


INDHOLDSFORTEGNELSE

UET FREMMEDE

Der er en leg hos barnet og en mutation i naturen,
som i sig indoptager det fremmede som et livgi-
vende og forvandlende element, der accepterer sig
selv, dyret og naturen som et ubrudt kontinuum,
hvis midte hvori vi lever.

Da jeg var lille, lgb jeg og legede i engen taet pd mine
foraeldres sommerhus. En dag gik jeg mellem blom-
sterne, der nasten gik mig til skuldrene. Jeg standse-
de op, mens jeg noje fulgte retningen og bevagelsen
hos en stor, gron graeshoppe, der flgj rundt mellem
de naermeste blomster og planter. Men lige med ét
kunne jeg ikke fd oje pd den mere. Jeg satte mig pa
huk og bojede hovedet frem mod den narmeste
store gruppe af blomster omringet af noget gront, og
fik forst oje pd greeshoppen, da jeg stak hovedet helt
hen til planten, hvor den sad pd et gront blad nasten
overst oppe. En stor hestebremse summede rundt
omkring planten. Greeshoppen blev siddende helt
stille, umulig at se, nu da dens krop ikke adskilte sig
fra bladets taette, gronne farve med de fine lyse stri-
ber. Da lettede graeshoppen fra bladet og flgj af sted.
Hestebremsen fulgte efter i samme retning, men
graeshoppen havde allerede et stort forspring. Jeg
frydede mig over dette syn. I skolen havde jeg leert, at
de dyr der overlever, er dem som kan camouflere sig
og pd den mdde gore sig usynlige for andre sterkere
skabninger. Men denne dag forstod jeg, at dyr ikke
kun camouflerer sig for at smelte sammen med de
former naturen allerede har skabt, men at de her
treeder ind i et andet og fremmed rige, for grashop-
pens vedkommende, en kampzone af konkurrerende
krigere og keempere. Hvad de kan veare og hvad de
kan blive, er ikke bestemt pa forhdnd. De ernaerer sig
af det helt fremmede, ikke fordi de onsker at vere




det samme, at kopiere bladets struktur og form, men
fordi de gennem det fremmede fir nye kraefter til at
gore noget andet, til at keempe, forsvare, omdanne
sig, snyde fjenden, og dermed @ndre pa relationen
mellem det genkendelige og det fremmede.

Vi har formentlig aldrig talt sd meget om det frem-
mede, men vi har formentlig heller aldrig veeret

sd uvillige til at blive til noget andet. Til stadighed
taler vi i termer af ligheder og soger at henfore

det fremmede til en malestok af normalitet. Pa

en vis madde rummer mange udtryk i dag om det
fremmede et tydeligt treek af endimensionalise-
ring, gennem sin lighed af det forskellige. Bagved
lurer blindheden for det mellemrum, som ligger
mellem det egne og det fremmede, og frem for alt
ogsd allerede inden for det egne og det fremmede.
Udfordringen for det fremmede er at matte undga
at gore det fremmede objekt bekendt, men snarere
gore det allerede kendte fremmed for sig selv. Her
opstdr nye spraekker, nye historier, der udfordrer os
og som fordrer en indsigt om den verden, vi lever

i. Den franske forfatter Maurice Blanchot har kaldt
kunstverket for det sted, hvor vi opdager, at vi ikke
kun er en gade for den anden, men ogsa en gide for
os selv. Fremmedhed er ikke det samme som den
enkeltes fremmedgorelse over for en uforstdelig

og stadig mere kompleks verden, men en form for
leengsel, som pa én gang undslipper os og driver os
frem. Kunstverket kan gennem det uventede, gen-
nem den intelligente komposition og den lyriske
intensitet skabe den rystelse, hvori vi overskrider os
selv og bliver intime med det andet, det fremmede.

Alexander Carnera, filosof

In the child’s game and in nature’s mutation the strange
may be incorporated as an invigorating and transforma-
tive element, accepting itself as situated in the middle of an
unbroken continuum with the animal and with nature.

When I was little, I ran around playing in the meadow
near my parents’ summer cottage. One day I strolled
amongst flowers almost as tall as my shoulders. I stopped
whilst carefully following the direction and movement of a
large, green grasshopper, which flew around in the flowers
and plants closest to me. But all of a sudden I could not
see it any more. [ squatted down and bent my head down
towards the nearest large group of flowers. Surrounded by
greenery, and only as I put my head very close to the plant,
I spotted the grasshopper as it sat on a green leaf almost
at the top of the plant. A large horsefly buzzed around

the plant. The grasshopper was sitting perfectly still, now
impossible to see, as its body didn’t differ from the leaf’s
dense, green color with fine, pale stripes. Then the grass-
hopper took off from the leaf and flew away. The horsefly
followed in the same direction, but the grasshopper was
already far ahead. I took immense delight in this sight. At
school I had been taught that those animals, which survive
are the ones able to disguise themselves, making them-
selves invisible to other, stronger creatures. But this day I
understood that animals don’t just camouflage themselves
in order to blend in with already existing natural forms.
They also enter into a different and strange realm. In the
case of the grasshopper this realm was a battle zone of
rivaling warriors and fighters. It isn’t predetermined what
animals may be or become. They live of the totally strange
- copying the structure and shape of a leaf — not in order
to become identical with it, but because this strangeness lets
them gain accesses to new strength for doing something
different; for fighting, defending, transforming themselves,

deceiving the enemy, and thereby altering the relationship
between the recognizable and the strange.

We have probably never spoken as much about strangeness
as we do today, but at the same time we have probably nev-
er been so unwilling to take in the different. We constantly
speak in terms of similarities, and seek to relate the strange
to a scale of normality. In a sense, many contemporary
expressions relating to the strange contain a remarkable
feature of one-dimensionalisation, through assimilation

of the different. Behind this tendency lurks a blindness

to the gap between what is our own and what is strange,
and — most of all — to the cracks which exists inside the
similar and the strange. The strange is challenged with
having to avoid familiarizing the strange object, but rather
must strive to make the already known alien to it self. This

allows for an emergence of new cracks; new stories that
challenge us and demand that we gain insight into our life
world. The French author Maurice Blanchot described the
artwork as a place where we discover that we not only are
a mystery to the Other, but also an enigma to ourselves.
Strangeness is not the same as the individual’s alienation
from an incomprehensible and ever more complex world. It
is rather a kind of longing which at one and the same time
escapes us and drives us forward.

Through the unexpected, through intelligent composition
and lyrical intensity, the art work may create a trembling
by which we exceed ourselves and become intimate with the
Other, the strange.

Alexander Carnera, philosopher
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OR-KOUER

I takt med at digitalisering bliver en storre del af
hverdagen, virker det naturligt at implementere
dette i formidlingen af kunst. Ved at benytte QR-
koder som direkte links til smd audio-visuelle film
pé internettet om hver enkelt kunstners varker fra
udstillingen, far kataloget en yderligere dimension.
Det giver mulighed for at forevige veerkerne, herun-
der iser installationer, der kraever interaktion fra
beskueren, samtidig med at der gives en mere nu-
anceret og levende visuel formidling af vaerkerne.

Vi héber, du vil benytte dig af muligheden for at
finde ud af endnu mere om de enkelte vaerker og
kunstnere ved at skanne QR-koderne pa de folgende
sider med din smartphone.

Alle veerkerne bliver preesenteret af Christopher
Sand-Iversen og er filmet, klippet og produceret af
A DEUX MAINS FILM.

As digitalisation becomes a larger part of everyday life, it
seems natural to implement it in the presentation of art.
By using QR codes as direct links to short audio-visual
films on the internet about each artist’s exhibited work, the
catalogue gains an added dimension. It makes it possible
to immortalise the works, in particular the installations,
which require the interaction of the viewer, at the same
time as a more nuanced and vivid visual presentation of
the works is attained.

We hope you will make use of the possibility of finding
out even more about the individual works and artists by

scanning the QR codes on the following pages with your
smartphone.

All the works are presented by Christopher Sand-Iversen
and filmed, edited and produced by A DEUX MAINS FILM.

UDSTILLINGENS TEMA

Det fremmede er udstillingens samlende tematik,
valgt af kunstnerne selv for at skabe sammenhang
mellem vaerkerne — men ogsd for at udfordre den
enkelte kunstner.

Temaet gribes tilsvarende mangfoldigt an, og
adresseres psykologisk, kommunikativt, kulturelt
eller forstdet som eksistentielt eller science-fiction
inspireret begreb.

Trods spandvidden gar enkelte traek igen i mange
af veerkerne. Dette geelder blandt andet flere af
kunstnernes bevidste arbejde med det fremmede
forstdet som en fremmedgorelsesproces. Flere
vaerker kan opleves i resonans med det groteske el-
ler bizarre som fremmedgorelsesfaktor, der skaber
distance til Selvet og det normalt selvfolgelige.

Fremmedgerelsesfaktoren benyttes dels for at
fremme (selv)refleksion og erkendelse, dels ogsa for
at dbne rum for nyskabelse, fantasier, leg og ekspe-
rimenter. Dette afspejles i udstillingens mange refe-
rencer til kroppen som det fremmede, blandt andet
udfoldet ved inddragelsen af butoh dansens legende

og monstrese billedverden. Her bergres tabuemner
og kropslighedens ekstremer af bejelighed, stivhed,
kontrol og kontroltab. Social fremmedhed, ensom-
hed og dysfunktionalitet fornemmes ogsd, og reflek-
teres i vaerkernes pdfaldende individualiserede praeg.
Fravaeret af grupper, interaktion eller faellesskab er
tydeligt, og motiver og former etableres i absurd
eller helt manglende kontekst. Den tematiserende
kunstnersammenslutning RIMBAUD ger i udstillin-
gens veerker det fremmede til et eksistentielt anlig-
gende. Dette sker i vaerkernes eget formsprog inden
for et bredt spektrum af medier, der taler for sig selv.

The Strange is the unifying theme of this exhibition. The
topic was chosen by the artists themselves in order to
establish a common context for the artworks — but also to
challenge each individual artist.

The theme is accordingly addressed in diverse ways. It is
interpreted in psychological, communicative, cultural and
existential terms — or inspired by science fiction.

