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Med den har katalogen vill vi ge dig
en introduktion till de konstverk och
samtidskonstndrer som presenteras

i utstdllningen Helsingborg ) Malmé
- stora verk ur Malmd konstmuseums
samling. Férhoppningen ar att tex-
terna i1 katalogen kan medverka till
att ge en Okad inblick i den komplexa
verklighet som varje samtid alltid
ar och som de utvalda verken ar en
del utav.

All samtidskonst som pa nagot vis
paverkar oss, vare sig vi talar om
musik, litteratur eller bildkonst,
varslar antingen om en férestdende,
eller speglar en pagaende fdrandring
i mé&nniskan och i hennes samhalle
och syn pa varlden och verkligheten.
Samtidskonst ar nastan alltid en
reaktion - den kommenterar sociala,
politiska, ekonomiska och estetiska
situationer. Av den anledningen kan
den aldrig vara fristdende fran om-
varlden eller gdra sig fri fran det
forflutna.

Malmé Konstmuseum har genom dona-
tioner och betydande inkdp Sveriges
stdérsta samling av nordisk samtids-
konst och innehaller verk av manga
av de senaste arens mest uppmark-
sammade nordiska konstnarer.

I katalogen beskriver konstmuseets
chef Goéran Christenson de tankar
och malsattningar som finns kring
samlandet.

Vi ar mycket glada Over mdjligheten
att fa presentera ett urval ur Malmd
konstmuseums rika samling pa Dunkers
kulturhus dar fokus har varit att
sarskilt visa de fysiskt stora verk
som finns i samlingen. Flera av verken
har sedan inkdpen gjordes wvarit ned-
packade i magasin och inte visats
offentligt.

Ett stort tack till all personal
pd Malmd Konstmuseum och Dunkers
kulturhus som pd& ett skickligt och
professionellt vis medverkat 1 pro-
duktionen av utstdllningen. Stort
tack aven till alla de konstnarer
i utstallningen som bidragit med
support i utstdllningsarbetet.

Ett sarskilt tack riktas till musei-
chef Goran Christenson och intendent
Marika Reutersward vid Malmd konst-
museum foér ett gott samarbete infér
utstallningen Helsingborg ¢ Malmd.
/AnnCatrin Gummesson
Utstallningsproducent och
projektledare



An

ROtt pa vitt. Skdrpa och oskérpa.

Foto. Video. En rdérelse i det stilla.

Tiden har stannat upp!

Det &r rosenblad som faller till
marken i1 Ann Lislegaards fotografiska
verk Flies of Memory. Ett lagm&lt
uttryck i verket kontrasteras mot de
starka kanslorna som vacks; karlek,
gladje, sorg och atra. Flies of
Memory visar ett fryst betydelse-
fullt &gonblick, ett kast i luften.

Att férvranga perspektiv och lura
seendet som dessa 36 fotografier

gdér ar karaktaristiskt fér Ann
Lislegaard. Som betraktare blandar
vi det vi fysiskt ser med det som
vi erinrar. Fram trader en ny bild,
lika verklig som overklig. Lika tyd-
lig som oskarp. Minnen, fiktion och
realitet blir till ett.

Samma tankar och idéer som Flies
of Memory fdbrmedlar hittas ocksa
i videoverket I Cannot Escape the
Ghost of You. En kvinna doftar pa
en ros. Schablonen av karlek och

langtan. Alskar, &alskar inte, &lskar..

Ibland sviker inte minnet. Det hand-
lar om en standigt aterkommande
aminnelse. Men ocksd idén om hur

n Lislegaard

omgivningen ibland upphdér, hur allt
runt omkring foérlorar sin betydelse.
Det &r har och nu som gdller och som
betraktare stannar vi kvar. Finns
det ett slut pad detta d&gonblick, som
tycks hé&mtat fran en drdém? Allt vill
man kanske inte atervanda till.

Rosen symboliserar aven den andra
kvinnan. En sexuell, kanske homo-
erotisk, underton kan skdénjas i I
Cannot Escape the Ghost of You. Ett
flddande begér, fran en kvinna till
en kvinna.

En skénhet portratteras i de tva
verken. Men aven en fdérganglighet.
Doften av rosenblad, som ocksa sakta
faller. Stillhet, féralskelse, saknad.
Langtan och atra. Ann Lislegaard
tjusar de kansliga sinnena hos
betraktaren. En passion och en
drift som kanske ar mer accepterade
i vissa samhdllen an andra finns i
hennes verk. Hon beskriver ett icke
strukturerat begar, fritt flytande
och fritt fran normer. P4 ett ké&ns-
ligt och fint satt utmanar Ann Lisle-
gaard vara férdomar. FoOr manga kanske
det rent utav gdr obemarkt férbi.
/Andreas Nilsson

Ann Lislegaard (1962-), Flies of Memory, 1995, 36 st. C-prints,

/ I Cannot Escape the Ghost of You,

1995, wvideo,

loop 3 min.

43 x 59 cm



anne Trae

Verket bestdr av fyra sekvenser. P&
vita scenlika tréaskivor ser vi sma
figurer i vit pappersmassa. Scenerna
4r placerade pa svarta stativ viket
leder oss in pa tolkningar som berdr
filmens varld, betraktandet och blick-
en. Ar det scenografiska modeller?
Eller &r det bdérjan till en animerad
film? Enligt Anne Traegdes egen be-
skrivning betraktar vi scener som ar
uppbyggda utifran mardrdémmens logik.
Trots att figurerna ser anonyma och
koénldésa ut ar verkets huvudfigur i
gul trdja en man, som befinner sig

i en situation som han inte kan
paverka. Hans nyfikenhet infér den
liggande figurens amputerade kropp
dvergar till oro infdr situationens
allvar. Den till synes livldsa figuren
lever fortfarande och blinkar. Huvud-
figuren férsdker snabbt och tillfal-
ligt andra handelsefdérloppet. Han
placerar figurens delar i en svart
sopsack, stadar upp och hanger
sdcken pa ett staket.

Med hjdlp av olika farger har Anne
Traegde malat detaljer som &r viktiga
f6r handelsefdrloppet i Lésningen,
allt annat &r vitt och neutralt.
Det ar ocksa darfdér som figurerna
ar gjorda 1 vit pappersmassa for
att knyta an till teckningen, skis-
sen och det omedelbara. Pa ett kort
6gonblick ar man kanske forférd

av tanken att man har funnit en
lésning p& ett problem. Men vad
hander nar den svarta sopsacken
hittas eller gar sdnder och den
gébmda kroppen faller ned pa marken?
Upphovet till héndelserna och vad
som hander senare berattas inte.

gade

Men vi borde val vara ganska erfarna
vid det héar laget. Med TV-serier som
CSI ligger det inte sa langt bort i
var fantasi om vad och hur man skall
hantera en 1ivldés kropp. Men figurer
1 pappersmassa? Det Ar som om ma-
terialet avvapnar samtidigt som det
ocksa forstarker hur klumpigt utfért
ett brott kan vara. I Ldsningen far
vi m&éjlighet att betrakta en obehag-
lig scen samtidigt som vi kan dis-
tansera oss fran den. Vi kan passera
foérbi de moraliserande smaknormerna
som gadrna bestammer hur det obehag-
liga ska formedlas. Vi kan fa se vad
som ar mer an tillrackligt.

Lésningen &r ocksd en del av ett
stérre verk med namnet Guldsamling-
en, som pabdrjades ar 2000. Verket
bestar av tredimensionella figurer
som konstnaren har férgyllt med 24-
karats bladguld. Vi méter historiska
h&ndelser blandat med hiphop-kultur.
Genom olika sektioner far vi uppleva
Anne Traegdes tredimensionella karta
&dver hennes tankevarld.

Anne Traegde tycks vilja stalla fra-
gor som handlar om hur vi kan méta
det obehagliga pa alternativa satt.
Hur kan man fbérstd och bearbeta
olusten infdr livets fdérganglighet?
Kanske &r det just genom avstamp i
animerad film, serietidningsvarldens
och skrackfilmens estetik, och sma
figurer i pappersmassa.

/Nina Wenedikter

Anne Traegde (1968-) Ldésningen, 2001, varierande storlek, papier machég,
papier maché,

lackfarg, gips, stativ / The Solution,
stands

lacquer, plaster



anu Tuo

Alla ting vi omger oss med ar i
grunden natur. Att det férhaller

sig pa det viset &r tydligt i Anu
Tuominens bild- och symbolvarld.

Hon betraktar inte varlden pa ett
postmodernt vis. Har finns en grund-
laggande ordning. Hon plockar inte
sénder och dekonstruerar verklig-
heten utan fogar istdllet ihop den
och visar pa grundl&ggande helheter.

I Anu Tuominens konst ar vi mycket
langt ifran den moderna mé&nniskans
rastldshet och samhdllsproblem. Har
lever istadllet det som bildar funda-
mentet fo6r allt som existerar. Allt
- fran material till fargskapandets
metamorfoser och kompositionerna

- ger betraktaren en mdjlighet att
skapa sig alternativa intryck. Genom
de flerbottnade betydelserna i sina
verk skapar hon en ny verklighet;

en dar vi kan se att allt i grunden
hanger samman.

Anu Tuominen letar och samlar féremdl
ur vardagsmiljén. Lamnade och avytt-
rade ting som férlorat sitt bruks-
varde. Upphittade fynd och allehanda
saker fran loppmarknader ordnas och
kombineras i ett vardagslivets eget
ekosystem. Hon lyfter det vardagliga
och till synes triviala genom att
presentera andldsa parallella symbo-
liska innebdrder i materialet. Ofta
inkluderar hon aven ord till sina
bilder som fdérmedlar associerande
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minen

tankar och idéer till betraktaren.

I verket Grdén vdgg syns bla och gula
garntradar sammanvirkade till en
fargblandning av grdént mot den vita
bakgrunden. Ranka grdna vaxtstanglar
letar sig uppfdr den stddjande vaggen.
Med jamna mellanrum aterfinns sma
flikar utmed garnstjalkarnas langd
som blir till sma visuella pauser
som spaltar upp den lépande fargen.
Ar de bara klattervaxtens dekora-
tiva groéna blad eller kan de vara
ouppldsliga knutar som manniskan
tillfogat naturens skapelse?

Alla féarger och bilder &r i sig
uppbyggda av det evigt groéna kloro-
fyll som sammansatter allt levande
i vaxtriket. I jordens eget blodom-
lopp, det som ar mycket stdérre an
manniskans, ar det livgivande blodet
alltid grdént. Anu Tuominens verk
talar om eviga grundvarden; om man-
niskans &de 1 det eviga kretslopp
som &r jordens verklighet och om
den lika eviga kulturella utmaning
det ar att vara manniska. Visst ar
vaggen grén. Anu Tuominen anvander
sig inte av nagon konstvetenskaplig
syntes fér att férklara sig. Hon
anvander sig istéllet av verklig-
hetens fotosyntes.

/AnnCatrin Gummesson

Anu Tuominen

/ Green Wall, pieces of yarn,

-"-‘I",-..n_-\..—\.._-_ — e

2001, garntradar,

balls of yarn,

270 x 228 cm
270 x 228 cm



Bjarn

Bjarne Melgaard ar kand som konstnar
men det gar lika bra att beskriva
honom som en féorfattare. En instal-
lation av Bjarne Melgaard a&r som

om nagon at upp en roman och sedan
kraktes ut innehdllet i fysisk form.
Det finns en manisk kreativitet toppad
med lagom dos sjalvdestruktivitet

i hans uttryck, och han ar Norges
framste arvtagare till Edward Munch
ndr det galler att uttrycka angest
genom konsten. Ett perfekt exempel
pa detta ar Very Ape I-II. Konst-
verket ar en bra introduktion till
Bjarne Melgaards satt att arbeta.

Installationen blir en litteratur
som bar sléktskap med den amerikan-
ske foérfattaren William Burroughs.
Homosexualitet och drogmissbruk

4r stadndigt aterkommande teman hos
bada tva. Ofta som symboler foér
makt, maktmissbruk och utanfdérskap.
De lanar bada friskt idéer fran
populdrkulturen; filmer, serier och,
i Bjarne Melgaards fall, mode for
att skapa nagot som det &r svart att
varja sig ifran. De har bada skapat
kontroverser med sin verksamhet.
William Burroughs med sin bok Naked
Lunch (1954) och Bjarne Melgaard med
sin videoinstallation All Gym Queens
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e Melgaard

Deserve to Die (1999). P& samma satt
som Naked Lunchs djupdykning ner i
sadism, drogmissbruk och obsceniteter
skapade sin storm, skapade Bjarne
Melgaards sugande pa en bebisarm,
tecknade tidelag och hangel med en
person med Downs syndrom en storm
av insdndare i moralpanikens tecken.

