’s worth. Through 
practice lies the possibility of stamping knowledge or stamping it out through obliv-
ion. That struggle was just as much about attending to the knowledge that was con-
sidered worth promoting.

Five years later, in 2010, an invisible wall, a border between people in the streets 
in Sweden will cause intense national discussion. It will insist on my attention, and 
it will take me another four years to find out how to present this border as a space of 
potentiality. 

2 BBC News 2005.
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2. It is late 2010, in Gothenburg, Sweden. For some months now, I’ve passed a num-
ber of people during my daily rounds, they’re kneeling or walking jerkily holding 
plastic cups. They ask for money and speak languages I don’t understand. Something 
new is happening in the city streets.

One day I see a man who is standing, shaking, he’s leaning on a cane and holding 
out a cup with his other hand. For a while I stand at a distance, watching him. The 
situation is complex and confusing, I become emotional. When I approach him to 
speak to him, my body language doesn’t project friendliness and mutuality – reason-
able conditions for a dialogue – and I know all this in that very moment, it is my job 
to know it. I also realize that I am about to take leave of several of my founding ethi-
cal principles, the stance that I have worked toward during my 20 years of artistic 
practice, but right now I am ruled by adrenaline, my heart is pounding. I step up to 
the man, iPhone in hand, and film him, while I ask in Swedish if he needs help. He 
doesn’t understand. I then ask again in English, then in Spanish. No, he needs money, 
he tells me in Italian. He extends a large cross that he is wearing on a chain around 
his neck. This doesn’t compute for me; what does the cross have to do with his situa-
tion, why is he begging, can’t he go to the social services? I ask why he isn’t working, 
if he is sick, if he needs care. “Do you want me to take you to a hospital?”, I insist, but 
he doesn’t understand and says that he has several children that need food. He says 
he came by bus from Romania. “You came by bus, oh, so you’re a tourist?”, I say. He 
looks at me uncomprehendingly and the conversation is over. “Please, no television,” 
he says. No, I won’t show this, I tell him, and mean it, trembling and ashamed.

My first encounter – or rather non-encounter – with a person who was begging, 
prompted me to embark on a five-year exploration of what happens between the beg-
ging and the giving in the streets of Sweden. The distance between me and the person 
begging, is a distance demarcated by a number of ethical quandaries. I pose questions 
about the images at play in the social choreography of begging and giving – how 
can images be activated in this context and new ones generated?3 I use images as my 
starting point; images of action and images that implicate, images that are set in mo-
tion, images that generate motion (moving images) and the reverse: new movements 
generate new images. Images, because borders don’t just manifest on the ground; on 
places where some people are included in the social structure and others are shut out 
for various reasons and continue to live just outside. But borders manifest also in the 
mind; in the collective imagination. We share an existence in the streets but we’re 
separated by an imagined border, a chasm – we don’t share it. During three years 

3 Parsberg 2016, ch.1.4. 
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I interview both begging and giving people and make interactive workshops with 
them, but I don’t succeed in doing much more than write and stage works about the 
phenomenon. 

3. In the spring 2014 I begin to plan for a film shoot of a chorus dialogue, The Chorus 
of Begging and The Chorus of Giving. Two choirs are involved: The Chorus of Beg-
ging consists of people who beg in the streets and The Chorus of Giving consists of 
people who give to people begging in the streets.4 On the street the obstacles seem 
both emotional, aesthetic, and language-bound. Often both parties seem to want to 
communicate more but can’t. And of course, there are cultural codes at play between 
those who beg and those who give or don’t give. To give and receive money is often 
a non-verbal transaction, which is why I decide that The Chorus of Begging and The 
Chorus of Giving shall sing without words. Using their own individual voices as well 
as their collective voice of the chorus, they are going to attempt to sing the feelings 
between these begging and giving people. 

The choruses will stand facing each other – about five metres apart – while they 
sing, and the setup will be the same when the films are screened as an installation. The 
viewer will stand between the images and the sound from The Chorus of Begging and 
the images and the sound from The Chorus of Giving. With this setup, it is a work 
that aims to reveal and activate a social border as a space for political action.