In spite of the interpretive span, a number of similar
thematic elements are found in several artworks. The
visitor might note a widespread preoccupation with the
strange understood in terms of processes of alienation. A
number of artworks resonate with the grotesque or bizarre
as an alienation factor, creating distance from the Self and
common sense.

This factor of alienation is used partly to encourage (self-)
reflection and realization, and partly also to open up space
for innovation, imagination, playfulness and experimenta-

tion. This is reflected in the exhibition’s many references

to the strangeness of the body, notably represented by the
inclusion of the playful and monstrous imagery of bhuto
dance. Here taboos and bodily extremes of flexibility,
stiffness, control and lack of control are touched upon.
Social alienation, loneliness and dysfunction are also felt
and reflected in the remarkably individualized quality

of most of the artworks. The absence of group interaction
or community is evident, and the contexts of motives and
forms are absurd or completely absent. In this exhibition,
the thematising artists’ association RIMBAUD transforms
The Strange into an existential matter. This transformation
takes place in each of the individual artworks, working in
their different idioms, within a broad spectrum of media -
and speaking for themselves.



MARTHA FIORTH JESSEN

“Det er basalt at klemme til pd noget, for at fi magt
over det og for at bruge det. Bare at klemme til...”,
forklarer Martha Hjorth Jessen, og slar hermed den
lidt uhyggelige tone an, som ogsd kan fornemmes

i hendes installation. “Veerket tager udgangspunkt
i mit aeldste og mest magtfulde mareridt, og jeg
gor her et terapeutisk forseg pd at alliere mig med
min egen angst, og gennem leg og system at placere
‘uhyret’ uden for mig selv, sd jeg kan opna en slags
billed-kurering for det mareridt, som er mit ultima-
tive bud pd det fremmede i mig selv.”

Mareridtet rummer et statisk billede af'en tyk hdnd,

der klemmer en tynd hdnd med lange spinkle
knogler, som knuses. Knogletemaet og haenderne
fornemmes i veerkets “handaftryk i negativ”, afsat i
hdndklemt, lyst fimo-ler. Resultatet bringer mindel-
ser om knoglefossiler eller forvitrede ledelementer
fra rygsejlen pa en fremmed dyreart, lagt systema-
tisk og sekventielt til rette pd en hylde. “Hylden er
som et arkiv, til opbevaring af noget, man ikke skal
bruge mere og leegger vak”, forklarer Hjorth Jessen.
Hyldens arkiv af varierede, men gentagne former,
spejler ogsd hdblesheden i mareridtets evige
gentagelse, “det bliver ved og ved og ved”, hvilket
repraesenteres i formernes sekventialitet i opstillin-
gen, og svarer til en neesten industriel gentagelse;
“noget naesten digitalt”.

Traehylden er mork og aftrykkene lyse i forskellige
hud- eller knoglefarvede varianter. Hermed opstar
et spil mellem positiv og negativ, som i spillet
mellem sort og hvid, men her med kunstnerens
egen hdnd som positivet, mens dens aftryk i leret
udger negativet. Negativet fremstar dog ikke som

modsatning eller kontrast til hdndens formende
kropslighed, men skaber derimod associationer
til en helt anden og fremmed kropslighed. Denne
anden kropslighed fremstir som det uaflaeseligt
fremmede. Som morsetegn pd reekke, pa et helt
fremmed sprog med en fremmed notation.

I sin forvreengning af det nare og velkendt krops-
lige fremtreeder den fremmedgjorte udsondring

fra kunstnerens egen krop nu som monstres og
flertydig. Martha Hjorth Jessen mener selv, at
“kunst i dag er at lede i sig selv efter det fremmede.
Kunsten i dag er mindre optaget af noget ydre —
politisk - men mere af noget ‘i os selv’: Det frem-
mede i os selv... som min segen ind i hdndaftrykket;
der hvor kunsten kommer fra, og hvorfra energi
bliver overfort til tingene”.

Installation Artist

“It’s a basic thing to squeeze something to get power over

it and to use it. Just squeeze...”, explains Martha Hjorth
Jessen, and thus sets the slightly eerie tone that can also be
sensed in her installation. “The work is based on my oldest
and most powerful nightmare and I have done this in a
therapeutic attempt to ally myself with my own anxiety,
and through play and system to place the ‘monster’ outside
of myself, so I can achieve a kind of image-cure of the night-
mare, which is also my ultimate version of the stranger in
myself.”

The nightmare consists of a static image representing a
fat hand squeezing and crushing a thin hand of long,
slender bones. The bone theme and the hands are reflected




in the artwork’s “handprint negatives”, pressed by hand in
skin-colored Fimo clay. The result evokes images of fossilized
bones or crumbling vertebrae from the spine of a strange
species, systematically and sequentially ordered on a shelf.

“The shelf is as a repository for storing anything you no
longer need, and which can be put away,” explains Hjorth
Jessen. The shelf’s archive of varied but repetitive forms,

also reflects the hopelessness of the nightmare’s eternal
recurrence, “it goes on and on and on,” which is represented
through the sequentiallity of the presentation, correspond-
ing to an almost industrial repetition; “something almost
digital.”

The wooden shelf is dark and the small, sculpted “hand im-
prints” are in bright colors of various skin or bone-colored
variants. This triggers an interplay between positive and
negative, dark and light, where the artist’s own hand func-
tions as the positive, whereas its imprint in the clay acts

as a negative. This negative does not appear in opposition
or contrast to the hand as an acting, physical appearance,
but evokes a completely different and alien embodiment.
This other embodiment appears as an undecipherable
strangeness. As Morse signals in a sequence, in a completely
foreign language and with a strange annotation.

In its distortion of the close and familiar body, the alien-
ated secretion from the artist’s own body now appears as
monstrous and ambiguous. Martha Hjorth Jessen herself
believes that “art today is a search for the strange within
ourselves. Today art is less concerned with something
external — political — but rather with something ‘within
ourselves”: The strange within ourselves... such as my quest
into the imprint of the hand; which is where art comes
from, and from where energy is transferred to things”.




JACOB SIKKER REMIN

En skulptur af lysstofrer kan skabe visuel forvir-
ring, fordi de lyser kraftigt, og dermed gor det
umuligt at fornemme lysindfald og skygger pa
konstruktionen. Det er blandt andet denne effekt,
der har fdet Jacob Sikker Remin til at udforme sin
slangelignende installation i lysstofrer, og dermed
skabe visuel usikkerhed om, praecis hvor verket be-
finder sig i rummet. “Pd grund af lyseffekterne ser
man kun et 2D billede af objektet, der reelt er en
3D struktur. Det skaber forvirring omkring dimen-
sionerne, og kan resultere i en overvirkelig, frem-
med oplevelse. Det kan virke som en dekonstrueret
rumlighed, der driller den menneskelige fatteevne,
og som rammer lige ind i spergsmaélet om, hvordan
vi forholder os til det fuldsteendigt fremmede. Ndr
noget bliver projiceret fra en hgjere dimension

til en mindre - f.eks. fra 3D til 2D - kan det skabe
mystiske og naermest magiske sanseoplevelser”.

Netop projektion fra hgjere til lavere dimensioner
bruges ifolge Sikker Remin som populeer forkla-
ringsmodel pé visse uforklarlige fenomener, sd som
UFO sightings, hvor teorien gér p4, at energier fra
hojere dimensioner projiceres ind i vores sanseap-
parat — f.eks. fra 4D til 3D. Installationen Light Pro-
lapse leger med disse forestillinger og feenomener,
og fabulerer omkring medet mellem intelligensfor-
mer eller civilisationer, og med det fremmede i den
mere neaere dagligdag, som de mikroorganismer og
cellestrukturer vi lever med, men alligevel slet ikke
kender. Lyseffekternes @teriske fremmedartethed
tilfores desuden et mere jordnert element i form
af dét, Sikker Remin selv kalder for ledningernes
“beskidte virkelighed”, og som forekommer helt
organisk op imod lysstofrerenes rene former.

Jacob Sikker Remin har i arbejdet med vaerket ogsa
vaeret optaget af det forhold, at “mennesker har en
tendens til at projicere menneskelige intentioner
ind i al ting, og derved opleve det som antropo-
morft”. Denne tilbgjelighed udnytter han i et
bevidst arbejde med effekter, der hos beskueren kan
vaekke animistiske forestillinger om, at installatio-
nen er besjalet eller pd anden vis levende. Dels sor-
ger en motor og snoretrak for, at lysslangen holdes
ilangsom bevaegelse, sd beskueren kun lige aner
bevagelsen som en slags puls eller andedragsmoto-
rik. Dels folges bevagelsen i Light Prolapse’ krop af
et lydspor med lyden af puls. Der er tale om lyden
fra en uregelmeessig hjerterytme, som stammer fra
et hjerte med sdkaldt mitralprolaps. Det vil sige en
deformitet i hjertet, der pavirker hjertet til at sl
uregelmaessigt. Lysslangens langsomme beveegelser
suppleres af denne uregelmeessige pulslyd, og spil-
ler beskuerens opfattelse endnu et kognitivt puds,
idet puls og bevagelser giver indtryk af at folges
synkront i det levende vaesen. Vaerket etablerer
hermed et mode mellem beskueren og noget andet,
der ikke er af denne verden: Et kraftigt lysende,
ikkejordisk og skrobeligt vaesen, skabt af glas, men
i bevaegelse og med en lydelig puls. I dette mode
med det fremmede opstdr en forbindelse, der pa en
og samme tid er elektrisk, farlig og skrebelig.

Installation Arti

A sculpture of fluorescent light-tubes may create visual
confusion, because these light up very brightly, and thus
make it impossible to get a true sense of light and shadows
on the structure. This is one of the effects, which made Jacob




Sikker Remin decide on designing a snake-like installation
of fluorescent tubes, and thereby create visual uncertainty
about the location of the artwork in the room. “Because of
the light effects you only see a 2D image of an object, which
actually is a 3D structure. This creates confusion about the
dimensions, and might result in a hyper-real, strange expe-
rience. It may seem like a deconstructed spatiality, which
teases human comprehension and starkly addresses the
question of how we relate to the completely strange. When
something is being projected from a higher dimension to a
lower — e.g. from 3D to 2D — it might create mysterious and
almost magical sensory experiences.”