William Burroughs &r kand for att ha
uppfunnit och anvant sig av Cut-up
tekniken som gick ut pd att han
klippte ut stycken i manuskript fér
att sedan arrangera dem slumpvis och
pa sa satt skapa en ny innebdrd.

Det sénderklippta maniska skapande
som aterspeglas i Very Ape bdrjade
som en protest. Nar Bjarne Melgaard
skolades pa Nederldndska Jan van
Eyck Akademin i Maastricht och
Riijksakamien i Amsterdam var mini-
malism och god smak ledord. Nagot
som gjorde Bjarne Melgaard depri-
merad och fick honom att ga at rakt
motsatt hall. En installation av
Bjarne Melgaard &r en fysisk berat-
telse skapad med cut-up liknande
inst&llning. Det &r ratt men ocksa
arligt, eftersom konst ar en lunch
som serveras bast naken.

/M3rten Wennelin

Bjarne Melgaard (1967-), Very Ape I-II, 2000, installation i flera delar /

Very Ape I-II, 2000,

installation in several parts

©Bjarne Melgaard/BUS 2009
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Carl Michael von Hausswolff tycks
vara en konstndr som inte kanner
nadgra gradnser i sitt uttryck. Han
har arbetat i de flesta traditionella
och icke-traditionella material. De
teman han tar upp ar antingen upp-
levelsebaserade eller samtidsreflek-
terande, ofta bade och. Carl Michael
von Hausswolff har sedan slutet av
1970-talet varit verksam som bland
annat performancekonstndr, fotograf
och curator. Han har utvecklats
mycket mot 1ljus- och ljudinstalla-
tioner. Pa& senare tid, har han
framst dykt upp som kompositdr och
musiker. 2005 grundade Carl Michael
von Hausswolff konungarikena Elga-
land och Vargaland tillsammans med
Leif Elggren. Om jag kallade Carl
Michael von Hausswolff f&ér granslés
sd pastas Elgaland och Vargaland
istdllet inbegripa alla granser -
nationers granser, digitala territo-
rier och andra delar av existens.

Granser har en viktig roll i Carl
Michael von Hausswolffs konst, &ven
om det ofta kanske mest handlar om
dvertraddelse. Konstverket Swedizer/
Danizer handlar just om granser.

Det uppfoérdes for forsta gangen

pa Malmd konstmuseums utstdllning
Tourist Class (2005), en utstallning
som behandlade turismens olika sidor.
For att komma in i utstdllningen var
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besdkare tvungna att férst passera
genom verket. P4 vagen in blev du
en Swedizer och sedan nar du lamnade
utstallningen blev du en Danizer.
Besbkaren fick ocksd ett intyg med
texten:

Innehavaren av detta intyg har
genomgatt behandling i ”Swedizer”,
och ddrigenom erhdllit en svensk
identitet.

The bearer of this certificate has
been submitted to treatment in the
“"Swedizer”, and thereby obtained

a Swedish identity.

I Dunkers kulturhus stdr gransporten
fysiskt placerad s& ndra Danmark
som mdéjligt. Framfdér konsthallens
stora foéonster ut mot Oresund. I den
har miljdén uppmarksammar Swedizer/
Danizer oss pa den osynliga gransen
som nagon dragit ute i vattnet. Ver-
ket far en ny dimension. Vi stalls
infér ett val eftersom vi kan valja
fran vilket hall vi passerar porten.
Sedan finns har det tredje alterna-
tivet: att inte passera porten alls.
Konstverket ger oss upplevelsen av
en auktoritet. En som finns i vara
liv sténdigt, men som vi ofta inte
reflekterar &ver. En auktoritet som
ryms 1 begreppen stat och medborgare,
och som ryms i begreppet grans.
/Marten Wennelin

SWEDIZER

EJ INGANG

Carl Michael von Hausswolff (1956-), Swedizer/Danizer, 2005, tré&,
papper / Swedizer/Danizer, 2005, wood, fluorescent tubes, paper

lysror,
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Dan Wolgers

Dan Wolgers arbetar mycket med
konstbegreppet och har blivit upp-
marksammad fér idéer som att satta
ut sitt eget telefonnummer pa fram-
sidan av Stockholms telefonkatalog.
Han auktionerade ut béankar som till-
hérde Liljevalchs konsthall. DOmdes
till boter for detta och 1lat sedan
sédlja beskedet med domen f&r betyd-
ligt hégre summa &n den han fick
betala. 1991 1lat han en reklambyra
satta ihop en hel utstdallning i hans
namn. Fdrsta gangen han sjalv sag
den var pa vernissagedagen. En stor
del av Dan Wolgers skapande handlar
faktiskt om den uttjatade fragan vad
dr konst? Men nar Dan Wolgers staller
den sa blir den ater intressant och
han formulerar den mer som vad &r
inte konst?

Nar Dan Wolgers salde Liljevalchs
bankar var det en konstpolitisk
protest mot de daliga ersattningar
som betalades ut till konstnarer.
Det visade sig vara ett genialt
marknadsfdéringsknep som gjorde nam-
net Dan Wolgers kant langt utanfdr
konstkretsarna, pa gott och ont. Med
tiden har upptagen tonats ned och
blandats med mer uppenbara reflek-
tioner. Jag skriver mer uppenbara
reflektioner, f&r visst &4r det sa att
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4ven ett upptdg som att lata en
reklambyra tillverka ens utstdllning
kan innehalla ett budskap bortom
provokationen/skdmtet? Det mesta Dan
Wolgers gdér har nagot absurt &ver
sig, likt en serie av Jan Stenmark
utvecklas absurditeten till en inne-
bdrd bortom det férsta mdtet och
verkets betydelse utvecklas fér
varje gang du ser det.

Fotografiet Hdr slutar allmdn vdg ar
en del av en serie pa fem bilder och
kom till samtidigt som Dan Wolgers
férsvann fran den offentliga debatten
och uppmarksamheten kring honom pa
1990-talet. Samtidigt har Har slutar
allmdn vdg blivit nagot av hans varu-
marke. I verket finns ingen provoka-
tion eller practical joke inbakat.
Det ar bara ett enkelt fotografi, taget
av en konstnar som tycks fundera
mycket kring konsten och konstverket.

Vagskylten blir som ett meddelande
till &skaddaren. Bilden &r Oppen for
alla. Vill du utforska konsten, sa
maste du dock gdra det pa egen hand.
Vi kan bara foérstd ett konstverk
utifran oss sjalva sa den allmédnna
vagen slutar hér, precis dar konst-
verket bérjar.

/Marten Wennelin

HAR SLUTAR

' ALLMAN VAG:

Dan Wolgers

aluminium,
aluminum,

(1955-), H&r slutar allmédn vdg,
120 x 252 cm / End of Public Road,
120 x 252 cm

1995,

1995,

cibachrome,

cibachrome, monterad pa

mounted on
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Ell

In i det sista fdérde Elis Eriksson
en kamp foér manniskans vardighet.
Vid 98 ars alder ropade han ut fragan
om innehdllet i detta liv var allt
som existensen hade att erbjuda.
Maste manniskan underkasta sig man-
niskan och maste hon pa sin alders
hoést férnedras? Va det allt?

Elis Eriksson var en konstndr vars
bilder talar direkt till oss. Rak-
bladsvasst skar de sprdda svarta
strecken genom alla ord och varlds-
liga bortférklaringar av orattvisor
och missfédrhallanden. De ldser upp
alla akademiska och vetenskapliga
konventioner om hur varldens sorg-
tyngda sanningar ar férskaffade, kan
férstas, fdorpackas och férmedlas. Vi
kdnner med den gamle i rullstolen
pad bilden i verket Va det allt. Han
tvingas bdja sitt huvud infdr over-
heten ndr de naturens krafter som
en gang sa val tjanat hans ande och
kropp slutligen gett upp.

I Elis Eriksson moter vi en samhdlls-
kritisk och egensinnig konstndr som
beskriver hur vi maste férhdlla oss
till det innersta 1 vara vésen. Likt
en 1900-talets och det svenska folk-
hemmets egen Goethe eller Schiller
visar han att vi alla en gang foddes
i Arkadien och att allt det fdérgang-
liga som finns omkring oss bara ar en
bild. Fo6r Elis Eriksson var det all-
deles tydligt att ”Konst &r naturens
hégra hand” pa det vis som Schiller
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o Eriksson

pastod. Med hjalp av olika verktyg
paverkar konstndren vara forestdll-
ningar om varldens ordning.

Elis Erikssons langa garning omfat-
tades av, vad han sjalv bendmnde som
"sina tre panyttfddelser” som inne-
bar férandrade konstnarliga stilin-
riktningar. 1957 bdrjade han arbeta
i material som papper, furutra och
plywood i relief- och collageform.
Han infdérde ett “pratsprak” i bil-
derna som fdérdjupade meddelandena
till omvarlden. 1987 Overgick han
till att gdra "d6vermdlade master-
verk”. Forestallande bilder pa duk
tacktes Over i gratt och svart
vilket gjorde att motiven doldes
fér samtiden och darmed kommenterade
de villkor som rymdes i ett ytligt
1980-tal. 1997, vid 91 &ars alder,
bérjade han ater framstdlla bilder
med l&sbart innehall och politiskt
radikala budskap dar han bland annat
angrep kyrkan och den svenska ald-

ringsvarden. Som i verket Va det
allt.

Elis Eriksson var pa flera vis en
féregangare. 1965 gjorde han en av
de férsta galleriinstallationerna i
Sverige med utstallningen Indijaner
a4 en kdvvbdj. Han var aven forfat-
tare och prosadebuterade 2001 med
Nattens hundar. Den sista boken

Va da nat utkom 2006.

/AnnCatrin Gummesson

Elis Eriksson
/ Is that all,

(1906-2006),

2004,

oil on canvas,

Va det allt, 2004, olja pa duk,

137.5 x 293 cm

137,5 x 293 cm
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Det bérjade 1997 nar Eva Larsson
bestamde sig for att sluta rdka. I
en langtan att bdérja madla igen vid
samma tid, valde hon att sluta med
nagonting annat. I ett slags tera-
peutiskt rus bdrjade hon teckna.
Varenda kvadratcentimeter av dessa
papper fylldes av tecknade cigaret-
ter i olika stadier av inrdkthet.
Snart insdag hon att det uppstod
markliga mdénster som av sig sjalva.
Mani blev magi och mandalaliknande
verk utkristalliserade sig. Lika
flyktiga som cigarettrdk? Lika fasci-
nerande och féranderliga som ande-
drakt?

Minnen fran en resa till Marrakesh
fér léange sedan gdr sig paminda.
Arabiska ménster fdrenar sig med
indiska och tibetanska. Aven allmoge-
ménster bdrjar gdra sig gallande.
Fargen fick en hdgre temperatur och
solen formligen lyser ur konstverken.
Fortfarande kallar hon sina verk
teckningar trots att fargen alltmer
associerar till maleri. Verken kan
inte halla sig pa& vaggen langre. De
tar sig ut i rummet i form av kuber
dar teckningarna breder ut sig pa
alla sidor.
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Box II &4r ett sadant verk. Det har
antagit kubens form men annu inte
helt lamnat vaggen. Dock kan man med
ett enkelt handgrepp rotera den rek-
tanguldra kuben och se verket fran
alla hall och kanter. Box II ar bade
dekorativt och betydelsebarande.
Vackert och gatfullt. Ett tempel for
tankar. En ask med askan fran ett
livs cigaretter? Vad vet vi? Vad kan
vi l&ra oss? Hur gar vi vidare? Ett
altare for bdéner och tillkortakom-
manden? Nu vet vi mer an fér fem
minuter sedan.

Eva Larsson ar f&dd pa& Oland och
verksam i Malmd. Nu arbetar hon med
blommotiv och snart, efter tolv ar
ar langtan Over. Stiliserade blommor
kommer kanske att vaxa fram i farg
pad duk och hon har funnit tillbaka
till maleriet!

/Bengt Adlers

Eva Larsson

/ Box II, 2004,

(1953-),

ink on paper

l

Box II, 2004,

acrylic,

tusch pa papper, plexiglas,

45 x 45 x 70 cm
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45 x 45 x 70 cm
©Eva Larsson/BUS 2009
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Hbésten 2008 a&gde en rattegang rum i
Storbritannien som gallde tullavgif-
ter och momssatser. Konstverk av Dan
Flavin och Bill Viola stod i centrum.
Var det teknisk bildvisningsutrust-
ning, ljuskronor, lampor? Eller var
det konst? Domstolen besldt till
sist att klassificera Bill Violas
videoverk och Dan Flavins ljusverk
som skulpturer. I dagens globala
konstvarld dar konstndrer och konst-
verk standigt korsar landgranserna
tror jag att utgangen gladde de gal-
lerier och konstinstitutioner som
arbetar med Finnbogi Pétursson.