Phenomenologist Sara Ahmed has studied the meaning of emotion in the space 
between people.5 She describes how emotions are created between people, how they 
bind, and connect bodies, not as something that is, that exists inside people, but rath-
er as something that’s done and becomes action, in interaction with and dependent 
on other people. The purpose of our chorus training was to activate that crossing of 
the imagined border. The idea was that border-crossing movements must be per-

4 The recruiting is described in Parsberg 2016, ch.7.1. The film was made in 2014 when the at-
tention and engagement around newly arrived beggars, mostly from Romania and Bulgaria, in 
Sweden was high, for example the number of articles in Swedish newspapers about begging and 
giving increased 17 times from 2011 to 2016. 

5 In The cultural politics of emotion (2014) Sara Ahmed joins the sociologists and anthropolo-
gists who claim that emotions – rather than being seen as psychological states – can be seen as 
social and cultural practices. She describes Durkheim’s reasoning on how individual ideas and 
tendencies come to us “from without”. Durkheim argues that sociology is about “recognizing 
constraint”. “Most of our ideas and our tendencies are not developed by ourselves but come to 
us from without.” (Durkheim 1966, p. 4). He presents a theory on emotion as a social form with 
the example of large gatherings of people generating emotions that do not tie in to individual 
“self-expression” (compare to swarm theories). 
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formed contrary to accustomed patterns of identification, new patterns of movement 
must be generated: a new choreography. If a mutual action is staged – something 
which none of those begging or giving have previously done in this manner – can new 
images be conveyed between the participants? Can they be conveyed to the viewer 
who gets to inhabit the in-between – the space between the two choirs? 6

4. For three days in June 2014, the 24 members of the choirs were put through a 
specific form of choral training to learn how to improvise song without words or mu-
sic. All participants had signed contracts. The schedule was on the contract as was a 
release form stating that each participant consents to being filmed. The chorus par-
ticipants were filmed the entire time – using five cameras – except during breaks. In 
the more social contexts, when we ate, took breaks, drank coffee, and danced, there 
was a desire to make contact, a search for communication, a curiosity and a sort of 
attraction – a curious interest. Three interpreters translating between Romanian and 
Swedish were at the lunch so that everyone would be able to understand what we 
said to each other. A sense of community emerged between the participants in the 
chorus. The recordings of the training were later edited into a production film.7 In art 
historian Claire Bishop’s words it can be termed a “delegated performance”, which is 
a work “[…] where the artist devises the entire situation being filmed, and where the 
participants are asked to perform themselves.”8 A director is expected to know when 
the actor reaches the boundary where contact is made with the viewer. A documen-
tary filmmaker is expected to know when the person being filmed penetrates the lens. 
Improvising singing, in dialogue with another chorus, in a situation where everyone 
is an amateur and no one has met before and everyone is being filmed, means that 
those in front of the camera need to feel safe with those behind the camera. Otherwise 
nothing will be created, nothing will happen, no one will sing so that the song reaches 
and carries. 

During these three days of training, conditions were more or less equal for every-
one in terms of logistics. Nobody had previous experiences of singing in a chorus op-
posite another chorus consisting of people that they had never met before. Different 
life circumstances can create fear and distance but also curiosity: part of the drama 
that plays out in the streets. Sometimes I call this “curiosity attraction”, described as 
a condition in which I want to know more, but it worries me. I am prepared to give 

6 The film can be viewed in Parsberg 2016, ch. 7.1.
7 Parsberg 2016, ch. 7.1.
8 Bishop 2012, p. 226.
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up something of my own understanding of the state of things and am also interested 
in the unknown, in what isn’t understood. 