According to Sikker Remin, this projection from higher to
lower dimensions is used as a popular explanatory model
for certain unexplainable phenomena, such as UFO sight-
ings. The theory goes that energies from higher dimensions
are projected into our sensory apparatus — e.g. from 4D to
3D. The installation Light Prolapse plays with these ideas
and phenomena, and fantasizes about the meeting between
different forms of intelligence or civilization — and about
the strangeness which exists in our more immediate daily
lives, where we live with microorganisms and cell structures
of which we know next to nothing. The installation also has
a less ethereal, more down to earth element in what Sikker
Remin himself calls the “dirty reality” of the messy, electri-
cal wires connecting the tubes. These seem almost organic
against the pure, fluorescent forms of the tubes.

In his development of the artwork, Jacob Sikker Remin

has also been preoccupied by the phenomenon that

“people have a tendency to project human intentions into
everything, and thus experience it as anthropomorphic”. He
exploits this tendency by deliberately using effects, which
might awaken animistic sensations in the viewer, and
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make him or her imagine that the installation is animated
or otherwise alive. A motor and pulleys keep the light tubes
in slow motion so that the viewer barely recognizes the
movement, experiencing it as a kind of pulse or movement
of breath. The movement in Light Prolapse’s body is supple-
mented with a soundtrack of the sound of a pulse. This is
the sound of an irregular heartbeat that originates from a
heart in so-called mitral valve prolapse. This is a deformity
in the heart which causes the heart to beat irregularly. The
slow movement of the Light Prolapse is supplemented by
the irregular rhythm of this pulse, and thus plays a cogni-
tive trick on the viewer. Since the heartbeat and movement
of the tubes create an impression of synchronicity, they are
together perceived as deriving from a living being. The
work hereby establishes a meeting between the viewer and
something of an otherworldly nature: A bright, non-earthly
and fragile creature, created in glass, but in motion and
with a loud pulse. In this encounter with the strange a
relationship emerges: A meeting which at one and the same
time is electric, dangerous and fragile.




MARTIN THAULOW

“De fleste af os havner i jorden” fastslar Martin
Thaulow, som kommentar til at store mangder sort
pottemuld indgdr i hans multimedie installation.
Den sorte muldjord dakker gulvet inde i et rum,
dannet af en lukket 9-kant, bestdende af ni dore
placeret side om side. Alle dgrene har ens mél og er
malet sorte. De kan dbnes og lukkes udad, sd man
kan traede ind i ni-kanten. Eller man kan blot ngjes
med at dbne en der og kigge ind. De sorte dore ud-
gor dermed en barriere. Som besggende skal man
derfor selv vurdere, om man kan, ter eller ma abne
dorene, og om man da i givet fald tor og ensker at
traede ind i selve det ni-kantede rum. Ethvert besag
i rummet efterlader sig spor i jorden pd gulvet. I
midten af rummet er placeret en ophobning eller et
tarn af gamle TV skaerme, hvor filmoptagelser med
butoh-dans afspilles simultant. Dansen er koreo-
graferet af Anita Saij og opfort af 5 internationale
dansere. Filmoptagelserne er sammenklippet af
fragmenter, som varierer i totalbilleder, halvtotal
og close-up i syv forskellige variationer, der tilsam-
men udger én helhed. I skeermenes heretelefoner
hores forskellige lydbilleder, blandt andet med spor
af hjertepuls.

Installationen rummer en raekke elementer og
virkemidler, som ofte forbindes med deden og

de levendes forhold til denne. Martin Thaulow
forklarer selv, at “jeg har bevidst gjort brug af -

og taget stilling til symbolveerdierne i — den sorte
farve, talvaerdierne og butoh-dansens udspring,
karakter og udtryk. Det handler om ded - og ogsd
seksualitet - men ogsd mere generaliseret om meta-
morfose og forandring fra en tilstand til en anden.
Jeg har tilsigtet en dialog og fysisk interaktion med

beskueren, hvor der psykologisk arbejdes pd mange
forskellige planer. For eksempel afbilder jorden pd
gulvet en bevagelse, som konstant er i forandring”.
I dette memento mori modes det fremmede gen-
nem arbejdet med konstant forandring og ny form,
hvor det er en forudsatning, at noget i en vis for-
stand forbliver det samme, men dog ogsd samtidig
transformeres til noget ganvske andet og fremmed.
Det gddefulde Andet modes i de maske hellige tal,
som ogsd gdr igen i mange kultur- og religionstra-
ditioner, og det opleves ogsd i kontrasterne mellem
rummets merke og skermenes lys, den organiske
muld og fjernsynenes teknologiske evighedsma-
skine; mellem doden og det dansende liv. Bag de
sorte dore, i det lukkede rums hemmelige morke
moder beskueren det fremmede i eget liv; doden og
seksualiteten, som ganske vist er universelle men-
neskelige eksistensforhold, men som for mange er
tabuiserede, og som vi er fremmedgjorte overfor.

Painter and Video Artist

“Most of us end up in the ground” Martin Thaulow states,
as a comment to the large quantities of black potting soil
which makes up part of his multimedia installation. The
dark soil covers the floor inside a room enclosed by an en-
neagon — a nine-sided polygon, each side featuring a door.
All doors have similar measures and are painted black.
They can be opened and closed, allowing for entrance — or
just a peek — into the enneagon. Each black door thus
constitutes a barrier. Visitors must consider if they dare

- and wish — to open the doors, and if they then want to
step into the angular space. Every visit in the room leaves
traces on the soil- covered floor. A heap or tower of old
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TV screens is located in the middle of the room. These
display a synchronized video recording of butoh dance.
The choreography is by Anita Saij and performed

by 5 international dancers. Footage is cut together
from film fragments that alternate between full-body,
halfbody and close-up screens in seven different varia-
tions. Together these make up a unity. Various sounds
capes, such as traces of a heartbeat, may be heard in
earphones connected

The Metam'phosis installat
elements a

low himself ex-

plains, whic
sidered the §
to the origins
Sigbout
death — and sexuality — but alSo )
metamorphosis and transformatio
another. In this installation, I have sought
and physical interaction with the viewer, ¥
psychology on many different levels. For exa
soil on the floor absorbs and reflects a movement of
continuous change.” In this memento moti the strange
is encountered through work with constant change and
new form, where it is a prerequisite that something in
a certain sense remains the same, but also — simultane-
ously — is transformed into something quite different
and strange. The enigmatic Other is encountered in the
possibly sacred numbers, which recur in many different
cultural and religious traditions. This Other is also

experienced in the contrast between the darkness of the
room and the light of the monitors; between the organic
soil and the technological machines of perpetual motion,
and between death and dancing life. Behind the black
doors, in the secret darkness of the closed room, the viewer
encounters the strangeness of his own life, death and
sexuality. These are admittedly universal human conditions
of existence, but to many they still remain taboos and lead
to alienation.




OLE TERSLZSE

Ved et forste blik baerer de tre digitale inkjet prints
mindelser om romantiske landskabsmalerier

med storladne skildringer af mgdet mellem natur
og menneske. Ved neermere eftersyn viser de tre
vaerker sig at vaere absurde, computergenererede
situationsbeskrivelser fra en bizar verden af frem-
medgjort kommunikation mellem menneske og
natur.

For Ole Terslgse er det netop en pointe, at disse
vaerker i kraft af deres medie er “digitale konstruk
tioner, og derfor gennemfoprt unaturlige, da der
ikke indgdr realoptagelser i dem. De er modeller af
verden snarere end analoge afbildninger. Herved
foreges distancen mellem mennesket og den natur,
vi forgeeves forseger at forstd”. Serien Talking to
Animals fremstiller barokke gjebliksbilleder af
meder mellem mennesker og dyr i et hyperreali-
stisk, men dremmelignende univers, hvor virkeligt
meder uvirkeligt, kliché meder klichébrud, og
unaturligt bliver naturligt. I billedernes univers
forspger mennesker at spejle og kommunikere med
dyrene og deres verden: En kvinde vil interagere
med en stor fisk som interview-subjekt, mens sam-
me fisk gores til fangstobjekt for fiskeren i kvindens
bad. En ensom Freud-figur forseger at psykoanaly-
sere en somatisk syg fugl. Dette er demt til at mis-
lykkes, da analysen betinges af adgangen til patien-
tens underbevidsthed, netop gennem sproget. En
nogen mand forseger gennem ejakulation pa stran-
den at spejle hvalens uddndingssejle af vanddamp
for derved at kunne signalere til havets hvaler, men
ogsd dette fremstdr blot som absurd tragedie.
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Ole Terslgse forklarer, at “vi foler os forbundne
med dyrene, da de er levende organismer som os
selv, men vi er ude af stand til at forstd dem, da de
ikke har noget sprog. Netop derfor kan vi aldrig
holde op med at forspge at nd dem alligevel - at
finde en sjeel i den natur, der ikke kan betegnes og
derfor forbliver en gdde. Dyrenes charme er deres
tavshed. De er ‘de fremmede’, som vi aldrig bliver
istand til at integrere i vores bevidsthed.” I dyrene
moder menneskene altsd det ultimativt fremmede
- nemlig dét, der ikke har noget sprog. Terslase
skaber gennem overdrivelse, omvendingsstrategier
(hvor menneske agerer som dyr; dyr som menneske)
og andre carnevalesque forvraengninger, billeder
pé en fremmedgjort menneskeverden, der ikke
kan forholde sig til en sprogles natur. Menneskene
begarer en kommunikation med dyrene, som de
ikke kan gennemfore. I dette begeer efter at tale
med dyrene findes ogsd et begeer efter at overskride
greensen til det radikalt fremmede, og gennem
sprog eller tegn, at kunne gore dette fremmede

til “eget”. I Ole Tersloses digitale vaerker skildres
dette begaer som grotesk, mens naturen forbliver
fremmed.

Photographic Artist and Animator

At a first glance the three digital inkjet prints carry remi-
niscences of romantic landscape paintings with grandiose
depictions of man meeting nature. Upon closer inspection
the three works turn out to be absurd, computer-generated
representations from a bizarre world of alienated commu-
nication between man and nature.