*k*k

Det centrala ar ljudet. Men inte
som musik, ovésen eller nagon form
av komponerade harmonier. Finnbogi
Pétursson arbetar istallet med 1ljud-
frekvenser som byggstenar. Inte i
fysisk form, utan de osynliga ljud-
vagorna genererar former som vi
kanske uppfattar men inte kan se
med blotta 6gat. Ljudet i Finnbogi
Péturssons konstverk skapar skulp-
turer, eller teckningar.

Det rena ljudet kan uppfattas medita-
tivt, renande. Kanske till och med
helande. Att Finnbogi Pétursson kom-
mer fran Island namns ofta. Man vill
applicera landets skdéna natur pa
hans arbete. Och kanske stammer det
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att just den isléndska miljdén paver-
kat Finnbogi Pétursson. Samtidigt
4r det hogst tekniska arbeten han
skapar. Industrialiseringen gdér sig
padmind fran sin estetiskt vackraste
sida. Det mekaniska och organiska,
det materiella och immateriella sam-
verkar pa det finaste vis.

Finnbogi Pétursson foérsdker standigt
fanga element som ljud, vatten, eld,
skuggor och ljus. Saker vi vanligt-
vis kanske inte ser visualiseras pa
ett eller annat satt i hans arbeten.
60Hz Sinus ar ett andetag av en
frekvens. En glidande ton som far de
tvad aluminiumskivorna att vibrera.
Tonen ar lag, krafterna starka.
Frekvensen 60Hz &r baserad pa de
skinande skivornas mest aktiva ton,
uppmatt med en tongenerator. Hur
fungerar verket tekniskt sett? Ingen
aning. Ar det viktigt att veta for
att férsta verket? Nej, tvartom. Det
4r kanslan, intrycket som ar det
grundlaggande. Och kanske ar det
sd& att just ovissheten g&llande det
tekniska gdér att sinnet Oppnas an
mer fér att fdrstd och uppfatta 60Hz
Sinus. For det ar det vi ska godra;
betrakta, kéanna, uppleva, fritt
associera. I det ligger fdérstdelsen
av det mesta.

/Andreas Nilsson

Finnbogi Pétursson (1959-), 60Hz Sinus,
ljudfrekvens, 100 x 200 x 0,5 cm / 60Hz Sinus,

sound frequency,

100 x 200 x 0.5 cm

1999,

2 st. aluminiumskivor,
1999, 2 aluminum sheets,
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He

Hur ménniskan an férsdker kan hon
aldrig placera ondskan bortom sitt
eget ansvar. I grunden ar samhdllets
sociala normer - som de uttrycks i
allt fran mode till konst - en sor-
tering av varderingar. Dessa bygger
pa den starkares sjalvpatagna ratt
att bestadmma reglerna fér vad som

ar normalt och d&rmed accepterat i
samhéllet. Genom fértryck kan makten
uppratthallas och verktyget som an-
vands for att genomfdra detta for-
tryck ar konventionen om det normala.

Henrik Olesen placerar offren fér
vara konventioner om varldens ord-
ning mitt i var egen normalitets-
container. Bilderna och dokumenten
i verket 4 Vitrinen visar hur vara
férestdllningar om det normativa
ligger till grund fér manga av de
orattfdrdigheter som ryms i varlden.

I verket ar det inte foérdvarnas tro-
féer som redovisas. Istallet ar det
offren fér de stadndigt pagdende hat-
brott, som bevarandet av myten om
det normala alltid kraver, som visar
upp sina soénderslagna ansikten och
brutna lemmar. Det som exponeras ar
resultaten av asikter om det fram-
mande och avvikande som ryms i olika
samhdllens gemensamma normer.

P4 samma gdng som Henrik Olesen syn-
liggdr det oménskliga i de sociala
territorier och grénser vi byggt,

24

nrik Olesen

far redovisningarna oss att rygga
tillbaka. Vilka ar fordvarna av des-
sa brott? Har vi tillatit detta?

Henrik Olesen ldser upp vara fére-
stdllningar om hur den goda varlden
ska vara ordnad och visar de gréans-
linjer som finns mellan manniskor i
det vasterlédndska samhdllet. Han vi-
sar oss hur vara idéer om det norma-
tiva styr allt fran arkitektur till
socialt rérelseutrymme och anvander
bilder och dokument som visar upp
effekterna av denna ordnings oratt-
fardighet.

Verket 4 Vitrinen redovisar aven hur
475 av de mest fdérmdgna manniskorna
i varlden behé&rskar ungefar 50% av
den globala ekonomin och darmed ar
de verkliga dirigenterna av en kor-
rumperad varlds vidare &den.

Henrik Olesen tar ocksd, i material
och collage, utgangspunkt i surrea-
listen Max Ernsts atergivelse av
1800-talets borgerlighet och dess
undertryckta sexualitet i boken

La femme 100 tétes fran 1929. Men
dar motiven hos Max Ernst visar
heterosexuella fantasier har Henrik
Olesen istdllet ersatt dessa med
homoerotiska motiv. Kvinnorna har,
i de klassiska bilderna, utbytts
mot bilder av man.

/AnnCatrin Gummesson

Henrik Olesen (1967-),

stol / 4 Vitrinen,

2003,

4 Vitrinen,

glass cases;

2003, glasvitriner, skrivbord med klapp-

desk with folding chair
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Jonas

Jonas Liverdéds arbete lamnar mig
aldrig oberdrd. Vare sig det galler
stora tuschteckningar eller uppbygg-
da rumsinstallationer s& hamnar jag
alltid i ett annat kosmos. Det &ar
spannande, och inte s&llan ocksad en
aning kusligt och absurt. En tro pa
att férdndring ar mdéjlig genomsyrar
hans konstnarskap. Idéer presenteras
oavbrutet och det &r svart att halla
reda pa Jonas Liverdds alla projekt
och atagande. Tro mig, jag forsdker,
och har férsdkt de senaste aren.
SMS, sporadiska mdten och e-post be-
rattar om alla mdjliga, och omdjliga,
resor, utstédllningar och tankar.
Standigt verkar han mentalt vara ett,
eller flera, steg fére sin fysiska
kropp. Mitt huvud snurrar alltid
efter ett samtal med Jonas Liverdd.

Férsta gangen verket Crystal Wood,
en kristallkrona i tra, visades for-
vandlades det 1lilla Malmdgalleriet
Ping-Pongs rum och dimensioner. Ver-
ket gav en skev beskrivning av verk-
ligheten. En samh&llskritik foérdes
fram pad ett fint subtilt vis d&r kon-
traster och orattvisor visades. En
efterstrdvsam envishet syntes ocksa
i verket, ett driv fa fdrunnat.

Crystal Wood ar en bra introduktion
till Jonas Liverdds konstnarskap.

Ett ting som fdérsdker vara nagot det
egentligen inte &r. En form av miss-
lyckande dar en intressant spanning
uppstar &r ocksa ett tema som ater-
kommer i Jonas Liverdds senare verk,
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men med ett mer komplext bildsprak.
Nu hanger Crystal Wood pa Dunkers
kulturhus och far pa ett satt en ny
innebdrd. Kanske far det samhalls-
kritiska perspektivet sta tillbaka
fér det dekorativa inslaget. Eller sa
férstarks snarare det férstnamnda i
den stora ljusa konsthallen.

Just drivet och det nadstan maniska
hantverket &r genomgdende for Jonas
Liverdds konstndrskap. Det ar nagot
rituellt i processen, inget gors
halvhjértat. Jag tror att Jonas
Liverdd stédndigt arbetar pa ett
eller annat vis. I ett eller annat
media. Inget material verkar fram-
mande eller ondbart.

Jonas Liverdd har sin konstnarliga
utbildning fran Nederldnderna och
Australien men bor och arbetar i
Malmd. Crystal Wood var ett viktigt
verk fo6r honom ndr det visades 2004.
Han kallar det sin introduktion pa
den svenska konstscenen. Kronformen
har Jonas Liverdd &ven atergdtt till
i ett av sina arbeten i ar, 2009,
Cult of the Bigtime Sensorial. Som
férlaga har han ben- och kranieut-
smyckningarna i Sedlec Ossuary, ett
kapell i Tjeckien. "Kronformen och
kronan &r fin pa det sattet att den
forsdker innehdlla och representera
allt pa samma gang”.

/Andreas Nilsson

Jonas Liverdéd (1974-), Crystal Wood, 2004,

/ Crystal Wood, 2004, wood, wire,

230 x 115 x 115 cm

©Jonas Liverdd//BUS 2009

tra, metalltrad, 230 x 115 x 115 cm
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Kirste

En brokig grupp av sexton metall-
klumpar ligger pa ett balkonggolv.
Metallklumparna bara ligger dar och
somliga sticker ut mellan balkong-
spjadlorna. Visserligen brukar en
balkong ibland fyllas med diverse
brate eller gamla plaststolar med
ett smutsigt skikt fran stadens av-
gaser. Men sexton metallklumpar? Det
ar svart att veta om klumparna &r pa
vag att samla sig eller spridas ut.
Men den burliknande balkongen haller
gruppen pa plats. Vi kan inte ga
runt verket som en skulptur. Racket
blir som en museal inh&dgnad, en av-
gransning fér att betraktaren inte
ska ga fo6r n&ra, en markering om att
verket ar vardefullt eller kansligt
fér berdring. Det vilar nagot gatfullt
d6ver balkongen. Eftersom den ar
utlyft fran sin naturliga miljé och
inplacerad i en konsthall hé&nder
nagonting. Verkets konstellation gdr
att man undrar om det inte ar sa

att Balkong ar en metafor fér nagot
mera?

Vetskapen om att Kirsten Ortwed har
skapat offentliga utsmyckningar som
minnesmarket Till Raoul Wallenberg
(2000) pa Raoul Wallenbergs torg,
Stockholm eller Plattform (2006) till
Statsfadngelset Ostjylland i Horsens,
Danmark, férstarker balkongens bur-
liknande form och tolkningar som
berdr fangenskap. Men det handlar
ocksd om dess raka motsats, frihet.
Det ar som om det industritillverkade
balkongracket tillsammans med de
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skulpturala metallklumparna skapar
ett samspel. De liknar varandra pa
nagot satt.

Kirsten Ortweds konst brukar be-
skrivas som ett ifragasattande hur
skulpturen blir till. Hon gor det
bland annat genom sitt material- och
formatval. Fran det kolossala till
det pyttelilla. Fran prefabricerade
element och industriella produkter
till klassiska material som brons
och gips. I verket Head Turned
(1993), far en vanlig lastvagn foér
byggmaterial fungera som skulpturens
sockel. D&r placerar hon tva skulp-
turer i brons och gips som skyddas
av ett gammalt transporttacke. Som
arets skulptdr, 2008, pa Statens
Museum f&ér Konst i Kdépenhamn intog
Kirsten Ortwed museet med jarnkedjor
staket, transportvagnar och verk i
vax. Skulpturgdrden dominerades av
det 12 meter langa och 13 ton tunga
verket Full Length. Kirsten Ortwed
undersdker vilka energier som bildas
i rummet. Krafter som brukar beskri-
vas som uppbrott, sammanbrott, ned-
brytning, uppbyggnad. Ord som viskar
om konstens kraft och dess fdérmaga
att skildra manniskors onskan om
fred och frihet. Vi bygger upp nagot
efter krig, vi bryter upp nar vi
vill ha fdérandring.

/Nina Wenedikter

Kirsten Ortwed (1948-), Balkong,

/ Balcony,

1996, balcony railing,

1996, balkongracke,
16 pieces of metal

16 metalldelar
©Kirsten Ortwed/BUS 2009

29



Lars N

FOr ett par ar sedan hittade jag

en frammande man som smugit sig in

i min lagenhet. Vi talades vid en
stund innan jag visade honom ut.
Efterat infann sig en olustig ké&nsla.
Jag var ocksa en aning skakig minns
jag. I Lars Nilssons tva verk Sjdlv-
portrdtt och Malning, presenterade

i en sammanhallen installation, &r
det vi betraktare som far titta in

i ett rum som inte &r vart. Det finns
alltid nagot férbjudet over detta
forfarande, att fa se och ta del av
kanske det mest privata hos en annan
person. Lars Nilsson ar narvarande

i installationen pd ett satt som vi
da, 1993, inte tidigare sett honom

i sina verk.

100 plexiglaslador hinger pad vaggar-
na. De &r fyllda med hushallssopor,
det som behdvs fd6r en nagot sanar
draglig tillvaro. 100 lador, 100 da-
gar i konstnarens liv. 63 i New York,
37 i Malmd. En annorlunda dagbok,
dar konsumtionsménster bland annat
visar laster och svagheter.