All chorus participants were thus prepared for the task to voice – to sing – feel-
ings in their own chorus, which in turn sings in dialogue with the other chorus. If the 
members of the choirs had sung in their own languages – Swedish or Romanian – the 
language would have become a barrier. Instead they were expected to explore sounds. 
They had understood that training would be needed, but not how it would work. One 
of the voice exercises used concrete situations as a prompt: stories of longing for one’s 
children in Romania; a story of being spat on; a story of a loved one dying. The choir 
directors Jenny and Pär guided the participants in finding a sound, a tone, and a short 
melody, a call or another way of expressing their emotion and repeating this word 
mechanically. When each person one-by-one – led by a rhythm – repeated his or her 
sounds mechanically it became a choir: a choir of individual sounds that originated 
in a personal association to the same feeling, expressing a mood.9 

9 For further reading about the dramaturgic approach and setup, see Parsberg 2016, ch.7.

Fig. 1. Both choruses were arranged in the same formation. The Chorus of Begging is placed to the left and 
The Chorus of Giving to the right. The participants did not wear any kind of costume, only the clothing 
they wore when they arrived at the set. Jacobsson Theatre, Artisten, Gothenburg, 13–15 June 2014. 
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“[…] right there, in the warmth of the human voice, in the living echo of the past, some 
primal happiness lies hidden and the inescapable tragedy, the chaos and pathos of life 
is bared, the singular and the unattainable, there, in the primary sources, they have yet 
to be reworked.” (Svetlana Aleksijevitj)10

5. The two choirs stood about five metres apart when we shot the film, and they are 
shown the same way – as projections opposite one another approximately five metres 
apart. The scale is calibrated so that a viewer and a member of the choir are about the 
same size when full body shots of the choir are shown on the screen. 

Begging is a call to social interaction. Regardless of whether or not the giver in-
teracts socially with the (visitor) begging in the street, the giver is implicated in the 
asymmetrical value system of the EU.11 These transactions and interactions take place 

10 Aleksijevitj 2013, audiobook, at 26:46 mins.
11 See the Council of Europe commissioner Thomas Hammarberg’s report: “The commissioner 

has repeatedly highlighted that anti-Gypsyism is a crucial factor preventing the inclusion of 
Roma in society and that resolute action against it must therefore be central to any efforts to 
promote their integration.”, Strasbourg: Commissioner for Human Rights, 2012, p. 40. For 
further reading, see Parsberg 2016, chs. 5, 3 ‘Giving in Free Movement Europe’.

Fig. 2. Varbergs Konsthall 2015.
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between, and in opposition to, one another, which is why I arranged The Chorus of 
Begging and The Chorus of Giving identically – in a symmetrical structure.

This configuration does not become three-dimensional until the viewer steps into 
the space in-between. I quote Jacques Derrida: “The Third is the one who questions 
me in the face-to-face, who suddenly makes me feel that there’s a risk of injustice in 
the ethical if I do not take into account the other of the other”.12 In this installation 
the viewer could be said to be The Third, who is invited to the installation, and who is 
watching the work in their own life experience. The viewer is also a participant when 
asked to give feedback after the chorus work – experiences without reflection are just 
events without meaning.13 But also, the viewer is always present for the director who 
guides the choices and decisions. The notes for the installation as a whole were:

The political happens every day, between people in our surroundings who share our 
existence. That is the premise for my artistic practice. I perceive, with all of my senses, 
a physical and mental distance between those who kneel on the street and passers-by, 
between begging and giving people. Here I invite the spectator into that “border-zone”. 
A dialogue, or a lack of dialogue is going on between the two choruses, between voices, 
between facial expressions, and between bodies. The installation “The Chorus of Beg-
ging and The Chorus of Giving” is an embodiment of this experiential space. A reflec-
tion of a situation that many experience every day on our streets. It is my hope that art 
can make it possible to see such borders – which seem to be difficult to talk about – as 
spaces for action; and thus contribute to the possibility of political acts in and about 
these spaces.

6. Does the symmetrical arrangement – by directing and presenting symmetry – pre-
sent a false image, a benevolent representation that indicates a sort of equity? Could 
my arrangement be giving a sense of two troops, soldiers of society, framed into op-

12 Derrida continues: “As for Lévinas, he defined the relationship to the ethical as a face-to-face 
with the other and then he eventually had to admit that in the dual relation of the ethical face-
to-face with the other, the Third is present too. And the Third is not a person, not a terstis, a 
witness who comes in addition to the two. The Third is always already there in the dual relation, 
in the face-to-face. Lévinas says that this Third, the coming of this Third that has always already 
come to pass, is the origin or rather the birth of the question. It is with the Third that the call 
to justice appears as a question. The Third is the one who questions me in the face-to-face, who 
suddenly makes me feel that there’s a risk of injustice in the ethical if I do not take into account 
the other of the other.” Derrida 2007, p. 444.

