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IN THIS WEEK'S ISSUE we feature artist Elin
Odentia and architecture student Daniel
Elis Karlsson in conversation as they discuss
and attempt to define common themes and
qualities of their work, from the spatial, to
the formal,
integrity.—EDS.

to notions of architectural

POINTS OF INTERGRITY
Daniel Elis Karlsson and Elin Odentia

Daniel Elis Karlsson: To define integrity we
might have to start with personal space. I
guess violating someone’s integrity is akin to
entering a private room. As if you have a kind

of sphere, or a shell, which you are more or
less eager to maintain. It varies in size and
clarity, but what is on the inside is private.

Elin Odentia: It’s also about being principled
for me. I'm thinking about artistic integrity as
not always compromising with your ideas or
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concepts. Not stretching your values too
much, perhaps.

DEK: I read a definition on integrity—
unknown—that talked
balanced character who acts according to her

source about a
own values and opinions. A person who does
what she thinks. I think balance is a good
starting point.

EO: It’s nice to think about that in relation to
painting. That balance being the paintings
ability to act according to its own content. If
it’s an abstract painting that doesn't have, for
example, a political motive which is explained
by external information, it has to rely on its
own content. It must argue for its obvious
place in the world: it must punch you
somehow. I read another definition that said
‘inviolate, whole, complete’. That is also
about arguing for itself, isn’t it? If a room can
justify its own existence through its elements,
does it not then contain a strong integrity?

DEK: Yes, like something being enclosed,
and perhaps credible—that it is meant to
look like this and in no other way. Perhaps
not as pride, but a self-confidence. But I also
agree on what youre saying: a room or a
painting with a strong integrity works as an
argument for its own existence.

EO: And how would we know when we
create something with that ability? I feel like
were trying to define the word masterpiece

here (laughs).

DEK: (Laughs). No, you can obviously not
have it as an agenda. Maybe you, or prefera-
bly someone else, can attribute the entity with
this afterwards. We can’t know until it’s done.
I find this idea of a ‘shell’, from the start of
our conversation, interesting—the inside is a
private sphere and the outside is the public.
So a painting’s integrity extends into the
room? You've talked about a border to the
painting’s sphere before—care to elaborate?

EO: A painting does not limit itself to the
canvas, it extends into the room, and also
inwards, into itself. Some paintings are quite
uninviting, and the meeting has to take place
outside of it, and some only take place inside
themselves, like windows. Some paintings
make it very clear for you when you reach the
border, when you're not just looking at it, but
rather when a sort of meeting occurs. You get
to a certain point where you feel that you're
entering the room of the painting, where
you're violating its integrity.

DEK: Ah, so we have points of integrity. But
do you mean that the strength of the painting
decides the size of this field? I think it has to

do with distance.

EO: Yes and no. A giant painting can have a
bigger sphere than a smaller one, but the
small one doesn’t necessarily have a weaker
integrity. I think it can be as strong with a
small but specific sphere, so that the viewer
has to stand very close. That painting might
demand a very intimate meeting, maybe just
for one person at the time. Like a room that
only allows one person at the time, that room
can have a strong integrity, right?

DEK: Yes, definitely. But if you consider the
room as a painting and enter it, then what
happens? Are the walls canvases and the
sphere of integrity then an offset of these
walls? An extension of its boundaries into the
space? I just wonder if it’s possible to apply
these thoughts about painting on to a spatiali-
ty. Or maybe one could play with the thought
that these boundaries of integrity could be
materialised by the walls of the rooms?

EO: I like what youre saying about the
boundaries being materialised. I cannot think
of it in any other way. I mean, if the integrity
could outgrow the room and continue on the
outside, it would be possible to sense the
room without having seen it—that’s a bit too
religious isn’t it?

DEK: If you enter a room with a strong
integrity, is it then like you're crossing a
character’s border of integrity, a threshold,
and entering something that again, seems to
act balanced and according to its own values?

EO: Can something really have an integrity if
you are inside of it? When you can't choose
how close to the object youre placing
yourself, because you're surrounded by it. If
youre pregnant, for example, your child is
inside you. All aspects of integrity have
dissolved, right?

DEK: I believe it's interesting to talk about
spatial integrity in relation to the church. A
nave is something which I would say has a
strong spatial integrity. But maybe it is due to
its clear direction towards the altar? And
perhaps symmetry, which I claim has a strong
integrity, just like a kind of face. Maybe just
because the altar is made as a painting? An
inverted facade. A composition. Maybe it’s
the altar that expands into the room rather
that the room in itself owning an integrity?

EO: Yes, the church is so specific, it’s built to
be dominant and confront you with a very
dense, almost oppressive presence. But I
think we must separate integrity and
dominant presence. Like the face you're
mentioning, integrity can be a confrontation:
a manifestation of power over a function or a
viewer or, if we're talking about painting, the
exterior room. But it can also be a non-confron-
tation, a turning-away. A couldnt-care-less-ness.

DEK: Ah, thats right. But I stll think
specificity is an integrity-creating aspect.
Imagine a room with a specific form, for
instance, the circular room. It has a complete-
ness and a self-confidence, like we talked
about earlier: it’s trustworthy. And it couldn’t
look any other way, no element of chance
here.

EO: And also, a circular room definitely
places you in a specific spot. This might be
one way of applying the ‘point of integrity’ on
to architecture.

DEK: Yes, a room with a strong directive.
Of course it doesn’t necessarily have to be
circular, but contain a consciousness of how
and where you are expected to meet the
room. I also believe that adding tenderness
and room-specific values such as patterns
and material will give uniqueness and identi-
ty to a room, create a character. And a
character will to some extent always possess
an integrity.

EO: Yes, sceing an object as a character, a
quasi-person, will always make you think of
the attributes reflecting us: its body, gaze, and
integrity. Also, what youre saying about a
consciousness of how the meeting will occur
sort of links together what we talked about:
the ‘directiveness’ of placing the viewer on a
certain point or border of the integrity sphere,
and the argumentation for its own existence.

Elin Odentia is currently studying her master degree
at the Royal Institute of Art in Stockholm, and has
recently exhibited her work at Galleri Thomassen in
Gothenburg (2017), and  galleri  Flach in
Stockholm (2018). For more, see: elinodentia.se

Daniel Elis Karlsson is an architecture student at
UdK Berlin and KTH in Stockholm, initiator of
the ongoing project: room without a cause. For info,
see: roomwithoutacause.se

Overleaf: The courage, coming from the
mother. And the secrets. All of them by their
right name., by Elin Odentia (2017).
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