Méblerna, fran IKEA, och golvet

4r en monokrom malning i gratt. Det
svenska mébelundret har blivit &n
mer anonymt, an mer uniformt i Lars
Nilssons verk. Opersonligt star méb-
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lerna dar, stilla och tysta. Det
stela nordiska ar draget till sin
extrem i verket. I kontrast till
ladorna pa vaggen. Sprangfyllda med
personlighet. Med konstnaren sjalv.
Lars Nilssons konst handlar bade om
voyeurism och begdr. Individuella
och allmdnna gemensamma referenser
samsas. De flesta kan ké&nna igen sig
i méblemanget men samtidigt kanna
sig som utomstdende betraktare nar
det kommer till soporna pa vaggen.

Hela rummet &r en idé om en ensam
person i exil. Vincent van Goghs
ande kanns nadrvarande. Det ar en
marklig kansla att titta in i detta
rum. Det tar formen av en tidskapsel,
allt star still. Nastan spdklikt.
Rummet &r pad samma gang anonymt och
personligt. Stilrent och oordnat. En
banaliserad och skruvad minimalism
moter popkonsten pa vaggarna.

Lars Nilsson var tidigare profes-
sor vid Malmd Konsthdgskola. Han bor
och verkar i Stockholm. Fran att ha
fokuserat pa maleri har Lars Nilsson
sedan 1990-talet mer och mer arbetat
med installationer, skulptur och film.
/Andreas Nilsson

Lars Nilsson (1956-), Sjdlvportrdtt, 1993, 100 plexiglaslador med hushalls-
sopor. Malning, 1993, sang, byra, fatdlj, bord, lampa, skrivbord och stol
malade i ljusgratt. / Self-portrait, 1993, 100 plexiglass boxes with house-
hold waste. Painting, 1993, bed, chest of drawers, armchair, table, lamp,
desk and chair painted light gray.
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L eif Holmstrand

Leif Holmstrand &r bosatt i Malmod.
Han arbetar som konstndr granslédst
och hudnara. Hans idéer och projekt
kan bland annat mynna ut i teater-
stycken, performance, iscensattning-
ar, installationer och ord. Eller
alltsammans pa samma gang! Han ar
ett levande exempel pa poesins kraft
inom alla konstnéarliga falt och flyt-
tar samtidigt fram positionerna foér
hantverk och formgivning.

When I Was a Little Girl kom till
2001-2002, men fick sin slutliga skep-
nad infér en utstdllning pa Galleri
21 i Malmd 2004. Dockan stod lange i
Leif Holmstrands ateljé pa Konsthodg-
skolan i Malmd innan han kom igang
med arbetet. Det var som att fdérsdka
komma Over ett Overgrepp av sexuell
karaktar han var tvingad att godra
mot ett barn. Han var férst tvungen
att sjalv identifiera sig med dockan/
flickan f&6r att kunna ga vidare.

Han bdérjade med att brodera fast
barndomsfoton som &r delvis synliga
under tyglagren som sedan kom till.
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Leif Holmstrand var besluten att
sjalv knyppla och virka den spets
som flickan skulle sndrjas i, men han
fann arbetet outhardligt. Istallet
sydde han samman inkdpt spets som
ocksd markerar vuxenvarldens atti-
tyder mot barn.

When I Was a Little Girl handlar om
jagets tillkomst. Om barnsexualitet
kontra vuxensexualitet, &vergrepp
och uppldésning av kdnet. Verket
férebadar ocksd de drakter Leif
Holmstrand senare anvant vid sina
aktioner, sangupptréddanden och
performance, framst karaktaren
Sally Rattenmanns klader.

Leif Holmstrand har den unika foér-
magan att vava in existentiella
fragor i den skiraste poesi.
/Bengt Adlers

Leif Holmstrand (1972-), Ndr jag var en liten flicka, 2004, blandteknik,

95 x 47 cm / When I Was a Little Girl,
©Leif Holmstrand/BUS 2009

2004, mixed media,

95 x 47 cm
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L.O

Lotta Hannerz for oss vilse i verk-
ligheten. Labyrintiskt bryter hon
ner var kansla av trygghet och kon-
troll 6ver var navigation i rummet.
Hon lurar vara &égon och &ppnar upp
f6r nya ofdrutsadgbara upplevelser
och upptackter. Inget ska kunna

tas for givet. Allting kan férandras
under ett o6gonblick. P4 sa satt blir
vart liv intressantare och mindre
inrutat just ndr vara sinnen gackar
oss.

Under 2000-2002 studerade hon vid
Konstakademien i Stockholm med Erik
Dietman (1937-2002) som larare. Den
sansldésa, olydiga, hisnande, res-
pektfulla hallning Erik Dietman hade
till konsten har han fort &ver till
sin elev. Att granslost arbeta med
konstarterna i korsbefruktande
sammanhang.

Passage ar ett verk som tvingar oss
att resa in pa villovagar och far
oss att kanna hur golvet gungar

nar vi férsdker hitta riktningen.

Ar det pd vanster hand tummen sitter
till hoéger?
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Passage ar vad Lotta Hannerz kallar
en cut-out och bestar av figurer
utsagade ur ett skivmaterial. De
skapar en beréattelse dar &gat hos
betraktaren fyller i tomrum och det
antydda perspektivet. Det verkliga
rummet reflekteras i en bit akrylglas
och férvirrar medvetet stundens
trygghet.

Lotta Hannerz ar bosatt i Paris och
hennes underbart underfundiga verk
fér in friska sydliga vindar i den
ofta alltfér allvarstyngda svenska
konsttraditionen. Livet leker dar
tyngdlagarna satts ur spel och dar
det ar fritt fram fo6r fantasin att
trampa fram i nyrafsade rabatter.

/Bengt Adlers

Lotta Hannerz
4 delar / Passage,
©Lotta Hannerz/BUS 2009

(1968-),

2005,

Passage,

2005,
oil on PVC,

olja pa PVC,
acrylic glass

akrylglas, 224 x 345 cm,
224 x 345 cm, 4 parts
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gvensson

Cirkelformen &r ett stadndigt pagden-
de motiv fér Magdalena Svensson. Med
tunn akrylfarg malar hon i skikt pa
duken. Fargvalen skiftar, kanske ar
det utifran hennes eget humdér eller
ett intryck fran en idgonfallande
fadrg i en tidning som hon bladdrar
i. Magdalena Svensson tar hjalp av
olika stadmningar, som musiken eller
tystnaden, fb6r att kunna fokusera
pa sin maleriprocess. Da uppstar

nya fargkombinationer som skapar
nya toner i bilden. Vilken dag och
ar som Magdalena Svensson malar
cirkeln blir ocksad verkets titel.

Den 20 oktober 2006 &r alltsa inte
vilken dag som helst utan blir som
ett minne dad hon gjorde just detta
verk. Plétsligt blir forutsagbarheten
i Magdalena Svenssons 20 oktober
2006 inte lika last av redan fardiga
tolkningar, hoppldst foérankrade i

planeter, astrologi eller livets olika

hjul. Hennes skira cirkel vacker
fragor som handlar om tid och olika
valméjligheter. Hur daterar och be-
stadmmer vi 4lder pa exempelvis ett
konstverk? Hur kan vi vara sa sakra
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pa det vi noterar och registrerar?
For konstnaren ar det kanske mer
centralt att utgd ifran nar idén
till sjalva konstverket tar form.

Egentligen ar det bara nar detta
konstverk packas upp och stalls ut
som detta datum far sta i centrum
sd lange som utst&llningen pagar.
Sedan packas verket ned igen. Kanske
det stdlls ut nagon annanstans eller
férvaras tryggt i ett magasin foér
museisamlingar. 20 oktober 2006
ligger da dolt pa samma satt som
vara privata och kollektiva minnen.

Magdalena Svenssons daterade cirkel
kan ge oss nya tolkningsmdjligheter
fadrgade av konceptkonstens o6dmjuka
férhdllningssatt till tiden. Den

skdrper tidsmedvetandet och anknyter

till ett av den vasterlandska konst-
historiens mer valka&nda motiv, nam-
ligen memento mori - kom ihag att
du ar doédlig. Cirkeln och livet
tycks &nda ofrankomligt dras till
varandra.

/Nina Wenedikter

Magdalena Svensson
/ 20 October, 2006,

(1965-), 20 oktober, 2006,

acrylic on canvas,

200 x 180 cm

akryl pa duk, 200 x 180 cm

©Magdalena Svensson/BUS 2009
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Marl

Téank dig urtypen fér en manniska med
makt. Chansen ar stor att du ténkte
pad en vit medeldlders man, kladd i
svart kostym, bakatslickat har och
en attachévaska under armen. Eller
nagot at det hallet. I Hollywoodfilmer
anvander filmskaparna sig ofta av
sddana fardiga stereotyper av berat-
tartekniska skal. Genom att anvanda
en stereotyp behdver de inte &dsla
tid pa att beratta sa mycket om
personen. Vi vet bara genom att se.

Maria Fribergs beradttande konst
handlar ofta om makt - eller makt-
1l6shet. Hon har manga ganger anvant
sig av den kostymklédde maktstereo-
typen, men placerat honom i situa-
tioner och platser som skar sig med
maktbilden. Ett exempel kan du hitta
om du gar ladngs hamnen utanfér
Dunkers kulturhus. Dar har Maria
Friberg ett permanent verk fdrestal-
landes stora man som bar ett helt
hus pa sina axlar. Mannen ar stor
och stark, en maktperson. Samtidigt
ar han fast och fdérsvarslds i sitt
ansvar att bara upp huset. Verket
heter Atlanter och a&r val vart en
titt fér den som vill bekanta sig
mer med konstndren.
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4 Friberd

Blown Out har aven den ett sorts
makttema. P4 ett enkelt satt demon-
strerar fotot hur det ar att befinna
sig i en situation man inte riktigt
hanterar. Mannen ar aven har i fokus
men utan kostym. Istdllet ligger han
omsvept i ett av naturens stdrsta
maktelement, havet. Till en bdérjan
ser bilden lustfylld ut, en halsosam
person i sina basta ar tar sig ett
svalkande bad i solen. Men sa tittar
man igen. Mannens ansiktsuttryck ar
svart att avldsa, hans hallning i
vattnet likasa. Det som vid en férsta
anblick sag ut som en avslappnad lek
vid grunt vatten behdver inte vara
det. Mannen kan lika gdrna vara i
ndéd. Ensam och utsatt. Under kosty-
men ar han naken, fangen i ett ele-
ment han inte kan kontrollera till
fullo.

Det tycks finnas en &nskan hos Maria
Friberg att hitta en ny maskulinitet,
att vidga begreppet bortom normen.
Genom sin konst visar hon att jam-
stadlldhet inte bara behdver handla
om att acceptera de som rakat hamna
utanfédr det standardiserade, utan
att det ocksd kan handla om att &ndra
pa hela grundtanken. Att utveckla
normen tills den kan innefatta vem
som helst.

/Marten Wennelin
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Maria Friberg (1966-), Blown Out, 1999, cibachrome, monterad pa aluminium,
180 x 250 cm / Blown Out, 1999, cibachrome, mounted on aluminum, 180 x 250 cm

©Maria Friberg/BUS 2009

39



Marianna
Jutinen

Den ena ar mer dampad an den andra.
De ar blanka. Ytan ar ojdmn. De &r
tilldragande. De fértjusande, kara-
mellfédrgade, skinande, blanka grodna
ytorna kan &verraskande fa en att
tanka pa grdéna marmeladkulor fran
Finland, gnistrande grént fyrverkeri
med hjalp av bariumsalt, grdéna grodor
i regnskogen eller som gelégodis,
klorofyll och smaragder. Att lata bli
att ge referenser till religion eller
en traditionell beskrivning av den
grona fargens lugnande egenskaper
kanns berattigat.

Marianna Uutinens verk utstralar
samtid och populérkultur. Glamouren
av showbusiness, discoglitter och
kitsch, effekter fran en urban miljd
eller modeindustrin. Tilldragande,
intressant och begarligt. Mitt 1
alla dessa excesser finns ocksa en
koppling till vardagen, till det
bekanta och vanliga. Som att groént,
i motsats till rott, betyder sakerhet,
det ar till exempel fargen for fri
passage i vagtrafiken. I Sverige har
Standardiseringskommissionen bestamt
att en viss nyans av grént ska mar-
kera skydds- och fdrstahjalpenut-
rustning.

Marianna Uutinen har skapat collage-
massiga akrylmadlningar i &ver 10 ar
Hon har fdérenat saval mdleri och
fotografi som tredimensionella fére-
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madl. Hon bdérjade med att spritsa
fadrg pa duken, fér att sedan vecka
plastbaserad akrylfdrg och akrylfilm
pad malarduken. Hon har med sin
spritsteknik malat underbyxor, kom-
binerat strumpbyxor och flatade tra-
féremal pa duken och malat bubbel-
plast pa olikf&rgade ytor. I sina
verk utférda i olika tekniker har
Marianna Uutinen kombinerat koncept-
konst, popkonst och expressivt maleri
och installationskonst. Hennes verk
f6r en naturlig dialog med bade den
modernistiska maleritraditionen och
samtida konst.