For Ole Terslose, it is significant that these works in terms
of their media are “digital constructions, and therefore
thoroughly unnatural, as no real recordings appear in
them. They are models of the world rather than analog
images. This increases the distance between man and that
very nature, which we so vainly attempt to understand”.
The inkjet series Talking To Animals depicts bizarre
snapshots of encounters between people and animals in a
hyper-realistic but dreamlike universe where the real meets
the unreal, where cliché meets the break up of cliché, and
where the unnatural becomes natural. In this universe hu-
man beings try to mirror and communicate with animals
and their world: A woman wants to interact with a large
fish in its capacity of interviewee, while that very same fish
is the hunted object of the fisherman in the woman’s boat.
A lonely Freud figure tries to psychoanalyze a somatically
ill bird. This is doomed to fail, as analysis must be done
via access to the patient’s subconscious — which can only
happen through meaningful language. A naked man is
caught in absurd tragedy as he tries to mirror the whale’s
spout by ejaculating on a beach, in a vain hope that his
ejaculation will be perceived as a communicative signal by
the sea whales.

Ole Terslose explains, that “we feel connected with the
animals, as they are living organisms like ourselves, but
we are unable to understand them because they have no
language. That’s why we never stop trying to reach them
anyway — in the hope of finding a soul in that very nature,
which can’t be defined in our terms and therefore remains
an enigma to us. The charm of the animals is their silence.
They are ‘the strangers’, whom we never shall be able to
integrate into our consciousness.” When meeting animals,
human beings meet the ultimately strange — namely that
which does not have any language. Through effects of

exaggeration, strategies of inversion (where people act like
animals, and animals as humans) and other carnivalesque
distortions, Terslose creates images of an alienated human
wotld, which cannot relate to a wordless nature. Humans
desire communication with animals, which they cannot
accomplish. In this desire to talk with the animals also
hovers a desire to cross the border into the radically strange

and foreign, and through language or signs; to be able to
transform this strangeness into something of our “own”. In
the digital artworks of Ole Terslose this desire is portrayed
as grotesque, whilst nature remains strange.




JAKOB STIG ISAKSEN

Et system af 111 tynde, rode trdde udgoer en struktu-
rel installation, der udforsker rum og graensedrag-
ning. Vaerket eendrer karakter i skiftende belysnin-
ger og synsvinkler, og de ellers stramt opspandte
og stabile tradde fremstar dynamisk sitrende i lyset.
Jakob Stig Isaksen forklarer selv, at han har ensket
at eksperimentere med definitionen og skabelsen
af rum og rumoplevelser i forlengelse af tidligere
keramiske installationsveerker, han ligeledes har
udfert med ophangninger i system. I det aktuelle
vaerk har han valgt, at materialet alene skulle udgoe-
res af “en masse trdde”, hvormed han ville skabe “et
rum, hvor man foler sig lidt klemt”. En udfordring
14 her i at kunne skabe rum og afgreensning alene
med rod trdd og lys, og uden at opfore eller ind-
drage vegge.

Isaksens “blodrede streg” udger bade en grense og
en selvsteendig form. Som greense transformerer
installationen velkendt rgd snor om til en spaer-
rende breemme. Den fremstdr som en netlignende
barriere for et bagvedliggende rum, der opstdr i
kraft af afgreensningen. Dette hinsides rum opstar
i kraft af selve beskuerens blik gennem installa-
tionen, og vil dermed uanset iagttagelsespunktet
altid udgere det fremmede rum pd den anden side
af afgreensningen: Et rum, som det i princippet

er umuligt at treenge frem til, og som defineres af
iagttagerens eget blik og egen placering. Beskueren
fristes til at bergre installationen: Er formen mon
fleksibel? Kan trddenes netdannelse forceres, og
kan det fremmede rum mon indtages? Herved
opstdr en interaktiv relation mellem beskuer og
verk. Anskuet som selvstaendig form udger “den
blodrede streg” ikke sd meget en rumlig greense,
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som en fyldig, 3-dimensionel storrelse, skabt ud af
kun tynd, red snor. Ifplge kunstneren selv et “noget,
der transformerer sig til noget andet ukendt, nar
man kommer taettere pa,” og derved pirrer nysger-
righeden til fysisk oplevelse og sanselighed. Med
installationen skabes et rum, men samtidig ogsd

en overskridelse af dette rum. Beskueren meder og
udforsker ikke alene selve den blodrede trad i dens
netpreegede mangfoldighed, men ogsd rummet om-
kring den. Hermed opstdr en ny opmearksomhed pd
rumlighed og proportioner, og det bliver muligt at
beskue ogsd velkendt rumlighed og form som noget
nyt, seerpraeget og fremmed. Veerkets titel refererer
endvidere til krigen som tema og graense: “At her er
en streg, som man godt kan overskride, men netop
ikke behgver at overskride”, som Jakob Stig Isaksen
formulerer det.

Ceramic Artist

One hundred and eleven thin, red threads, systematically
organized and suspended, constitute a structural installa-
tion named The Thin Red Line, which explores space and
borders. The artwork changes its character in accordance
with light and angles, and the otherwise tightly laced

and stable threads appear to quiver dynamically in the
changing light. Jakob Stig Isaksen himself explains that

he wanted to experiment with the definition, creation and
experiencing of space. This work is developed in continu-
ation of previous ceramic installation works, in which he
also manipulated suspensions into a system. In the current
work, he decided that he would have “a lot of thread” as his
only medium, and from this create “a space where you feel
a little squeezed.” He saw a challenge in being able to cre-




ate the experience of space and boundaries purely from red
thread and light, and without building or involving walls.

Isaksen’s Thin Red Line represents both a boundary and

a separate form. As boundary the installation transforms
familiar red string into a blocking ridge. It appears as

a net-like barrier barricading the access to space, which,

as it were, arises by virtue of the delimitation. This space
emerges from the viewer’s gaze through the installation,
and will thus always remain as a strange space on the
other side of the delimiting structure, regardless of chang-
ing observation points: It will remain a space which it -
per definition — remains impossible to ever reach, but which
is always defined by the observer’s own gaze and location.
The viewer is tempted to touch the installation: Would the
mounting possibly be flexible? Can the barrier be overcome
and the alien space conquered? This produces an interac-
tive relationship between viewer and work. Seen as an
independent form, the The Thin Red Line represents not so
much a spatial boundary as a rich, three-dimensional body,
made of only thin red string. The artist himself hopes that
it will be experienced as a “something that transforms into
something else and unknown when you move closer,” and
thereby excites curiosity for physical experience and sen-
suality. The installation creates a space, but also a breach
of that space. The viewer meets and explotres not only the
actual blood-red thread in its rhizomic diversity, but also
the space around it. This triggers a new awareness of space
and proportions, and facilitates the contemplation of even
familiar spatiality and form as something new, unusual
and strange. The work’s title also refers to war as a theme
and a limit: “The fact that here is a line which might be
overstepped, but which you just don’t have to cross”, as
Jakob Stig Isaksen puts it.




MAFBRITT ZELMER

“Vi har alle brug for spejle til at minde os om,
hvem vi er,” forklarer Maj-Britt Zelmer, der ud af
mere end 100 bakspejle fra gamle, skrottede biler
har skabt en vaeginstallation. De mange spejle er
faestnet direkte pd vaeggen i en opsatning, der kan
minde om opmurede mursten. Spejlformationen
udgor en slags forleengelse af det rd udstillingsrum,
og pa afstand fremtraeder de tetsiddende spejle
som et uregelmaessigt monster af lysrefleksion i
noget, der ikke umiddelbart kan afkodes.

Installationen er monteret i et halvdunkelt hjorne
af udstillingshallen, hvor tilgangen af lys styres ved
hjeelp af en enkelt, sterk lyskegle, der bryder ind i
halvmerket og rammer spejlene. Disse reflekterer
lyset videre; hen pé en tilstodende vag. Refleksio-
nen standser ikke her, men opsamles af et kamera,
der er indstillet med fokus netop pa denne veeg med
dens skygge- og lysmenstre. Kameraet er styret af en
sensor, der reagerer sd snart nogen traeder ind foran
lyskeglen, og dermed bryder eller eendrer reflek-
sionerne pd vaeggen. Sensoren reagerer ogsd, hvis
en besogende bergrer og flytter pa de opmonterede
spejle sdledes, at der sker a@ndringer i de vilkdrlige
lyskonstellationer pa vaeggen. Bakspejlenes juster-
bare funktion er bevaret, sdledes at beskueren kan
justere dem efter eget onske: “Min intention har
vaeret at skabe en analog installation, hvor besku-
eren er med til at bestemme, hvordan det visuelle
udtryk bliver. Udstillingens besogende kan aktivt
rore, flytte eller dreje pa dele af spejlinstallationen,
og kan samtidig folge, hvordan disse handlinger far
konsekvenser. Nar sensoren registrerer @ndringer i
lysmensteret pa veeggen, optager kameraet en 5-10
sekunders sekvens, mens monsteret stadig er i be-
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vaegelse. Sekvensen bliver dernaest gemt digitalt, og

fojet til et forleb af andre, allerede gemte sekvenser.
De udger sammen en film, der hele tiden a@ndres og
bliver leengere og leengere.”

Denne sidste digitale spejling af lysrefleksionerne
pa veeggen kan lebende fplges som film-loop pa

en computerskaerm lidt vaek fra spejlene: “Pd den
mdde kan de mange lysrefleksioner og den digitale
registrering fungere engagerende, og bevidstgere
beskueren om sammenhangen mellem handling
og udtryk. Bade i overfort og faktisk betydning.

Og til sidst, ndr veerket en dag er pillet ned, kan
film-loopet udgere en slags fingeraftryk, efterladt af
installationen,” hdber kunstneren.

Netop sammenhangen mellem handling, konse-
kvens og refleksion er central for Maj-Britt Zelmers
vark, og heenger noje sammen med valget af just
bakspejle som reflektorer: “Bakspejle har jo en helt
specifik funktion. De hjelper dig med at se, hvad
der er bag ved, nar du kerer bil. Viderefortolket kan
man sige, at du ser, hvad der er bag ved dig. Maske
kan du se bag facaden, eller du kan se bagud i tid
og sted, og maske i bagklogskabens lys erkende, at
du ikke er den person, du troede, du var.”