13 One example of this are Maja’s and Frej’s comments in Parsberg 2016, ch. 7.1, the last part of 8. 
‘Debrief ’. 
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position on each side of the viewer? Is it a utopia of collaboration, or a dystopia of 
separation? 

Within the matrix of the prevailing system humans are counted and measured ac-
cording to symmetric meters, however those in The Chorus of Begging aren’t quite 
part of the system and thus haven’t been counted by the same meter as those in The 
Chorus of Giving – that is why I wanted both choirs to be able to stand in the same 
way.14

The first reason for the symmetrical choral arrangement is the intention that the 
chorus of song would be created through interaction. “Co-presence” is a key word 
here. On the streets, in our cities, we move in co-presence, people’s movements are an 
essential part of how cities function. But co-presence doesn’t necessarily mean that 
we interact: “Co-presence is not social in itself. In contrast, it makes up the founda-
tion of social interaction (in physical space). And it is with social interaction that 
the social ‘begins’”, writes human geographer Sara Westin.15 Choral singing is a crea-
tive endeavour between people, which demands presence and togetherness from all 
participants, and we moved on to “co-presence” in the interaction between the two 
choruses, which could be said to demand exactly that from its participants which the 
prevailing political structure does not.

The second reason for the symmetrical arrangement is that I don’t want to depict 
what is happening, I don’t want to replicate the physical gestures that play out on 
the street. The participants, whose bodies and gestures were shaped by the situation 
on the street, were guarded at the beginning, not so much when it came to singing as 
when it came to relating to each other. They needed training to unlearn instrumental 
roles and representations: to unlearn the images they had of each other. This process 
of unlearning also necessitated de-representation of clothes as well as positions.16 I 
wanted to try to make a new image emerge. My question was and remains: Is there 
a way for me to wriggle past the rhetoric that so easily traps me in the framework of 

14 In August 2013 the Swedish government co-ordinator for the homeless, Michael Anefur, esti-
mated that the number of poor EU citizens coming to Sweden for work is somewhere between 
1000 and 2000 people, and that the number is expected to rise significantly. On 20 March 2014, 
Hammarberg made a statement on Sweden’s treatment of Roma EU migrants. “The municipali-
ties are unwilling to do anything to indicate that they understand the situation, they won’t even 
install a toilet. Nor do they want to create more beds in homeless shelters. Nothing is done to 
improve daily life.” (Vergara 2013); Commissioner for Human Rights 2012. Read more about 
the situation in Parsberg 2016, ch. 5, 3 ‘Giving in Free Movement Europe’.

15 Westin 2014, p. 187.
16 For more on this training see Parsberg 2016, ch. 7.1, under 4. ‘Dramaturgic approach and setup’.
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expectation, to a place in which we do a third thing together? Is this a way for new 
images to be generated? The participants are not asked for their ethnicity, citizenship 
and the like, they are only asked about this particular activity and this action. The 
viewers have only been told that one chorus is made up of people who usually beg 
on the streets and the other of people who usually give to those who beg, and are not 
told which one is which. 