Filosofen Julia Kristevas begrepp
abjekt brukar ibland férknippas med
Marinna Uutinens konst. Abjekt ar
nagot som verkar tilldragande pa
oss, men som samtidigt vacker en
sddan avsky att vi kan stédnga ute
eller fértranga det. Vi avgdr sjalva
hur vi ska férhdlla oss till Green
I-IT. Det ar som att lasa en bok

dar man valjer om man vill fastna

i detaljerna med risken att forstdra
helheten. Men fragmenten bildar nya
idéer och berattelser precis som en
maleriprocess. En speciell sorts fik-
tion, en virtuell verklighet, som
kanske bdrjar med en grdn farg.

/Nina Wenedikter

Marianna Uutinen (1961-), Green I-II, 1991, akryl pa duk/akrylplast,
240 x 180 cm / Green I-II, 1991, acrylic on canvas/acrylic plastic,
240 x 180 cm ©Marianna Uutinen/BUS 2009
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Mikae

I samband med attacken mot World
Trade Center i New York den 11 sep-
tember 2001 raserades aven andra

mindre byggnader kring de tva tornen.

En av dem bendmns Building 7. Bygg-
naden rammades aldrig av nagot flyg-
plan utan f£611 ihop av sig sjalv.
Sattet den raserades pa tyder pa
sprangning inifran.

Vid héndelsen var allt fokus pa
tvillingtornen, men nar rdken sking-
rades kom Building 7 att bli konspi-
rationsteoretikernas huvudmal.

I byggnaden huserade bland andra
CIA, U.S. Secret Service, borgmas-
tarens kontor, férsakringsbolag

och banker. Allt &r upplagt fér en
thriller. Ar 11 september iscensatt
av CIA for att foérstdra kansligt
material i1 Building 7? Hade borg-
méstaren nagot han ville ddélja? Var
kommer Secret Service in i bilden?
Mystiken ligger lika tat som det
rékmoln katastrofen genererade.

Det finns nagot ofattbart i katastro-
fens mekanismer och vad den gbr oss
manniskor. Hur vart té&nkande slas
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1 Ericsson

ur spel och hur nya tankehybrider
kan uppstad. Chockens verkan pa det
manskliga foérstandet.

Mikael Ericsson intresserar sig fér
dessa fragor i sitt konstnarskap.
Att gestalta kdrnan i det katastrof-
ala. Att placera betraktaren i stor-
mens 6ga fér att iaktta hur verk-
ligheten raseras runt omkring. Att
kdnna maktldsheten men ocksa fasci-
nationen ndr orkanen virvlar omkring
oss. Att kdnna oss smd infdér krafter
vi inte kan paverka, men bejaka
viljan att férstd och finna férkla-
ring och mening i turbulensen.

Mikael Ericsson gestaltar sin egen
sanning om katastrofen, inte med
ord, utan med penslar och farg.

Han &r i grunden mdlare men har
under aren utforskat de flesta omra-
den inom konsten.

/Bengt Adlers

Mikael Ericsson (1959-),

300 x 210 cm

©Mikael Ericsson/BUS 2009

World Trade Center, Building 7, 2008, olja pa duk,
300 x 210 cm / World Trade Center, Building 7, 2008,

oil on canvas,
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Truls Melin

Likt vélbekanta erinringar, minnen
som sakta tappat fargen, flutit ihop
och skalats av pa detaljer, trader
Truls Melins konst fram. Med det
sjalvfdrtroende som har modet att
lata tystnaden tala har han sedan
mitten av 1990-talet gjort avskalade
enfargade skulpturer dar det omta-
liga och raffinerade standigt ligger
omsvept kring det igenkannliga.

Truls Melins skulpturer har ett
sladktskap med modellbyggandet men
med konstndrens undersdkande inten-
tioner. Hans formsprak &r aterhall-
samt utan att bli minimalistiskt.
Det bar spar av arkitektur fran 50-
till 70-talet och det svenska folk-
hemmet &r lika narvarande som i en
film av Roy Andersson. En stor del
av skulpturernas attraktionskraft
ligger i att de ihardigt vagrar

att placeras i nagot fack.
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Barndomen har alltid varit en plats
dit Truls Melin vandrat £fo6r att ham-
ta sina verk, &ven Skdrm med terrier
tycks komma darifran. Den skoltavel-
liknande skarmen med hund, bada i
den fér Truls Melin kannetecknande
grona fargen, ser ut som manifeste-
rade minnen eller drdmbilder fran
en barndom. Kla&dda i en metallgrdn
hinna.

Truls Melin a&r f&dd i Malmd. Han ar
utbildad pad Forum konstskola, Malmd
och pa Konstakademin, Kdépenhamn. Han
finns bland annat representerad pa
Malmd Konstmuseum, Moderna Museet,
Norrkdpings Konstmuseum, Ostergdt-
lands Lansmuseum, GOteborgs Konst-
museum och haller just nu pa med en
stor utsmyckning i Aalborg, Danmark.
Sedan mitten av 1980-talet bor och
arbetar han i Kdbpenhamn.

/M3rten Wennelin

Truls Melin (1958-), Skdrm med terrier, 1991,

/ Screen with Terrier, 1991,

aluminum, plywood

aluminium, plywood

©Truls Melin/BUS 2009
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Ult

Ulf Rollofs installation Chairs ar
konstruerad av ett langt spar dar
tva stolar rd6r sig mot varandra.
Men innan de kolliderar dras en

av stolarna bakat och sedan bdérjar
det hela om igen. Stolarnas rérelser
paminner om ett kroppssprak som
tycks anspela pa rivalitet, bérjan
till ett grdl, men ocksa en kansla
av att inte nd fram i ndgot som vill
kommuniceras. Oavsett hur vi valjer
att tolka stolarnas humér sd blir
méblerna en metafor fér ménsklig
narvaro eller franvaro. Stolarna
vacker tankar om att vara roérlig
trots att man sitter still. Férutom
var egen rdrelsefdrmaga tycks Chairs
berdra fragor om hur kommunikation
skapar roérelse och hastigheter som
gar utdver var uppfattning. En ord-
16s magi dar vara egna tankar och
drdémmar stadndigt kommunicerar med
den yttre verkligheten.

Efter utbildning vid Kungliga Konst-
hogskolan i Stockholm, har Ulf Rollof
skapat skulpturer och installationer
ofta i stora format och i okonven-
tionella material som exempelvis
gummi. Han sysslar ofta med kata-
strofens problematik som skapandet
av katastroflindrande redskap - en
isjacka for oOkenvandrare eller en
sparkstotting med varmeslinga for
polarforskare. Med ett ben i den
lekfulla mekaniken och det andra

i samtida dystopiska fantasier

ar Ulf Rollofs konst en hisnande
resa fran egna barndomslekar i ett
Blekingelandskap till en jordbav-
ningsdrabbad, isolerad indianby
utanfér Mexico City, 1981
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rollof

Ulf Rollofs fantasifulla, oftast
tekniska konst, paminner om konstruk-
tioner skapade f&r ett postapokalyp-
tiskt landskap. En efter-katastrofen-
plats befolkad av nagra f& &verlevan-
de som skapar ny teknik med hjalp av
utspridda platbitar fran en jordbav-
ning. En sorts retroteknik anpassad
till naturen och tillstand som vi
madnniskor inte kan styra &ver. Men
kanske flugorna, faglarna eller fja-
rilarna kan? Ett aterkommande inslag
i konstndrens arbeten har varit en
sorts tekniskt avancerade balgar
som haver sig upp och ned 1likt ett
andningsorgan. Pa Documenta IX i
Kassel 1993 visades en cirka fem meter
hég balg, Bellows IX, som kunde dra
ihop och utvidga sig fér att infanga
flugor vilka lockades med en doft av
gdbdsel och socker.

Ulf Rollofs satt att anvanda teknik
och stora maskiner i sin konst bjuder
in oss till att greppa en kansla fér
var egen sarbarhet, en &nskan att
ge efter och vara ett offer infér
det vi inte kan styra &ver. Pa detta
satt kanske vi ocksa kan fdérstd na-
turens och livets paradoxer.

Med denna vetskap ar det som om
stolarna i Chairs tar oss pa en
dressinresa pa ett gammalt nedlagt
jarnvagsspar nagonstans i en tyst
skog i Sverige. Det enda man hér
&r ljudet fran dressinens dunkande,
vart eget flasande och en kraka som
flaxar foérbi. Magin finns precis dar
man befinner sig.

/Nina Wenedikter Ulf Rollof

och PVC, L 1256 cm / Chairs,

(1961-),

Chairs,

rubber and PVC, L 1256 cm

1999,
1999,

Installation i aluminium,

stal,
Installation in aluminum,

tra, gummi
steel, wood,
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Malmo

Malmé Konstmuseum har en av de
stbrsta konstsamlingarna utanfdr
Stockholm. Samlingen skiljer sig
emellertid fran &vriga konstmuseers
genom att den framst bestdr av nord-
isk konst.

De senaste 20 aren har Malmd Konst-
museum byggt upp en av de mest om-
fattande samlingarna av nordisk
samtidskonst. Redan under mellan-
krigstiden pa 1920-1930-talen bdrjade
museet medvetet férvarva nordisk
konst och 1943 donerade Malmddirek-
téren Herman Gotthardt sin konst-
samling bestaende av mer an 700
nordiska konstverk fran 1910-1940-
talen vilken kom att bilda samling-
ens grundstomme. Vidare ager Malmd
Konstmuseum nagra betydelsefulla
specialsamlingar som till exempel
Carl Fredrik Hill (1849-1911), Max
Walter Svanberg (1912-1994), Torsten
Andersson (1926-), Barbro Backstrdm
(1939-1990) samt den ryska samlingen
fran foérra sekelskiftet vilka gor
museets profil starkare.

Utgangspunkten f£ér samlandet har
inte varit att spegla hela bredden

i det fantastiska utbudet av konst

i de nordiska landerna. Ambitionen
har istdllet varit att samla pa farre
konstnarer och fbdlja upp deras konst-
narskap. En konstsamling bestdr av
flera lager som berattar skilda his-
torier. Man kan se hur konsten ut-
vecklas nar det galler inriktning
och innehdll, val av tekniker och
hur kvinnliga konstn&rer far en
framskjuten position i bdrjan av 90-
talet. Man kan avladsa hur utstall-
ningsklimatet i Malmd, sd&dra Sverige
och Norden, liksom hur galleriernas
betydelse, har fér&ndrats genom aren
i de uppgangar och nedgangar som
sker i den ekonomiska konjunkturen.
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Konstmuseuh

I valet av konstnérer finns bade en
lokal och en icke-lokal foérankring.
I och med den nordiska konstens
internationalisering ar det idag
inte relevant att anvanda beteck-
ningar som lokalt, regionalt och
nationellt. Idag ar likasa begreppet
nordisk konst ett Oppet och vitt
begrepp. Samtidskonsten berdr ofta
var tids samh&dlle och allmangil-
tiga fragor om t ex identitet och
maktférhallanden. Ibland tar konsten
upp det som ar kansligt eller obehag-
ligt, men den kan ocksd vara lekfull
och 6msint. Den provocerar, ifraga-
sdtter, ironiserar, leker, undersdker
och berdr. I mdétet med samtidskon-
sten kan forstdelsen Oka foér de egna
livsvillkoren och var samtid men den
kan aven vacka fragor om framtiden.

Intresset att stalla ut museisam-
lingar vaxer sig allt starkare som
ett komplement till olika tema-, grupp
och separatutstdllningar. Detta ar
anledningar till att museets samling
ar efterfragad inte bara i Norden
utan aven internationellt. Museets
samling av nordisk nutidskonst har
de senaste aren visats 1 stora ut-
stallningar i Finland, Norge och
Sverige. Och liknande utstallningar
kommer att presenteras i Estland,
Italien och i Sydostasien under 2009
och 2010. Enskilda verk fran samlingen
lanas ocksad regelbundet ut till ut-
stadllningar runt om i véarlden.

For Malmdé konstmuseum ar det en
stor gladje att fa visa delar av
samlingen pa Dunkers kulturhus
i Helsingborg.

/Géran Christenson

Museichef

MalmO

Malmé Art Museum has one of the
largest art collections outside
Stockholm. The collection differs
from that of most other art museums
in that it consists primarily of
Nordic art. In the course of the
last twenty years, Malmd Art Museum
has amassed one of the most compre-
hensive collections of Nordic contem-
porary art anywhere. The Museum
started to make a deliberate effort
to acquire Nordic art already between
the wars, in the 1920s and 1930s, and
in 1943, Malmd businessman Herman
Gotthardt made a donation of his art
collection of more than 700 Scandi-
navian artworks dating from the
1910s to the 1940s, which came to be
the nucleus of the collection. Malmd
Art Museum is also the owner of some
important special collections, such
as Carl Fredrik Hill (1849-1911), Max
Walter Svanberg (1912-1994), Torsten
Andersson (1926-), Barbro Backstrom
(1939-1990) and the turn-of-the-
century Russian collection which
strengthen the profile of the Museum.