Zelmers installation af bakspejle gor det muligt for
beskueren at se sig selv i gjnene - eller at se sig over
skulderen og kigge tilbage i tid og sted. Nar besku-
eren justerer pd et eller flere spejle - som ndr man
satter sig ind i en ny bil - bliver konsekvensen, at
sdvel lysmonster som reflektioner @ndrer sig. Kame-
raets registrering af lysmenstret bliver dermed en
visualisering af det gjeblik, hvor beskueren stiller




skarpt pd enten sig selv eller en begivenhed i sin
fortid. Den digitale repraesentation spejler samtidig
ogsd de refleksive konsekvenser af den selvspejlen-
des objektivering af egen person og identitet. Set i
bakspejlet er man i stand til at skabe distance til sig
selv og opna selvrefleksion. Set i bakspejlet bliver
man en fremmed for sig selv, og kan madske se sig
selviet nyt lys.

(Glass and Light Artist

“We all need mirrors to remind us of who we are,” notes
Maj-Britt Zelmer, as she explains how more than one
hundred rearview mirrors from scrapped cars have been
transformed into an art installation. The many mirrors are
mounted directly on the wall in a setup that resembles the
structure of a somewhat uneven brick wall. The forma-

tion of mirrors seems to extend the raw exhibition space,
and from a distance the closely spaced mirrors appear as
irregular flashes of light reflected in something that cannot
be readily recognized.

The installation is mounted in a rather dim corner of the
exhibition hall, where the flow of light is controlled by a
single, powerful beam, breaking the dimness to hit the mir-
rors. These reflect back and throw the light further onto an
adjacent wall. Reflection does not stop here, but is captured
by a camera; set to focus precisely on this wall and its
patterns of shadow and light. The camera is controlled by
a sensor which reacts as soon as someone steps in front of
the beam, thus breaking or changing the reflections on the
wall. The sensor also reacts if a visitor touches and moves
the mounted mirrors so that changes occur in the arbitrary
light constellations on the wall. The adjustable function of
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the rearview mirrors has been preserved, so that the viewer
can move them as desired: “My intention was to create an
analogue installation, where the viewer assists in determin-
ing its visual expression. Exhibition visitors may actively
touch, move or turn parts of the mirror installation, and
can also follow the consequences of these actions. When

the sensor detects changes in the light pattern on the wall,
the camera records a sequence of 510 seconds whilst the
pattern is still in motion. The sequence is then stored digi-
tally and added to a sequence of other, previously stored
sequences. Together they make up a movie which constantly
changes and grows longer and longer.”

This last digital reflection of the reflections of light on the
wall can be followed as a film loop on a computer monitor
next to the mounted mirrors, and thus makes up part of
the installation: “In this way, the light reflections and the
digital registration become engaging, and might make the
viewer conscious of the relationship between action and
expressive outcome. Both in figurative and literal terms.
And finally, one day when the piece has been taken down,
the film loop will still constitute a kind of fingerprint left
by the installation,” hopes the artist.

This connection between action, consequence and reflection
is central to Maj-Britt Zelmers artwork, and is closely
related to her choice of using rearview mirrors as reflec-
tors: “Rearview mitrrors have a very specific function. They
help you see what's behind when you drive a car. Further
interpreted, one might say that you see what's behind you.
Maybe you look behind the facade, or you might look back
in time and place, and maybe in hindsight realize that
you're not the person you thought you were.”

Zelmer’s installation of mirrors allows the viewers to look
themselves in the eyes — or to throw a glance back over

the shoulder and achieve a perspective on time and space.
When a viewer adjusts one or more mirrors — like when
getting into a new car — the consequence is that both the
pattern of light and its various reflections change. The
camera recording of the light pattern thus becomes a visu-
alization of the very moment when a viewer focuses on him-
or herself or on an event in his or her past. At the same
time, the digital representation also reflects the reflexive
implications of the self-reflecting individual’s objectification
of his or her own personality and identity. Seen in the ret-
rospective view of a rearview mirrot; it is possible to create
distance to oneself and thus achieve self-reflection.
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MARIANNA MZRKJRE

Alene i det store tomme rum. Sddan fremstar hver
af de 12 sort-hvide motiver, der forst er udfort

som pennetegninger, og dernast forstorrede og
screenprintede. Marianna Merkere forklarer selv, at
“de surrealistiske motiver er udfort under en slags
‘stream of unconsciousness’, hvor det ene penne-
strog tager det andet”. De kontrastfyldte veerkers leg
med antropomorfe motiver placeret pd store, hvide
flader, kan ses som eksperimenter med temaer,

der ogsa gor sig geeldende i kunstnerens arbejder
indenfor filmmediet.

Marianna Morkere arbejder ogsd med fotografi og
sort-hvide, drommelignende eksperimentalfilm,
hvor hendes interesse for beveaegelse, iscenesattelse
og kropslighed blandt andet afspejles i koreo-
graferede, surrealistiske optrin. Disse elementer
kan genfindes i printserien Opus, hvor motiverne
forekommer at udspringe af et flertydigt univers,
hvor grenserne mellem plante, dyr, menneske,
genstand - og udenjordisk alien - er oplost. Spegel-
sesagtigt transparente svaver og balancerer de rent
sort aftegnede figurer som kontekstlgse vaesener i et
stort, hvidt intet.

Morkere fabulerer med fylde og tomhed - og leger
med det absurde - i denne sare og yndefulde ge-
staltning af det fremmede: Spinkelt alene i tomhed,
og henvist til egen form. I dette fremmede univers
kan beskueren finde mange kendte elementer -
konturer af ansigter, kronblade, gjne - men ingen
kendte subjekter. Trods ansatser til genkendelighed
forbliver motiverne mysterigse, som ekstraterre-
stials fra fremmede multiverser, der barer pa tavse
hemmeligheder om andre mulige eksistensformer.

Film Director and Visual Artist

Alone in the vast, empty space. This might be a general
description of each and every one of the twelve black and
white, different motifs, which first were made as pen draw-
ings, then enlarged and screen printed. Marianna Morkore
herself explains that “the production of the surrealistic mo-
tives is conducted in a sort of stvream of unconsciousness,
where one stroke of the pen leads to the next”. The contrast-
ing works play with anthropomorphic motifs placed on
large white surfaces, and may be viewed as experiments
with themes that also pervade the artist’s works in film.

Marianna Morkere also works in photography and with
black and white, dream-like, experimental films, where her
interest in movement, staging and physicality is reflected
in choreographed, surreal, panoramic performances. These
elements may also be identified in the print series Opus,
where the motifs appear to arise out of an ambiguous uni-
verse, in which boundaries between plant, animal, human,
object — and extraterrestrial alien — are dissolved. Ghostly
transparent, the black-delineated creatures float and bal-
ance without any context in a big white nothingness.

Morkore fantasizes with fullness and emptiness — and plays
with the absurd — in this bizarre and graceful manifes-
tation of the strange: flimsily alone in emptiness, and
referring only to their own shapes. In this strange universe,
the viewer can find many familiar elements — the contours
of faces, petals, eyes — but no known subjects. Despite the
rudiments of something recognizable, these motives remain
mysterious, as extraterrestrials from strange multiverses,
silently carrying secrets about other possible forms of
existence.
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JAN ESMANN

I hvert af de syv figurativt hyperrealistiske malerier
modes beskueren af detaljerede skildringer af
nogne menneskekroppe i fremmedartede stillin-
ger. Jan Esmanns fotorealistiske detaljerigdom er i
dialog med clairobscur mestrene, men straber efter
en anden stoflighed og poesi i billederne. Det er
malerens udgangspunkt, at kroppen er en illusion
om personen: “Vi er ikke vore kroppe; kroppen er
en fremtraedelsesform, som man identificerer sig
med. Kroppen er det fremmede, som vi antager for
at veere Selvet”. Kroppen fremhaeves, og dens dele
og elementer tydeliggores i egen perfektion, hvor
det fjerne gores neert, mens nerheden bliver frem-
med. Hver detalje - hdrstra, ring, rynke, stoflighed
- teeller i denne udstilling af menneskekroppen
som fremmed, flertydig skenhed. Pa én og samme
tid er den perfekt, men ogsa akavet, knudret, bizar.
Gennem pracist fokus og forstorrelse fremmedgo-
res det neere og kan afleeses som noget grotesk, der
dbner blikket for kroppen som faenomen og udfor-
drer normaliteten. Som mennesker er vi til stede i
kraft af kroppen, som vi identificerer os med.

Jan Esmann velger at placere denne krop i frem-
medartede stillinger, hvorved han seger at vanske-
liggore beskuerens umiddelbare identifikation. Den
hyperrealistiske krop fremtreaeder teatralsk; ikke
leengere som et selv, men som objekt for maleren
som voyeur. Hos Esmann er det et bevidst virkemid-
del, at “maleren star overfor modellen bade som
fremmed krop og som velkendt person. Personen
frigores qua det fremmede, mens maleren stir
tilbage med den tomme krop og ma gengive den
omhyggeligt for at indfange friheden”.

For Jan Esmann er det kun en fotorealisme, der
kan indfange denne fremmedgerelse fra kroppen
og modellens frihed i det teatralske gjeblik, “hvor
modellen bliver bevidst om sig selv som bevidsthed
og beboer af kroppen, mens maleren bliver bevidst
om kroppen som iscenesattelse”. Esmann arbejder
med fremmedgorelseseffekten pa flere niveauer.
Mens personen som selviscenesatter traeder frem i
selve modellens ageren foran maler-fotografen, for-
fores beskueren af maleriet til at deltage i malerens
voyeurisme, og herved fremstdr selve maleriet som
fremmedgjort og bizart i sin plastiske, detaljemaet-
tede, teatralske forstorrelse af virkeligheden.