The third reason for the symmetry is based on what the anthropologist Camilla 
Ravnbøl writes after a ten-month field study of those who beg on the streets of Co-
penhagen: “They see themselves as being EU-citizens […] as part of the system”.17 In 
the same vein Mujo Halilovic, a Ph.D. candidate at Malmö University writes that 
beggers themselves want to be seen as citizens like any other and no longer as “the oth-
ers”.18 The symmetry of the choral arrangement attempts to highlight the deficiency 
that is experienced on the street. The viewers are given the opportunity to confront 
this deficiency when they stand between the two choruses. The seemingly empty 
space is transformed – in front of the viewer – from glances exchanged in silence, to 
singing together with the other chorus. Sensuality is mediated here.19 Social points 
of contact are sensual, that is where the political is founded: in people’s affectivities 
and reactions. Judith Butler claims that “a critical practice of thinking […] refuses to 
take for granted that framework of identitarian struggle which assumes that subjects 
already exist, that they occupy a common public space, and that their differences 
might be reconciled if only we had the right tools for bringing them together.”20 The 
sensual (sound and vision) space is created for the viewer, the witness, to step in and 
partake in the exchange. This action challenges normative understandings of identi-
ty, ethnicity, nationality, and subject. It’s an immaterial space. A potentially sensual 
space lies between giving and begging.

The fourth reason for the symmetrical formation of the choral arrangement is 
to depict a form of border that appears unbridgeable in the urban space between 
those begging and those giving. It is a border manifested through these actions. It is a 
structural and ethical border that is inherent to the situation, position, and action. I 
wanted to examine what might happen if the border remains but those begging and 
those giving perform situation, position, and action in a different way. I changed the 
conditions as follows:

17 Ravnbøl 2015, p. 328.
18 Halilovic 2015, p. 361.
19 Watch the film, f.e. at 3:35 mins, Parsberg 2016, ch. 7.1.
20 Butler 2009, p. 163.
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situation – they have been subject to the same conditions for three days.21

position – they are standing up.
action – they are singing with each other.

About, for and through: situation, position, and action, at once ties together and 
separates the begging and the giving.

The fifth reason is that symmetry contributes to staging a framing. Culturally and 
socio-politically conditioned views, ways of seeing that create norms through system-
atic use – framing – become restrictions for what can be heard, read, seen, perceived, 
and known. I emphasize that begging and giving are social actions rather than focus-
ing on who performs them; the focus is on the activities, rather than on identities in 
a system.22 To some degree giving and begging designate their respective recognition 

21 Except for payment, Parsberg 2016, ch. 7.1.
22 Since the designation the Roma who beg and the begging Roma are at play in the public dis-

course and I have personally experienced viewers using these to speak of The Chorus of Begging, 
I want to further emphasize that the division is not about ethnicity. For instance, there are 
Roma participants in both The Chorus of Begging and The Chorus of Giving. However, I do 
not disregard the racist attitudes inherent to the situation, they matter hugely, as they are the 

Fig. 3. Konsthall Väven, Umeå, 2015.



138 kvhaa konferenser 100

and representation in the streets. The installation with the two videos opposite each 
other, with the viewer in the middle, exemplifies this performative act.

According to the social framework in which the choral arrangement was devel-
oped, the question arose if and how I – who in this case inhabit a knowledge-produc-
ing position of power – can learn something new from the people I engage. Butler 
writes further:” “If certain lives are deemed worth living, protecting, and grieving and 
others not, then this way of differentiating lives cannot be understood as a problem 
of identity or even of the subject. It is rather a question of how power forms the field 
in which subjects become possible at all or, rather, how they become impossible”.23 
One way of putting it would be that both the members of the choruses as well as the 
viewers are invited to negotiate exchange and possible synergy with me as director. 
Another way of seeing it would be that a film director has simply hired them as chorus 
singers. Opening up that discussion is one reason why I present a screening of the 
production film in a room nearby. The production film shows the work process.24 The 

consequences of framing, among other things. See further discussion in Parsberg 2016, chs. 
1.3 and 5.2.

23 Butler 2009, p. 163.
24 Parsberg 2016, ch. 7.1.

Fig. 4. Konsthall Väven, Umeå, 2015.
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idea is that the installation explores the social space around the mutually related ges-
tures of begging and giving, while it also explores the physical space of its own agency 
as an installation: a social space, as a way of doing things that affects the way of doing 
things: an ethical space.25 