The point of departure for the
collecting is not to reflect the
whole width of the fabulous supply
of art in Scandinavia. Our ambition
has rather been to collect fewer
artists and to follow their ar-
tistries. An art collection consists
of several layers, each with a dif-
ferent narrative. You can follow the
development of art when it comes

to direction and content, choice of
technique and the emergence of women
artists into prominent positions
during the nineties. You can see
how the exhibition climate in Malmd,
southern Sweden and Scandinavia has
changed throughout the years, with
the ups and downs of the economy.

art MuS eum

Our choices of artists have both
local and non-local roots. The pre-
sent internationalization of Nordic
art has made terms such as local,
regional and national irrelevant.
The concept of Nordic art, too, is
wide open and broad. Contemporary
art often touches on contemporary
society and issues such as identity
and power relationships. Art someti-
mes takes up things that are sensi-
tive and unpleasant, but it can also
be playful and tender. It provokes,
questions, is ironic, plays, explores
and affects us. Our understanding
of our own conditions in life and
of our own day may grow as a result
of the encounter with contemporary
art, but it can also raise questions
concerning the future.

There is growing interest in exhibi-
ting museum collections as a comple-
ment to different thematic, group or
solo exhibitions. This is one of the
reasons why the collections of the
Museum are in demand, not only in
Scandinavia but also internationally.
In recent years the Museum’s collec-
tion of Nordic art has been shown in
major exhibitions in Finland, Norway
and Sweden. Similar exhibitions will
be presented in Estonia, Italy, and
Southeast Asia in 2009 and 2010. In-
dividual works from the collection
are regularly on loan to exhibitions
around the world.

Malmé Art Museum is delighted to
show parts of its collection at

Dunkers kulturhus in Helsingborg.
/Géran Christenson
Director

49



This catalogue would like to serve
as an introduction to the works and
the contemporary artists presented
in the exhibition Helsingborg )
Malmé - Major Works from the Collec-
tion of Malmd Art Museum. It is our
hope that the texts in this catalogue
will help provide greater insight
into the complex reality which is
always part of the contemporary
world and to which the selected
works belong.

All types of contemporary art that
touch us in some way - be it music,
literature or pictorial art - either
herald coming change, or reflect an
ongoing change, among people and
their society and their view of the
world and of reality. Contemporary
art is almost always a reaction - it
is a commentary on social, political,
economic, and aesthetic conditions.
For that reason, it can never be
independent of the surrounding world
or liberate itself from the past.

Through donations and important
purchases, Malmd Art Museum has
acquired the largest collection of
Nordic contemporary art in Sweden,
and it includes works by many of
the Scandinavia’s most acclaimed
artists of recent years. The director
of the museum, Gdéran Christenson,
describes in the catalogue the
thoughts and goals that have gov-
erned the collecting.

We are delighted to have the op-
portunity to present at Dunkers a
selection of the rich collection of
Malm® Art Museum. We have especially
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focused on selecting large-scale
works contained in the collection.
Several of the pieces have been in
storage since the time of the pur-
chase and have never before been
publicly shown.

Our heartfelt thanks to the staff
of Malmdé Art Museum and Dunkers
kulturhus for their skillful and
professional contribution to the
production of the exhibition. Our
thanks also to the artists repre-
sented who have contributed their
support during work on the exhibi-
tion.

A special thank you to Géran
Christenson, director, and Marika
Reutersward, curator of Malmdé Art
Museum for their generous help in
putting together Helsingborg <
Malmé.

/AnnCatrin Gummesson

Exhibition Designer and

Project Director

ANN LISLEGAARD (1962-)

Red on white. Sharpness and lack of
sharpness. Photo. Video. Movement in
stillness. Time has stopped!

It is rose petals that fall to the ground
in Ann Lislegaard’s photographic work
Flies of Memory. The quiet expression

of the piece is contrasted to the strong
emotions it arouses: love, joy, Sorrow,
and desire. Flies of Memory describes

a frozen moment, pregnant with meaning,

a gust of air

It is characteristic of Ann Lislegaard to
distort perspectives and cheat the eye

as she does in these 36 photographs. As
viewers, we mix what we physically see
with what we remember. A new image emerg-
es, as real as it is unreal. As sharp as
it is blurred. Memories, fiction and real-
ity become one.

The same thoughts and ideas as in Flies
of Memory are found also in her video I
Cannot Escape the Ghost of You. A woman
smelling a rose. The cliché of love and
yearning. Loves me, loves me not, loves
me.. Sometimes our memory does not fail
us. It is about constantly recurring
remembrance. But also about the way the
surroundings sometimes cease to be, how
everything around us loses its meaning.
It is all about the here and now, and, as
viewers, we remain. Is there an end to
this moment, which seems as if taken from
a dream? For we may not want to return to
everything.

The rose also symbolizes the other woman.
There is a sexual, possibly homoerotic,
undertone to I Cannot escape the Ghost
of You. Flowing desire, from one woman

to another

The two works portray beauty. But also
impermanence. The scent of rose petals,
falling softly. Stillness, love, regret.
Yearning and desire. Ann Lislegaard
charms the viewers’ sensitivities. There
is passion and lust - possibly more
accepted in some societies than in others
- in her pieces. She describes unstruc-
tured desire, flowing freely, free from
norms. Ann Lislegaard challenges our
prejudices, in a sensitive and discreet
way. To many, it may even pass unnoticed.
/Andreas Nilsson

ANNE TRAEGDE (1968-)

The piece consists of four sequences. We
see white stage-like wooden panels with
tiny figures of white papier maché. The
stages are placed on black stands which
suggest something to do with the world of
film, the way we look at things, and the
eye. Are they models for a set? Or the
beginning of an animated film? Accord-
ing to Anne Traegde’s description, we are
looking at scenes constructed according
to the logic of nightmares. Although the
figures appear anonymous and of indeter-
minate gender, the main character of the
work is a man in a yellow sweater who
finds himself in a situation over which
he has no control. His curiosity before
the amputated body of a figure lying on
the ground turns into anxiety over the
gravity of the situation. The seemingly
lifeless figure is still alive and his
eyes are blinking. The main character is
quickly trying to change course of events
for the time being. He places the body
parts of the figure in a black garbage
bag, tidies up, and hangs the bag on a
[Eenceh

Anne Traegde has used different colors
for the details that are important to

the events in The Solution - everything
else is white and neutral. That is also
why the figures are made from white papier
maché in order to link them to drawing, a
sketch and the immediate. For a brief mo-
ment we may be seduced into thinking that
the solution to a problem may have been
found. But what happens when the black
garbage bag is found, or when it breaks
and the hidden body falls to the ground?
We never learn the cause of the events
and what happens later

Actually, we should be rather seasoned
by now. Given television series like CSI
what and how to handle a dead body are
not far from our imagination. But figures
in papier médché? It is as if the mate-
rial disarms even as it emphasizes just
how clumsy a crime might be. The Solution
gives us a chance to observe an unpleas-
ant scene at the same time as we are able
to distance ourselves from it. We can
skip the moralizing norms of good taste
which like to tell us how the unpleasant
should be presented. We are allowed to
see more than enough.

The Solution is a part of a larger piece
titled The Gold Collection, begun in 2000.
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The work consists of three-dimensional
figures gilded with 24 carat gold leaf. We
encounter events from history mixed with
hip hop culture. In different sections,
we follow Anne Traegde’s three-dimension-
al chart of her imaginary world.

Anne Traegde seems to want to ask ques-
tions concerning alternative ways of
dealing with unpleasantness. How to un-
derstand and process our discomfort with
the ephemeral nature of life? Maybe pre-
cisely by allowing the starting point to
be animated film, the aesthetics of the
comic strip world and horror movies, and
tiny figures of papier maché?

/Nina Wenedikter

ANU TUOMINEN (1961-)

Everything we surround us with is basi-
cally nature. That this is the case is
clearly shown in Anu Tuominen’s world of
images and symbols. She does not see the
world in a postmodernist way. There is

a fundamental order. She does not take
apart or deconstruct reality, but reas-
sembles it and points to basic entities.

Anu Tuominen’s art is very far removed
from the restlessness and social problems
of modern man. In it resides that which
is the foundation for all that is.

Everything - from materials to the meta-
morphoses of color and composition - ena-
bles the viewer to create alternative
impressions for himself. The multi-layered
meanings of her works create a new real-
ity - one in which we see that everything
is basically connected.

Anu Tuominen looks for and collects her
objects in her everyday surroundings.
Things that have been left behind and
discarded and have lost their usefulness.
Found objects and all kinds of things
from flea markets are arranged and com-
bined in an eco-system that is part of
everyday life. She elevates the ordinary
and seemingly trivial through the endless
array of parallel symbolic meanings that
the material presents. Her pictures are
often accompanied by words, which trans-
mit associating thoughts and ideas to the
viewer.

In her piece Green Wall we see blue and
yellow pieces of yarn intertwined and
crocheted into a blend of green against
the white background. Tall and slender
green stalks are climbing up the sup-
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porting wall. At regular intervals we find
small green tips along the yarn stalks.
They look like tiny visual breaks, which
segment the running color. Are they sim-
ply the decorative green leaves of the
climbing plant, or might they be knots
that cannot be undone, added by man to
the creation of nature?

All colors and images are actually made
up from the eternally green chlorophyll
that unites all living things in the
plant world. In the circulatory system of
the world - much more extensive than that
of man - the life-giving blood is al-
ways green. Anu Tuominen’s work describes
eternal, fundamental values; the fate of
man in the eternal cycle that is the re-
ality of earth, and the equally eternal
cultural challenge of being human. Of
course the wall is green. Anu Tuominen
does not resort to any art historical
synthesis to explain herself. Instead

she uses the photosynthesis of reality.
/AnnCatrin Gummesson

BJARNE MELGAARD (1976-)

Bjarne Melgaard is known as an artist,
but he could just as well be described
as an author. An installation by Bjarne
Melgaard is as if someone devoured a
novel and then vomited up the contents
in physical form. His expression is char-
acterized by manic creativity, topped

off with just the right amount of self-
destructiveness, and he is Norway’s fore-
most heir to Edward Munch when it comes
to expressing anxiety through art. Very
Ape I-IT is a perfect example. The piece
provides a good introduction to Bjarne
Melgaard’s way of working.

The installation becomes a piece of 1lit-
erature related to the American author
William Burroughs. Homosexuality and drug
abuse are constantly recurring themes in
both. Often as symbols of power, abuse
of power, and outsidership. Both borrow
freely from popular culture: films, car-
toons and - in the case of Bjarne Mel-
gaard - fashion, for the creation of
something that it is difficult to defend
oneself against. The work of both has
given rise to controversies. William Bur-
roughs with his book Naked Lunch (1954)
and Bjarne Melgaard with his video in-
stallation All Gym Queens Deserve to Die
(1999). Just as the forays of Naked Lunch
into sadism, drug abuse, and obscenity

created a storm, Bjarne Melgaard’s suck-
ing on a baby’s arm, drawings of bestial-
ity and petting involving an individual
with Down’s syndrome created a tempest of
letters to the editor in a panic of moral
indignation.

William Burroughs is known for inventing
and employing Cut-up technique - cutting
out pieces of a manuscript and then rear-
ranging them haphazardly in order to cre-
ate new meaning.

The manic cut-up work reflected in Very
Ape I-II started out as a protest. Dur-
ing Bjarne Melgaard’s student years at
the Jan van Eyck Academy in Maastricht
in Holland and at the Rijksakademie in
Amsterdam, minimalism and good taste
were the catchwords. This depressed him
and made head in the opposite direction.
An installation by Bjarne Melgaard is a
physical narrative created from a per-
spective that resembles cut-up. It is raw
but also honest, since art is a lunch
that is best served naked.

/Marten Wennelin

CARL MICHAEL VON HAUSSWOLFF (1956-)

Carl Michael von Hausswolff seems to be
an artist whose expression refuses to
acknowledge any boundaries. He has worked
in most traditional and non-traditional
materials. His themes are either based
on experience or reflect the times, often
both. Since the late 1970s, Carl Michael
von Hausswolff has been active as per-
formance artist, photographer, and cura-
tor, among other things. He has moved in
the direction of light and sound instal-
lation. In later years, he has primarily
emerged as composer and musician. In
1992, Carl Michael von Hausswolff, togeth-
er with Leif Elggren, founded the king-
doms Elgaland and Vargaland. I claimed
that Carl Michael von Hausswolff knew no
boundaries - Elgaland and Vargaland, on
the other hand, are said to include all
boundaries: national, digital territories
and other parts of existence.