Figurative Painter

In each of the seven hyper-realistic figurative paintings

the viewer is confronted by detailed depictions of naked
human bodies in strange postures. Jan Esmann’s photo-
realistic detail is in dialogue with the grand masters of
chiaroscuro painting, but strive for a different texture and
poetry. The painter is convinced that understanding the
person as body is illusory: “We are not our bodies. The body
is a form of appearance, with which we identify. The body
is strangeness, which we assume to be the Self”. The body is
highlighted and its parts and components are accentuated
each in their own perfect right: The inconspicuous is ex-
posed in every detail, whilst the intimate turns alien. Every
detail - hair, ring, wrinkle, body texture — counts in this
exposure of the human body as strange, ambiguous beauty.
At one and the same time both perfect, but also awkward,
rugged, bizarre. Through precise focus and magnification,
the intimately known is alienated and may be perceived

as something grotesque. The observer is visually invited to




reconsider normality and contemplate the body as phenom-
enon. As humans, we are present through the body, which
we identify with.

Jan Esmann has chosen to place this body in strange
postures, whereby he seeks to complicate the viewer’s im-
mediate identification. The hyper-realistic body appears the-
atrical; no longer a Self, but now the object of the artist as
voyeur. Esmann deliberately accentuates this effect, so that
“the painter faces the model both as a foreign body and as
an individual. The personality is released by the defamiliar-
izing effect, whilst the painter is left with the empty body
and must reproduce it carefully to capture the freedom.”

For Jan Esmann, only photo-realism may capture this
alienation from the body and the freedom of the model

in the very theatrical moment, “when the model becomes
conscious of itself as consciousness and inhabitant of the
body, whilst the painter becomes conscious of the body as
staging”. Esmann works with alienation effect on several
levels. Whereas the self-staging aspect of the person is
made conspicuous by the model’s behavior in front of the
painter-photographer, the viewer of the painting is seduced
into participating in the painter’s voyeurism, and thus the
painting itself appears alienated and bizarre in its plastic-
ity, rich detail and theatrical magnification of reality.




ANE FABRICIUS CHRIS TIANSEN

Skrobelighed, sdrbarhed og hudlgshed er temaer

i Ane Fabricius Christiansens varker i keramik,

trae og video. I videoinstallationen Holzklotz folger
betragteren et stykke athugget traestamme, der —
stadig med bark og strittende grenansatser — hvirv-
les rundt i en uendelig og larmende vandstrem.
Traeklodsen befinder sig med Fabricius Christi-
ansens egne ord “i tredemeollen: Indimellem er
kaevlen ved at drukne, nar den bliver trukket med
ned. Indimellem ligger den helt stille. Den er blevet
slidt pd hjernerne af at dreje rundt... Vand og tree
virker som fremmedelementer for hinanden”. Det
antropomorfe spores tydeligt i denne beskrivelse,
hvor traekroppen kastes veergelgst rundt af de frem-
mede omgivelser.

Tilsvarende menneskelig sdrbarhed findes ogsd i
endnu et af Ane Fabricius Christiansens varker, der
desuden kan betragtes i samspil med videoinstal-
lationen. Her drejer det sig om to nasten identiske,
keramiske skulpturer, der fremstar som afskdrne,
glatte og noget deforme traestammer. De to hudfar-
vede keramiske “stammer” er placeret liggende, pa
afstand og lidt forskudt af hinanden. De er ifplge
kunstneren selv “ligesom kold, glat hud at rore ved.
De er neermest bare skal; barken er skreellet af, og
der er tomt derinde. De ser pd en mdde industrielt
producerede ud, og er lidt kens- og identitetslose,
men samtidig er de meget kropslige.”

Ogsa i Ane Fabricius Christiansens tredje veerk
adresseres det skrobelige og fremmedgjorte, her i
form af 13 krykkelignende, ligeledes hudfarvede
skulpturer, udfort i trae og keramik. “Krykkerne”,
der er i overnaturlig sterrelse, leener sig op ad et
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hjorne - og ad hinanden - samtidig med, at de i va-
rierende grad fremstar som forvitrende — angrebet
af tiltagende ormehuller. Og sa stdr de hver isaer pa
noget, der ligner en maskinelt fremstillet stottefod
eller krykkesko. De 13 krykker — hvoraf 12 har
ormehuller - er fra kunstnerens side bevidst opstil-
let, sd forvitringen fremtraeder i udvikling “indefra
og ud”. De overdimensionerede, lidt rorende
kluntede former har et humoristisk praeg, der dog
absolut ikke er uproblematisk muntert, men baerer
en undertone af sarbar bitterhed. Krykkeformen

er ambivalent i sine referencer til bdde industri-
produktion og organisk krop, funktionelt redskab
og organisk kropslighed. Veerket rummer sdvel
sdrbarhed som potentiel instrumentel kapacitet -
som stotte eller vdben.

Ane Fabricius Christiansens veerker udtrykker fler-
tydighed omkring neerhed, distance, ufuldkommen-
hed og styrke. De har samtidig antropomorfe trak
af kropslig monstresitet og fremmedgoerelse. Disse
former, der skaber mindelser om noget organisk
levende og velkendt, og som beskueren far lyst til

at bergre, fremstar samtidig som utilnermelige og
fremmede.

Installation and Cerarnic Artist

Frailty, vulnerability, and naked, sore skin are themes in
Ane Fabricius Christiansen’s artworks in ceramics, wood,
and video. In the video installation Holtzklotz the viewer
follows a piece of severed tree trunk, which — still with
bark and spiky stumps of branches sticking out — is being
whirled around in an endless and noisy flow of water. In




Fabricius Christiansen’s own words the log is trapped “in

a treadmill: Sometimes drowning when dragged down.
Sometimes very still. It is worn on the corners from all the
tossing and turning... Water and wood seem alien to each
other.” Anthropomorphism is clearly present in this descrip-
tion, where the wooden body of the log is defenselessly
manipulated by the unfamiliar surroundings.

Similarly, human vulnerability is also found in another
of Ane Fabricius Christiansen’s artworks, which may also
be viewed in tandem with the video installation. Here two
almost identical, ceramic sculptures resemble chopped,
smooth and somewhat deformed trunks. These two skin-
colored ceramic “logs” are placed supinely on the floot, at
a distance and slightly offset from each other. According
to the artist herself, they are “like cold, smooth skin to

the touch. They are almost just skin and hide; their bark
is peeled away, and they are empty inside. In a way they
seem industrially produced, and without traits of gender or
identity, but they have a lot of body”.

~ Also in Ane Fabncuu Christiansen’s thtrd;work the fragile
i are addressed, here 1@?1%& of thirteen,
U_Lmlwed'sm‘lptm’es made out of
1 and ceramics. These slightly overstzg@_ﬂutches ”all
corner — and against each other — while in

_gxsf-gppeafmg.to be in the process of crum-
ea tmck ofa growmg number of wormhgles

tid. The thirteen crutches

oles are intentionally placed
g develop
chingly clumsy

: they certainly aren’t
e nerable bitter-

ness. The shape of the crutches is ambiguous in its refer-
ences to both industrial production and organic bodies,
functional tools and organic physicality. The pieces
exude vulnerability as well as instrumental capacity,
the potential to be used as tools = or weapons.

Ane Fabricius Christiansen’s artworks express ambigu=
ity.about closeness, distance, impetfection and strength.

. They possess anthropomorphic features,of bodily mon-

strosity‘and alienation. These shapes, creating memories
of something organic, living and familiar, move the.
viewer to desire to touch them, but atthe same time ==

_appear unapproachable and strange.




SIGRIU ESPELIEN

Sigrid Espeliens uglaserede objekter i rod- og sortler
er rustikt udformet, alle meerket med tre definerede
cirkler, og kontrastfyldt placeret pd en selvglinsen-
de, nopret skulptur med fordybninger og indhak.
Verket vaekker en vag genkendelse, som dog ikke
kan forankres pracist. Sommerstrandens eroderede
sandslotte med tilhgrende redskaber, kagekonstruk-
tioner, Babelstdrne, uvejsomme bjerge, fremmede
landskaber, mytiske huler - og vaekker folelsen af,
at vi kan forstd, men dog ikke kan afkode det.

De fremmede ler-genstande forekommer funktio-
nelle, men har ingen afleesbar funktionalitet. De
laegger op til brug, men funktionen er uvis. Hvad
skal objekterne bruges til, og hvor befinder de
sig? Uoverensstemmelsen mellem noget tilsynela-
dende genkendeligt, der forbliver uforstdeligt og
fremmed, kan bade pirre og skreemme beskueren.
Det fremmede fremstdr som det groteske, med dis-
proportion og proportionsforvraengning af noget,
vi ikke engang kender proportionerne af, og med
indbygget “grotte” — et ord, der sproghistorisk kan
forbindes netop med det groteske.

Ifolge Sigrid Espelien befinder vaerket sig dermed
sd at sige “i en parallel virkelighed, hvor der foregar
en kamp mellem det genkendelige og det abstrak-
te”. Et forhold som ogsa kunne betegnes med det
freudianske begreb das unheimliche - det uhyg-
gelige, der netop er skreemmende, fordi det minder
sd meget om det hjemligt kendte, men dog slet ikke
er det, og som pa et sprogligt plan heenger sammen
med, at “heimlich” jo ikke blot betyder “hjemlig”,
men ogsd “hemmelig” — og det hemmelige opleves
ofte som uhyggeligt. Ud fra en psykoanalytisk

betragtning er det uhyggelige ikke nedvendigvis
noget fremmed, men noget, som er blevet fortrengt
og dermed fremmedgjort. Det uhyggelige er det
fortreengtes tilbagevenden, som nar vi opdager,

at det fremmede maske stammer fra os selv. Ved

sin bdde hjemligt kendte og fremmede karakter
skaber Espeliens veerk mindelser om dette forhold.
Hun forklarer selv, at vaerket spejler vor tendens

til ud fra uvidenhed at danne os forestillinger om,
hvad det fremmede er, og at disse ikke stemmer
overens med virkeligheden. “Mdden vi lever pd er
sa selvfolgelig, at det er vanskeligt at forestille sig
noget andet. Det fremmede i det forhistoriske, ver-
densrummet og fremmede, nutidige civilisationer
har vaeret min inspiration for en intuitiv made at
arbejde pd, hvor jeg har brugt materialer, der hen-
tyder til noget forhistorisk, nutidigt og fremtidigt,
som bdde er naturligt og samtidig menneskeskabt.”
Meodet med det tilsyneladende nare og kendte, som
ikke kan afkodes, men forbliver gaddefuldt fremmed,
skeerper blikket for at opdage, at ogsa resten af

den verden, vi tror, vi kender, kan fremtrade med
bizarre, uaflaeselige traek.