7. The symmetry in the choral arrangement leaves space for the asymmetrical. The 
videos of the choruses cut between showing the entire chorus and close-ups of the 
faces of chorus participants. During the choral singing they sometimes look at each 
other, sometimes not. Emmanuel Lévinas points out that “every individual shall be 
able to remain individual, an irreplaceable being, as ‘faces’, but without individuals 
isolating themselves and letting conditionality reign.”26 “But how then can common-
ality even exist?” asks the Danish philosopher Peter Kemp in an attempt to grasp 
Lévinas’ thinking. Kemp continues: “According to Lévinas commonality emerges 
only through one human giving the world to the other, that is by sacrificing it so that 

25 From a mail dialogue between Tobias Hering and Cecilia Parsberg in response to a doctoral 
seminar.

26 Quoted in Kemp 1992, p. 73.

Fig. 5. Konsthall Väven, Umeå, 2015.
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it is open to both, and through the freedom to sacrifice conditionality, through which 
it subordinates itself to the judgment of the other.”27

The choral arrangement takes place in a temporary space, albeit a directed and aes-
theticized one. Certain directives have been given that pertain to using voice and gaze 
to interact with one another and with the conductors who are conducting the drama 
of the choral arrangement. Still the recording space could be described as a liminal 
space where a mutuality, a commonality, arises during the recording, one that can be 
hard to create outside of this temporary space.

Creation implies that something is coming into being (as opposed to something 
being done). In the choir training the participants recalled their feelings from inci-
dents on the streets and were trained in voicing them through a certain choral tech-
nique. They were creating sounds with their own voice in front of the others, and 
these likely came into being such as they were because the others were there and were 
also creating sounds. Peter Kemp again: “That is exactly why the ethical subjectivity 
does not express itself in what is said, in that which is already known. It expresses itself 
in ‘an utterance that – in relation to that which is – constitutes an exception.’”28 That 
which first seemed like an impediment – that the song was wordless – also became a 
liberation from what would have become a language barrier.

There is a dialogue between The Chorus of Begging and The Chorus of Giving, 
at the same time as there is a lack of dialogue between voices, facial expressions, and 
bodies. The viewer stands in a liminal space between different EU citizens, with dif-
ferent conditions but similar needs, with different experiences and interests but simi-
lar feelings, with different clothes but in a similar position, with different educations 
but similar voice resources.

The symmetry makes visible the gap between the choruses and the asymmetry 
shows links between them: hence the symmetrical and the asymmetrical make space 
for agency.

8. “We are the losers and you have to learn from us”, says Kefah. The border between 
Israel and Palestinian occupied territories was built in the mind and then manifested 
on the ground. The Israeli wall is concrete, which doesn’t hinder the poetry and the 
art made on the wall partly dissolving it. When the artists: grafitti writers, paint-
ers, poets, and others use the construction of the wall, they use the idea of it. When 
changing the wall’s appearance the new generated images on and about the wall ac-

27 Kemp 1992, p. 73.
28 Kemp 1992, p. 49.
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tivate the (collective) images of the wall; its intention, purpose, and function. This 
activity raises the question of knowledge production – if a physical wall is manifested 
as an aesthetic of loss – and experienced as an abyss – then where and how can the 
knowledge be detected?

My thinking in the chorus work was on the same path as Kefah’s when he is argu-
ing that the knowledge of the losers is unavoidable. Begging is a call to social interac-
tion, and regardless of whether the giver interacts socially with the begging person on 
the street, the giver is implicated in the asymmetrical value systems of the European 
Union. The arrangement of the choirs in the staged work The Chorus of Begging and 
The Chorus of Giving, indicates a space for social interaction and thus demonstrates a 
different order that demands different actions in terms of language, movement, and 
attitude toward each other. It’s a social choreography: when the choirs rehearsed and 
sung together a political form emerged. 

In both examples the participants experience a struggle against subordination that 
is fought by attending to one’s worth. They must relate to the boundaries in their 
daily lives and it is for an involuntary reason. In both examples the artistic practice is 
not just an activity against but a creation; letting something come into being, to set 
(collective) images in mind in play, for the purpose to widen and open perception. 
The practice as a way to attend to a knowledge worth promoting. The artistic activity 
interacts with the images that contributed to build the boundary, and aims to gener-
ate new images in order to make the border visible as a zone for negotiation between 
life and right, and as a space for action.
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