Boundaries play an important part in Carl
Michael von Hausswolff’s art, even though
it may mostly a matter of transcending
them. His work Swedizer/Danizer is about
borders. It was first performed at Tourist
Class (1995), an exhibition at Malmdé Art
Museum that explored various aspects of
tourism. In order to be admitted, the
visitor first had to pass through the work.

On the way in, you became a Swedizer, and
when you left the exhibition you became

a Danizer. The visitor was also given a
document that proclaimed:

“"The bearer of this certificate has been
submitted to treatment in the

“Swedizer”, and thereby obtained a Swedish
identity.”

At Dunkers Kulturhus the border cross-
ing gate is physically placed as close

to Denmark as possible. Before the large
windows in the art gallery overlooking
Oresund. With this placement, Swedizer/
Danizer directs our attention to the in-
visible border that someone has drawn in
the water. The work acquires a new dimen-
sion. We are faced with a dilemma, since
we are able to choose the direction from
which we pass the gate. There is also a
third alternative: not to pass through
the gate at all. The artwork conveys a
feeling of authority. One which is ever
present in our lives, but which we often
ignore. An authority inherent in the con-
cepts of nation and citizen and which is
also inherent in the concept of border
/Marten Wennelin

DAN WOLGERS (1955-)

Dan Wolgers devotes much time to the con-
cept of art, and has gained widespread
attention for ideas such as putting his
own telephone number on the cover of

the Stockholm telephone directory. He
once auctioned off benches belonging to
Liljevalchs Konsthall. For this he was
fined - and then turned around and sold
the judgment of the court for consid-
erably more than what he paid in fines

In 1991, he arranged for an advertising
agency to put together an exhibition in
his name; the first time he set eyes on it
was on the day of the opening. Much of
Dan Wolgers’ work is actually centered on
the tired old question What is art? But
when asked by Dan Wolgers, it suddenly
becomes interesting again, and he formu-
lates it more as What is not art?

When Dan Wolgers sold off the benches
belonging to Liljevalchs, it was an art
political protest against the poor remu-
nerations given artists. It turned out to
be a brilliant marketing move which made
his name known far beyond art circles -
for better or worse. His pranks have been
toned down over time and are now inter-
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spersed with more obvious reflection. I
say more obvious reflection, for could not
something like allowing an advertising
agency to put together your exhibition
contain a message beyond the provoca-
tion/joke? Most of what Dan Wolgers does
carries with it something absurd - like
in one of Jan Stenmark’s cartoon strips
absurdity acquires a meaning beyond the
initial encounter, and the meaning of the
work keeps developing every time you set
eyes on it.

Dan Wolgers’ photograph End of Public
Road is part of a series of five pictures
and was made at the time that he disap-
peared from the public debate and the
attention surrounding him in the 1990s.
At the same time, End of Public Road has
become something of a trademark. The work
contains no provocation or joke. It is
nothing but a simple photograph, taken by
an artist who seems to devote much time
to thinking about art and the artwork.

The road sign becomes a message to the
viewer. The picture is open to all. If you
want to explore art, you have to do it on
your own. We can only understand a work
of art from the vantage point of our-
selves, so this is where the public road
ends, precisely where the artwork begins.
/Mdrten Wennelin

ELIS ERIKSSON (1906-2006)

To the very end, Elis Eriksson fought for
the dignity of man. At the age of 98, he
called out the question as to whether the
content of our lives was all that exist-
ence had to offer. Did a human being have
to be subservient to another human being,
and did he have to be degraded in the
autumn of life? Is that all?

Elis Eriksson was an artist whose pic-
tures speak straight to us. Razor-sharp,
the delicate black lines cut through all
the words and worldly excuses of injus-
tices and evils. They dissolve the many
academic and scientific conventions about
the nature of the world’s sorrow-laden
truths - how they may be interpreted,
packaged and transmitted. In his work Is
that all, we share the pain of the old
man in the wheelchair. He has been forced
to kowtow to authority when the natural
strength that once served his body and
his spirit has finally given up.

In Elis Eriksson, we encounter a head-
strong artist, critical of society, who
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describes how we must behave in relation
to our innermost being. Like a 20th cen-
tury Goethe or Schiller of the Swedish
“People’s Home”, he shows that we were all
once born in Arcadia and that the ephem-
eral world surrounding us is only an im-
age. To Elis Eriksson, it was abundantly
clear that “Art is the right hand of na-
ture” as Schiller put it. With the aid of
various tools, the artist influences our
notions of world order.

Elis Eriksson’s long career comprised
what he himself referred to as his “three
re-births”, involving changed artistic
style. In 1957 he started to work in mate-
rials such as paper, pinewood and plywood
in relief or collages. He introduced the
“spoken language” in his pictures which
reinforced his messages to the surround-
ing world. In 1987 he changed to “over-
painted masterpieces”. Representative pic-
tures on canvas were over-painted in gray
or black so that the motifs were hidden
from the contemporary world and thus
served as a commentary on the conditions
that prevailed in the superficial eight-
ies. In 1997, at the age of 91, he again
began to produce pictures of identifiable
content and radical political messages
including attacks on the Church and on
Swedish old age care. As in his picture
Is that all.

Elis Eriksson was in many ways a pioneer
In 1965, he produced one of the first
gallery installations in Sweden with his
exhibition Indijaner & en kdvvbdj. He was
also an author and made his prose début
in 2001 with Nattens hundar. His last
book, Va d& ndt, was published in 2006.
/AnnCatrin Gummesson

EVA LARSSON (1953-)

It all started in 1997 when Eva Larsson
decided to quit smoking. Yearning to take
up painting again at the same time, she
chose to give up something else. In a fit
of therapeutic ecstasy, she started to
draw. She filled every square centimeter
of these sheets with drawings of ciga-
rettes in various stages of being smoked.
Before long she noticed that it resulted
in strange patterns that seemed to have
developed out of nowhere. Mania became
magic, and works resembling mandalas
crystallized. As fleeting as cigarette
smoke? As fascinating and changing as
breath?

Memories of a trip to Marrakesh a long
time ago popped up. Arabic patterns merge
with those of India and Tibet. Swedish
folk patterns, too, begin to manifest
themselves. The colors were turned up

a notch and the works literally radiate
sunshine. She still describes her works
as drawings, even though the color is in-
creasingly associated with painting. The
pieces seem incapable of staying put on
the walls. They move out into the room in
the form of cubes in which the drawings
take over all the sides.

Box II is such a piece. It has assumed
the shape of a cube but not yet entirely
escaped from the wall. Even so, the rec-
tangular cube can be rotated with a
simple twist so that the piece becomes
visible from all sides. Box II is both
decorative and meaningful. Beautiful

and mysterious. A temple for thoughts

A box for the ashes of the cigarettes of
a lifetime? What do we know? And what can
we learn? How do we move on? An altar for
prayers and shortcomings? Now we know
more than five minutes ago.

Eva Larsson was born on Oland and works
in Malmé. Her motif of the moment is flow-
ers, and soon - after twelve years - this
urge will have been stilled. Stylized
flowers may emerge in color on the canvas,
signaling that she has found her way back
to painting!

/Bengt Adlers

FINNBOGI PETURSSON (1959-)

In the autumn of 2008 a hearing was held
before a British tribunal concerning
customs duties and VAT. It centered on
artworks by Dan Flavin and Bill Viola.
Were they image projectors, lamps, light
fittings? Or were they art? The tribunal
finally decided to classify Bill Viola’'s
video and Dan Flavin’s light piece as
sculptures. In today’s global art world,
in which artists and artworks constantly
cross international borders, I think that
the outcome was welcomed by those galler-
ies and art institutions that work with
Finnbogi Pé&tursson.

*kk

The central thing is the sound. Not as
music or noise, or some form of composed
harmonies. Finnbogi Pétursson works using
sound frequencies as building blocks.

Not in physical form, but the invisible
sound waves generate shapes that we may

perceive but are unable to see with
the naked eye. The sound in Finnbogi
Pétursson’s artworks creates sculptures
or drawings.

Pure sound may be perceived as meditative,
cleansing. Possibly even healing. It is
often mentioned that Finnbogi Pétursson
is from Iceland. An attempt is made to
apply the country’s beautiful landscape
to his work. And there may be something
to it: he may have influenced by Icelan-
dic nature. At the same time, his works
are highly technical. Industrialization is
seen at its most beautiful. The mechani-
cal and organic, the material and immate-
rial collaborate beautifully.

Finnbogi Pé&tursson is constantly trying
to capture elements such as sound, water
fire, shadows, and light. Things that we
normally maybe don’t see are visualized
in his works in one way or another. 60Hz
Sinus is a breath of a frequency. A slid-
ing tone that causes the two aluminum
sheets to vibrate. The tone is low, the
force is strong. The frequency, 60Hz, is
based on the most active tone of the pol-
ished sheets, as measured by a tone gen-
erator. How does the piece work, from a
technical point of view? No idea. Is it
important to know this in order to under-
stand the piece? No, quite the contrary.
It is the feeling, the impression that is
fundamental. And it may be that the very
uncertainty when it comes to the tech-
nical aspect opens our senses wider to
understanding and perceiving 60Hz Sinus.
For that is what we must do: see, feel,
experience, associate freely. That is

at the heart of understanding most
everything.

/Andreas Nilsson

HENRIK OLESEN (1967-)

No matter how hard we try we can never
escape responsibility for evil. The social
norms of society - as manifested in eve-
rything from fashion to art - are fun-
damentally an ordering of values. These
are founded on the self-imposed right of
the stronger to set the rules for what is
normal and therefore socially acceptable.
Power can be maintained trough oppres-
sion, and the instrument of this oppres-
sion is the convention governing what is
considered normal

Henrik Olesen puts the victims of our
conventions regarding world order smack
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in the middle of our own normality con-
tainer. The pictures and documents in his
work 4 Vitrinen show the way our notions
of what is normative are at the root of
many of the injustices in the world.

It is not the trophies of the perpetrators
that are accounted for in his work. In-
stead, it is the victims of the constant
stream of hate crimes that the preser-
vation of the myth of normalcy demands

- it is they who show off their battered
faces and broken limbs. What are exposed
are the effects of the views on what is
thought to be alien and deviant contained
in the common norms of different societies.

Even as Henrik Olesen makes visible the
inhuman aspect of the social territories
and boundaries we have constructed, his
account of them makes us shy away. Who
are the perpetrators of these crimes?
Have we allowed this?

Henrik Olesen subverts our notions about
how a good world should be constituted,
showing us the boundaries that have been
drawn between people in Western society.
He demonstrates the way our notions of
what is normative govern everything from
architecture to social space, using pic-
tures and documents to show the effects
of the injustice of the current state of
affairs.

His work 4 Vitrinen also demonstrates how
475 of the world’s wealthiest people con-
trol about 50% of the global economy and
therefore are the true directors of the
future fate of this corrupted world.

Henrik Olesen’s materials and collages
take as their point of departure the sur-
realist Max Ernst’s account of 19th cen-
tury bourgeoisie and its repressed sexu-
ality in his 1929 book La femme 100 tétes.
But where Ernst’s motifs showed hetero-
sexual fantasies, Henrik Olesen has re-
placed them with homoerotic subjects. The
women of the classic pictures have been
replaced by men.

/AnnCatrin Gummesson

JONAS LIVEROD (1974-)

Jonas Liverdéd’s work never leaves me un-
affected. Whether it is his large ink
drawings or constructed room installa-
tions, I always end up in a different
cosmos. It is exciting - and quite often
a trifle weird and absurd. His art is per-
meated by the belief that change is pos-
sible. There is a steady stream of fresh
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ideas, and it is hard to keep track of
Jonas Liverdd’s many projects and un-
dertakings. Believe me, I try and have
tried for the past few years. SMS, spo-
radic meetings, and emails speak of all
kinds of possible and impossible trips,
exhibitions and ideas. He always seems to
be one or more mental steps ahead of his
physical body. A conversation with Jonas
Liverdd always leaves my head spinning.

When Crystal Wood, a chandelier made

of wood, was showed for the first time
it changed the space and the dimensions
of the tiny Malmdé gallery Ping-Pong.

The work gave a skewed picture of reality.

It offered social criticism in an elegant
and subtle way that revealed contrasts
and injustices. The work also showed an
enviable persistency, a drive equaled

by few.

Crystal Wood makes a good introduction to
Jonas Liverdd’s art. An object that tries
to be what it is not. A form of failure
that produces fascinating tension is a
recurring theme also in Jonas Liverdd’s
later pieces, although using imagery of
greater complexity. Crystal Wood is now
hanging at Dunkers kulturhus and has be-
cause of this acquired new meaning. So-
cial criticism may have had to yield to
the decorative aspect. Or the former may
simply be reinforced in the large and
bright art space.

It is precisely the drive and almost
manic craft that is the common feature

of Jonas Liverdd’ art. There is something
ritualistic about the process - nothing
is done half-heartedly. It seems to me
that Jonas Liverdd is always at work, one
way or another. In one medium or another
No material appears to be alien or un-
reachable.