Ceramic Artist

Sigrid Espelien’s unglazed objects in red and black clay ap-
pear rustic, and are all marked with three defined circles.
They are placed on an uneven, silvery sculpture, marked by
grooves and notches. The work awakes a vague reminis-
cence, which is difficult to ascertain. Eroding sand castles
and the tools left behind on a summer beach, layered cakes,
towers of Babel, rugged mountains, strange landscapes,




mythical caves. A feeling that we understand, but cannot
decode.

The strange clay objects appear functional, but have no
decipherable functionality. They appear to be made for use,
but their functions remain uncertain. What are the objects
used for and where are they located? The discrepancy
between something seemingly recognizable, which still
remains incomprehensible and alien both titillates and
frightens the viewer. The strange appears grotesque, with
disproportion and proportional distortion of something
we do not even know the proportions of. The sculpture even
has its built-in grotto — a word linked etymologically to the
grotesque.

According to Sigrid Espelien the work so to say exists “in

a parallel reality where a contest between the recognizable
and the abstract takes place.” A phenomenon which could
also be described by the Freudian term das Unheimliche

- the Uncanny, which is scary exactly because it so much
resembles the known and cosy, whilst still not being at all
thus. On a linguistic level this known, cozy and homely
quality is associated with the term for secret in both Freud’s
German and in the Nordic languages — and secrets are
often experienced as uncanny. From a psychoanalytical
point of view, the Uncanny is not necessarily something
alien, but something which has been repressed and thus
alienated. The scary thing is when the repressed returns,
as when we discover that the strangeness may derive from
ourselves. By its both well known and strange character,
Espelien’s installation reminds us of that relationship. She
explains how the work reflects our tendency to perceive the
foreign or alien in ignorant ways, which do not correspond
to reality. “We regard our own life as so self-evident that it
is difficult to imagine anything else. The unknown which

hovers in prehistory, in outer space and in foreign but
modern civilizations has been my inspiration for an
intuitive way of working, where I have used materials
alluding to something prehistoric, present and futurist,
which is both natural and man-made.” Meeting the
apparently close and familiar, which can not be decoded
but remains enigmatic, sharpens our perception of the
world which we think we know so well, o that it can be
seen to contain bizarre, undecipherable traits.




BARRY PRINGLE

De 28 fotografiske billeder viser hver isaer nggne - el-
ler naesten negne — menneskekroppe i bizarre posi-
turer, skildret alene eller sammen, og alle omringet
af morke. Farverne er gra- og bruntoner i hudens
mathed, foruden sort merke i baggrund og skygger,
kun afbrudt af et sjeeldent lysglimt fra en perle.
Figurerne befinder sig sd at sige alene i rummet,
uden nogen anden kontekst end den, de selv skaber
i morket. De nogne kroppe fremstar udsatte og
blotlagte for beskuerens blik. I kontrast til dette er
figurernes ansigter skjult bag masker. Barry Pringle
forklarer selv, at “masken er et kunstigt ansigt, bag
hvilket man kan skjule sig, og fotografierne afslgrer
en rekke udefinerlige tilstande, hvor graenserne
mellem dyr og menneske slgres. Det er tilstande af
drem og virkelighed, hvor ingen forklaringer gives,
og hvor enhver selv kan digte videre”. Kunstneren
legger dermed selv vaegt pd det kontekstlose,
legende og flertydige i billederne, hvor den enkelte
beskuer selv md danne sin egen oplevelse og fortolk-
ning.

Denne dbenhed og leg med graenser og betyd-

ning afspejles ogsd i fotografiernes carnevalesque
overdrivelser, der blander det groteske med det
humoristiske. De maskerede kroppe er i billederne
frataget en afleselig personlighed, og deres akavede
kropslighed og rigor mortis-strittende hander bi-
drager til fornemmelsen af en monstresitet, der kan
opleves som radikalt fremmed eller dyrisk. Selv nar
Barry Pringles figurer medes i samme billedramme,
inoget, der kunne minde om stiliseret dans eller
sex, fastholdes de manieret stive positurer og
fraveeret af menneskelig personlighed. De forbliver

distanceret fremmede for hinanden - uden relatio-
nalitet eller interaktion.

Pringle beskriver selv de “maerkvaerdige stillinger
og den skjulte identitet som udtryk for sdrbarhed,
men ogsd en form for dyrisk stolthed. Det er en
kombination af det genkendelige og det ukendte

- en gddefuld fantasiverden...” I kropssprogets
flertydighed og forvreengelse gestaltes noget ukendt
og maske dyrisk, der samtidig fremhaever selve
kropsligheden og livet i den. Det skonne og det
frastodende ved kroppen trakkes helt neert pa:
muskler, rynker, har, uregelmaessigheder, hudfol-
der og indgroet kropsholdning. S nart - og dog sd
fremmed.

Photographer

The twenty-eight photographic images each show naked

- or nearly naked — human bodies in bizarre postures,
portrayed alone or together, and all surrounded by dark-
ness. The colors are gray and brown tones in the dullness
of skin, besides black and dark backgrounds and shadows,
only interrupted by the rare flash of light from a pearl.
With few exceptions, the characters are alone, without
any other context than the one they create for themselves
in the darkness. The naked bodies appear vulnerable and
exposed to the viewer’s gaze. In contrast to this exposure,
the figures’ faces remain hidden behind masks. Barry
Pringle himself explains that “the mask is an artificial face,
behind which you may hide, and the photos reveal a series
of indefinable conditions, where the boundary between
animal and man is blurred. These are states of dream and
reality, where no explanations are provided and where we




each may continue fantasizing for ourselves”. The artist
thus emphasizes the context less, playful and ambiguous
aspects of these images, whete each viewer must form his or
her own experience and interpretation.

This openness and play with boundaries and their signifi-
cance is also reflected in the carnivalesque exaggerations of
the photos, mixing the grotesque with the humorous. The
masked bodies in the images are deprived of a recognizable
personality, and their awkward physicality and hands, stiff
with rigor mortis, contribute to a sense of monstrosity that
might be perceived as radically alien or animalistic. Even
when Barry Pringle’s characters meet in the same picture
frame in something reminiscent of stylized dancing or

sex, they are maintained in mannered and rigid postures
and lack traits of individual, human personality. They
remain distant strangers to each other — without relation
or interaction.

Pringle describes the “strange positions and the hidden
identity as expressions of vulnerability, but also of a kind
of animalistic pride. It is a combination of the recognizable
and the unfamiliar — a mysterious fantasy world...” By the
ambiguity and distortion of the body language something
unknown and perhaps animalistic is manifested, some-
thing which simultaneously highlights the body and the life
with it. The bodily beauty and repulsiveness come acutely
close: muscles, wrinkles, hair, anomalies, folds of skin and
deep-seated, habitual posture. So close — yet so strange.




UYGONG

En eksperimenterende komponistgruppe, der til
den aktuelle udstilling bestdr af Nicolai Worsaae

og Christian Winther Christensen, er gasteudstil-
lere med et visuelt lydverk, komponeret specielt til
udstillingen. Gruppen arbejder sarlig med grund-
elementerne puls, intensitet og timing, og ind-
drager veerker fra deres egen generation af kom-
ponister - fadt mellem ca. 1973 og 1985. Udover
musikken indgdr ogsd videosekvenser, lys og rum-
lighedsskabende elementer, som indsattes eller
udtages af en given kontekst. Eksempelvis indgdr en
forvraenget sekvens fra Johann Sebastian Bach i vaer-
ket, som ogsa arbejder med @endret hastighed og
rytme, samt brud med forestillinger om traditionel
klassisk musik.

Som gaestende, henholdsvis musiker og kompo-
nist, indgdr ogsd Rasmus Schjeerff og Ylva Lund
Bergner i Dygongs udstillingsbidrag, der blandt
andet indbefatter en multimedieinstallation med
levende musikalsk performance i en skeebnemaettet
atmosfare af skyggespil. Musikken spilles i et lille
rum, badet i blat og lilla lys, og bag klinisk hvide
badeforhaeng, der frister til smugkig og vaekker
mindelser om sédvel dukketeater som laboratorier
og slagtehaller.

Dygongs musikalske performance inddrager en
raekke gotiske virkemidler, i form af blandt andet
skyggespil, forvraenget lyd, mysterigse dndedrag,
@ndret tempo og menneskeskikkelser, der bevaeger
sig som mekaniske voksdukker - alt sammen
kendte repreesentationer af noget unheimlich,
fremmed.

Group of Composers of Experimenta

A special, visual sound installation has been composed for
the exhibition by Dygong, a group of compose:
fc ranging and producing untraditional music events
and often performing in collaboration with musicians,
dancers and other artists from the experimental art scene.
The group has been invited to contribute to the Rimbaud
exhibition, and work in particular with the basic elements
of pulse, intensity and timing. The installation by Dygong
includes pieces from their own generation of composers
(born between ca. 1973 and 1985). Besides the music, it also
includes video sequences, light and reverb elements, which
are put into — or removed from — a given context. For in-
ce, a scrambled sequence of music composed by Johann
Sebastian Bach is included in the artwork, which also
works with changing speed and rhythm, and thus breaks
with traditional approaches to classical mus

Dygong’s contributions to the exhibition have also included
a multimedia installation with live musical performance
in a fatalistic atmosphere of shadow play. Accordion music
was played in a small room, with the performing mu
bathed in blue and purple light behind a clinic-like white
shower curtain, reminiscent of puppet theatre as well as
laboratories and abattoirs.

The musical performance involved a number of Gothic
elements, such as shadows, distorted sound, mysterious
breath, frozen gazes and peeking eyes, changed tempo and
human figures moving like mechanical wax dolls — ele-
ments often used in representations of something uncanny
and strange...

D




PICTURE INFO

JACOB SIKKER REMIN

DET FREMMEDE | THE STRANGE

DF-1  Kvinde og mand, der ser pa billedet
“Dialog med dyr - Freud analyserer
fugl” af Ole Terslgse

Woman and man looking at “Talking to
Animals — Freud Analysing Bird” by Ole
Terslose

DF-2 Detalje fra udstillingen “Det frem-
mede” i Ny Tap, Carlsberg Byen, 2011

Detail of the exhibition “The Strange” in
Ny Tap, Carlsberg Byen, 2011

DF-3 Mand og barn, der interagerer med
installationen “We All Need Mirrors
to Remind Us Who We Are” af
Maj-Britt Zelmer

Man and child interacting with the instal-
lation “We All Need Mirrors to Remind Us
Who We Are” by Maj-Britt Zelmer

MARTHA HJORTH JESSEN

MHJ-1 Unlock Untie Untangle, 2011
(Detalje)
H:ca.7 cm b: ca. 7 cm 1: ca. 700 cm.
Fimoler, tra

Unlock Untie Untangle, 2011 (Detail)
H:ca.7 cmw: ca. 7 cm I: ca. 700 cm.
Fimo clay, wood

MHJ-2 Unlock Untie Untangle, 2011
(Detalje)
H:ca.7 cm b: ca. 7 cm 1: ca. 700 cm.
Fimoler, trae

Unlock Untie Untangle, 2011 (Detail)
H:ca. 7 cm w: ca. 7 cm 1: ca. 700 cm.
Fimo clay, wood

JSR1

JSR-2

Light Prolapse, 2011
H:5mb:3m1l: 10 m.

Lysstofrer, elektronik, snoretraek,
computer, lysfader

Light Prolapse, 2011
H:5mw:3ml:10 m.

Flourescent lights, electronics, pulleys,
computer, light fader

Light Prolapse, 2011
H:5mb:3m1l:10 m.

Lysstofror, elektronik, snoretraek,
computer, lysfader

Light Prolapse, 2011

H:5mw:3ml: 10 m.

Flourescent lights, electronics, pulleys,
computer, light fader

Med stotte fra: Statens Kunstrad
Supported by: Statens Kunstrad

MARTIN OLUF THAULOW

MOT-1

MOT-2

Metamorfose, 2011 (Detalje)
Polygon (9-kant),

hver side: h: 215 cm b: 132,5 cm.
Dore, jord, film, TV er

Metamorphosis, 2011 (Detail)
Enneagon (nine-sided polygon),
each side: h: 215 cm w: 132,5 cm.
Doors, soil, films, TVs

Metamorforse, 2011
Still fra film

Metamorphosis, 2011
Still from film

Film: Martin Thaulow

Koreografi: Anita Saij

Dansere: Sinéad Conway, Katya Buch-
leitner, Cldudio de Almeida Vidal,

Maria Matinmikko and Lucile Floreal.

Komponist | lyddesign: Andreas
Nilsson

Lydoptagelser: Ane Fabricius
Christiansen, Jakob Stig Isaksen,
Martin Thaulow

Dir. | edit: Martin Thaulow
A-kamera: Martin Thaulow
B-kamera: Kasper Kristensen

Film: Martin Thaulow

Choreography: Anita Saij

Dancers: Sinéad Conway, Katya Buchleit-
ner, Cldudio de Almeida Vidal, Maria
Matinmikko and Lucile Floreal.

Composer | sound design: Andreas Nilsson
Sound recordings: Ane Fabricius Christian-
sen, Jakob Stig Isaksen, Martin Thaulow
Dir. [ edit.: Martin Thaulow

A-camera: Martin Thaulow

B-camera: Kasper Kristensen

Med stotte fra: Kunst og Kultur
Center Baekkelund, Nordic School
of Butoh, www.nordicbutoh.dk,
Kulturhuset FREM i Svaneke

Supported by: Kunst og Kultur Center
Bakkelund, Nordic School of Butoh,
www.nordicbutoh.dk, Kulturhuset FREM
in Svaneke

OLE TERSLOSE

OT-1 Dialog med dyr - Mand imiterer
hval, 2011 (Beskdret)
H: 115 cm b:165 cm. Inkjet print

Talking to Animals —
Man Imitating Whale, 2011 (Cropped)
H: 115 cm w:165 cm. Inkjet print

OT-2 Dialog med dyr - Kvinde interviewer
fisk, 2011, Dialog med dyr - Freud
analyserer fugl, 2011, Dialog med dyr
— Mand imiterer hval, 2011
H: 115 cm b:165 cm. Inkjet print

Talking to Animals — Woman Interview-
ing Fish, 2011, Talking to Animals — Freud
Analysing Bird, 2011, Talking to Animals
— Man Imitating Whale, 2011

H: 115 cm w2165 cm. Inkjet print

JAKOB STIG ISAKSEN

JSI1  Den blodrede trad, 2011 (Detalje)

H: ca. 500 cm b: ca. 20 cm 1: ca. 10 m.

Rod snor

The Thin Red Line, 2011 (Detail)

H: ca. 500 cm w: ca. 20 cm 1: ca. 10 m.
Red string

JSI2  Den blodrede trad, 2011 (Detalje)

H: ca. 500 cm b: ca. 20 cm 1: ca. 10 m.

Rod snor

The Thin Red Line, 2011 (Detail)
H: ca. 500 cm w: ca. 20 cm 1: ca. 10 m.
Red string

MAJ-BRITT ZELMER

MZ-1 We All Need Mirrors to Remind Us
‘Who We Are, 2011
H: 6 m b: 6 m 1: 6 m. Bakspejle, pro-
jektor, computer, webkamera

We All Need Mirrors to Remind Us Who
We Are, 2011

H: 6 m w: 6 m I: 6 m. Rearview mirrors,
spotlight, computer, webcam

MZ-2 We All Need Mirrors to Remind Us
Who We Are, 2011 (Detalje)
H: 6 m b: 6 m 1: 6 m. Bakspejle, pro-
jektor, computer, webkamera

We All Need Mirrors to Remind Us Who
We Are, 2011 (Detail)

H: 6 m w: 6 m I: 6 m. Rearview mirrors,
spotlight, computer, webcam

Sponsoreret af:

Bornholms Produkthandel
Sponsored by: Bornholms Produkthandel

MARIANNA MORKORE

MM-1 Opus 1, 2011
H: 55 cm b: 75 cm. Screen print

Opus 1, 2011
H: 55 cm w: 75 cm. Screen print

MM-2 Opus 2, 2011 (Beskaret)
H: 55 cm b: 75 cm. Screen print

MM-3

Opus 2, 2011 (Cropped)
H: 55 cm w: 75 cm. Screen print

Opus 3, 2011
H: 55 cm b: 75 cm. Screen print

Opus 3, 2011
H: 55 cm w: 75 cm. Screen print

JAN EsMAN

JE1

Uden titel 3, 2011 (Beskdret)
H: 130 cm b: 100 cm. Olie pa laerred

Without title 3, 2011 (Cropped)
H: 130 cm w: 100 cm. Oil on canvas

Uden titel 1, 2011, Uden titel 2, 2011,
Uden titel 3, 2011, Uden titel 4, 2011,
Uden titel 5, 2011, Uden titel 6, 2011,
Uden titel 7, 2011

H: 130 cm b: 100 cm. Olie pa laerred

Without title 1, 2011, Without title 2, 2011,
Without title 3, 2011, Without title 4, 2011,
Without title 5, 2011, Without title 6, 2011,
Without title 7, 2011

H: 130 cm w: 100 cm. Oil on canvas

ANE FABRICIUS CHRISTIANSEN

AFC1

13, 2011 (Detalje)

H: 210 cm b: 90 cm. Keramik, trae
Holzklotz, 2011

H: 100 cm b: 100 cm d: 40 cm.
TV, DVD-afspiller, horetelefoner

13, 2011 (Detail)

H: 210 cm w: 90 cm. Ceramic, wood
Holzklotz, 2011

H: 100 cm w: 100 cm d: 40 cm.

TV, DVD-player, headphones

Spooky Action at a Distance, 2011

H: 90 cm b: 25 cm d: 25 cm. Keramik

Spoony Acivii at a Distaiice, 2011

H: 90 cm w: 25 cm d: 25 cm. Ceramic

Spooky Action at a Distance, 2011
H: 90 cm b: 25 cm d: 25 cm. Keramik

Spooky Action at a Distance, 2011
H: 90 cm w: 25 cm d: 25 cm. Ceramic

Med stotte fra: Statens Kunstfond og
L. F. Foghts Fond

Supported by: Statens Kunstfond

and L. F. Foghts Fond

SIGRID ESPELIEN

SE-1  De, 2011 (Detalje)
H:100 cm b: 140 cm d: 50 cm.
Ler, flamingo, plastik, byggeskum,
gips, solvspray, fundet glaskuppel,
lyskaede

They, 2011 (Detail)

H: 100 cm w: 140 cm d: 50 cm.

Clay, styrofoam, plaster, spray paint,
found glass dome, angel lights

SE-2  De, 2011 (Detalje)
H: 100 cm b: 140 cm d: 50 cm.
Ler, flamingo, plastik, byggeskum,
gips, solvspray, fundet glaskuppel,
lyskade

They, 2011 (Detail)

H: 100 cm w: 140 cm d: 50 cm.

Clay, styrofoam, plastet, spray paint,
found glass dome, angel lights

BARRY PRINGLE

BP-1  Uden titel 1, 2010 (Beskaret)
H: 45 cm b: 30 cm. Digital foto

Without title 1, 2010 (Cropped)
H: 45 cm w: 30 cm. Digital photo

BP-2  Uden titel 2, 2010 (Beskdret)
H: 45 cm b: 30 cm. Digital foto

Without title 2, 2010 (Cropped)
H: 45 cm w: 30 cm. Digital photo
DyGoNG
D1 Still fra live-performance af Dygong
Still from live performance by Dygong
Med stotte fra: Statens Kunstrad,
Dansk Komponist Forening

Supported by: Statens Kunstrdd,
Dansk Komponist Forening