Jonas Liverdd studied in the Netherlands
and Australia, but lives and works in
Malmoé. Crystal Wood was a seminal work
to him when it was first shown in 2004.
He describes it as his introduction on
the Swedish art scene. Liverdd returned
to the chandelier form in a 2009 work,
Cult of the Bigtime Sensorial. His in-
spiration was the décor of skulls in the
Sedlec Ossuary, a chapel in the Czech
Republic. “The chandelier form and the
chandelier are great because it seeks to
contain and represent everything at one
and the same time.”

/Andreas Nilsson

KIRSTEN ORTWED (1948-)

A motley group consisting of sixteen
shapeless pieces of metal is lying on

the floor of a balcony. The lumps of metal
are just lying there; some are stick-

ing out through the bars of the balcony.
It is true that a balcony sometimes fills
up with all kinds of junk or old plas-
tic chairs covered with grime from the
exhaust fumes of the city. But sixteen
metal lumps? It is hard to tell whether
the pieces are about to gather together
or to disperse. The cage-like balcony
keeps the group in place. We are unable
to walk around the work the way we do
with a sculpture. The railing becomes the
roped off enclosure of a museum, a fence
keeping the viewer at a distance, a sign
that the work is too valuable or sensi-
tive to touch. There is something myste-
rious about the balcony. The fact that it
has been removed from its natural sur-
roundings and placed in a gallery causes
something to happen. The constellation of
the piece makes you wonder whether Balcony
might not be a metaphor for something
else?

Knowing that Kirsten Ortwed has created
public commissions such as the monument
For Raoul Wallenberg (2000) on Raoul Wal-
lenbergs torg in Stockholm and Platform
(2006) for the East Jutland state prison
in Horsens, Denmark serves to reinforce
the cage-like shape of the balcony and
interpretations of imprisonment. But it
is also about precisely the opposite - it
is about freedom. The mass-manufactured
balcony railing seems to create a harmo-
nious interplay with the sculptural metal
lumps. They resemble each other somehow.

Kirsten Ortwed’s art is usually described
through the question of exactly how

the sculpture came to be. This is done
through her choice of material and for-
mat among other things. From the colossal
to the minute. From prefabricated ele-
ments and industrial products to classic
materials such as bronze and plaster. In
her piece Head Turned (1993) an ordi-
nary trailer serves as the plinth of the
sculpture. On it, she places two sculp-
tures in bronze and plaster protected

by an old transport railing. Chosen by
the National Museum for art in Copen-
hagen as the 2008 Sculptor of the Year,
Kirsten Ortwed took over the museum with
iron chains, fences, trailers and works
in wax. The sculpture hall was dominated

by Full Length, a 12 meter long piece,
weighing 13 tons. Kirsten Ortwed explores
the various energies formed in the room.
Forces that are usually described as
breaking up, breaking down, taking apart
and building up. Words that convey a
whispered message of the power of art and
its ability to describe the human desire
for peace and freedom. After war we re-
build; when we want change we break up.
/Nina Wenedikter

LARS NILSSON (1956-)

A couple of years ago I found a stranger
who had sneaked into my apartment. We
talked for a while, and then I showed him
out. Afterwards, I was seized by an un-
comfortable feeling. As I recall, I was
also somewhat shaken. In Lars Nilsson’s
works Self-portrait and Painting, pre-
sented in a single installation, we, the
viewers, are made to look into a room
that does not belong to us. There is
always a forbidden aspect to this: to see
and share what may be someone’s most pri-
vate side. Lars Nilsson is more present
in that installation than he had ever
been in any work up to that point (1993).

100 plexiglass boxes are suspended on
the walls. They are filled with household
garbage, what is needed for a tolerable
existence. 100 boxes, 100 days in the
artist’s life. 63 in New York, 37 in
Malmé. A different kind of diary where
the pattern of consumption reveals bad
habits and weaknesses, among other
things.

The furniture, from IKEA, and the floor
is a monochrome painting in gray. The
Swedish furniture marvel has become
even more anonymous, even more uniform
in Lars Nilsson’s work. The furniture
stands there, impersonal, silent and
still. Nordic severity here carried to
its extreme. In contrast to the boxes on
the walls. Filled to bursting with per-
sonality. With the artist himself. Lars
Nilsson’s art is both about voyeurism and
desire. Individual and general common
references coexist harmoniously. Most of
us may recognize ourselves in the fur-
nishings, while feeling like outside
observers when it comes to the garbage
on the walls.

The entire room is an idea about a soli-
tary individual in exile. Vincent van
Gogh’s spirit seems present. It is a
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strange feeling to look into this room.
It seems like a time capsule, where time
stands still. Almost ghostly. The room is
both anonymous and personal. Stylish and
messy. A banal and exaggerated minimalism
colliding with the Pop Art on the walls.

Lars Nilsson earlier held the title of
professor at Malmé Art Academy. He lives
and works in Stockholm. Having previously
focused on painting, Lars Nilsson in-
creasingly turned to installations,
sculpture and film in the 1990s.

/Andreas Nilsson

LEIF HOLMSTRAND (1972-)

Leif Holmstrand lives in Malmé. His artis-
tic work knows no borders and is close to
the bone. His ideas and projects sometimes
end up as theater, performance, stagings,
installations and words. Or everything
all at once! He is a living example of the
power of poetry within all artistic en-
deavors, at the same time as he advances
the positions of crafts and design.

When I Was a Little Girl was created in
2001-2002, but was given its final form in
preparation for an exhibition at Galleri
21 in Malmé in 2004. The doll was long
kept in Leif Holmstrand’s studio at Malmd
Art Academy before he got started. It was
like trying to overcome a sexual viola-
tion of a child that he had been forced
to commit. Before moving on, he first had
to identify with the doll/girl.

He started by sewing on childhood pictures
pictures that are partly visible under
the layers of cloth that were added. Leif
Holmstrand was determined to himself cro-
chet and tat the lace that was to ensnare
the girl but he found the work more than
he could take. Instead, he stitched to-
gether store-bought lace which also marks
the attitudes of the adult world toward
children.

When I Was a Little Girl is about the
birth of the self. Of child sexuality as
opposed to adult sexuality, Violations and
the dissolution of gender. The work her-
alds the costumes that Holmstrand later
used for his actions, vocal performances
and performance projects, especially the
clothes of his character Sally Rattenmann.

Leif Holmstrand has a unique ability to
interweave existential questions and the
most ethereal poetry.

/Bengt Adlers
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LOTTA HANNERZ (1968-)

Lotta Hannerz leads us astray in reality.
In labyrinthine fashion she breaks down
our sense of safety and control over the
way we navigate in space. She cheats our
eyes, opening up for new and unpredict-
able experiences and discoveries. Nothing
should be taken for granted. Everything
might change within the space of an in-
stant. In that way, life will become more
interesting and less routine at the very
moment that our senses desert us.

She studied under Erik Dietman (1937-2002)
at the Academy of Fine Arts in Stockholm
from 2000 until 2002. Erik Dietman trans-
mitted to his pupil his senseless, diso-
bedient, dizzying and respectful attitude
toward art. To work within different
arts, ignoring their boundaries to
promote cross-fertilization.

Passage is a work that forces us in on
false paths and which makes us feel the
floor sway under our feet as we try to find
our way. Is it on the left hand that the
thumb is on the right?

Passage 1s what Lotta Hannerz calls a
cut-out and consists of figures sawed out
from a panel. They create a narrative in
which leave to the eye of the viewer to
fill in the empty spaces and the barely
suggested perspective. The actual room
is reflected in a piece of acrylic glass,
consciously disturbing the safety of the
moment.

Lotta Hannerz lives in Paris, and her
wonderfully clever pieces bring a south-
ern breath of fresh air to the often too
serious Swedish art tradition. Life is
good where the laws of gravity no longer
rule and where the imagination is at
liberty to trample the freshly raked
flowerbeds.

/Bengt Adlers

MAGDALENA SVENSSON (1965-)

Magdalena Svensson’s constantly ongoing
motif is the circle. She applies the thin
acrylic paint in layers on the canvas.
Her choice of color varies - it may be
dictated by her mood or the impression
of a color that catches her eye in a
magazine that she is leafing through.
Magdalena Svensson avails herself of dif-
ferent moods, such as music or silence,
in order to focus on the painting proc-
ess. New color combinations then arise -

combinations which create new nuances in
the picture. The day and year that

the circle was painted becomes the title
of the work.

20 October 2006 is thus not just any

day, but becomes something like a memory
of the time that she painted that very
piece. Suddenly, the predictability of
Magdalena Svensson’s 20 October 2006 be-
comes less chained to ready-made inter-
pretations, hopelessly tied to planets
astrology or various life cycles. Her
delicate circle provokes questions con-
cerning time and possible choices. How do
we date and determine the age of an art-
work? How can we be sure of what we are
seeing and registering? To the artist, it
may be more important to start from the
exact point in time when the idea of the
work takes shape.

It is actually only when this piece is
unpacked and exhibited that this date
becomes the focus of attention for the
duration of the exhibition. Then it is
packed away once more. It may be exhib-
ited somewhere else, or maybe it is safely
kept in a museum warehouse. 20 October
2006 is then hidden from view in the

same way as our private and collective
memories.

Magdalena Svensson’s circle and its date
may offer other possible interpretations
influenced by the humble attitude that
Conceptual Art displays to time. It hones
our awareness of time and relates to one
of the best known motifs in Western art:
memento mori - Remember that thou must
die. The circle and life nevertheless
seem inescapably drawn to each other.
/Nina Wenedikter

MARIA FRIBERG (1966-)

Imagine the prototype of someone who is
powerful. Chances are that you thought of
a white middle-aged man, in a dark suit,
hair combed back, and an attaché case
under his arm. Or something like that.
Hollywood filmmakers often use readymade
stereotypes of that kind for narrative
technical reasons. By turning to a stere-
otype, they don’t have to waste their
time on describing the person. We know
just from seeing.

Maria Friberg’s narrative art is often
about power - or lack thereof. She has
often used the power stereotype in a

business suit, but placed him in situa-

tions and places at odds with the power
image. You can find an example by walking
along the harbor front outside Dunkers
Kulturhus. There, Maria Friberg has a
permanent piece which shows large men who
carry an entire house on their shoulders
The man is big and strong, a powerful
person. But he is also trapped and de-
fenseless in his responsibility for
carrying the house. The work is called
Atlanter (Atlases) and is well worth

a look for those who wish to acquaint
themselves with the artist.

Blown Out, too, has a kind of power
theme. The photograph demonstrates in a
simple way what it is like to find your-
self in a situation that you can’t quite
handle. The focus is once again on the
man, but this time without a suit. In-
stead, we find him lying down, surrounded
by one of the greatest and powerful ele-
ments in nature: the sea. To begin with,
the picture strikes you as pleasant: a
healthy person in his best years is going
for a refreshing swim in the sun. But
then you have another look. The expres-
sion on the man’s face is hard to read,
as is his position in the water. What
first struck you as a relaxed game in
shallow water need not necessarily be
just that. The man could just as soon

be in trouble. Alone and vulnerable. He
is naked under his suit, trapped in an
element over which he does not have full
control.

Maria Friberg seems to harbor a desire

to find a new masculinity, to widen the
concept beyond the norm. In her art, she
demonstrates that equality need not just
be a matter of accepting those who happen
to find themselves outside the norms, but
it could also be a matter of changing the
whole fundamental concept. To expand the
norm until it is able to include everybody.
/Marten Wennelin

MARIANNA UUTINEN (1961-)

One is more subdued than the next. They
are glossy. The surface is uneven. They
are attractive. The delightful, candy-
colored, shiny, glossy green surfaces
surprisingly evoke green marmalade candy
from Finland, sparkling green fireworks
with barium salt, green frogs in the rain
forest, or gummy candy, chlorophyll and
emeralds. I feel justified in leaving out
references to religion or the calming
qualities of the color green.
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Marianna Uutinen’s work radiates our own
age and popular culture. The glamour of
show business, disco glitter and kitsch,
the effects of an urban environment or
the fashion industry. Attractive, inter-
esting and desirable. In the midst of
these excesses there is a link to eve-
ryday life, to the familiar and the or-
dinary. Like the fact that green - in
contrast to red - means safety. It is for
instance the color for free passage in
traffic. In Sweden, the Standards Insti-
tute has decided that protective and first
aid equipment is to be marked by a cer-
tain shade of green.

Marianna Uutinen has been producing
collage-like acrylic paintings for more
than ten years, combining painting, pho-
tography and three-dimensional objects.
She started by forcing paint on the can-
vas and then pleating acrylic paint and
acrylic film on the canvas. Using this
piping technique she has painted panties,
combined panty hose and braided objects
on the canvas, and painted bubble wrap
on different colored surfaces. Her works
executed in a variety of techniques,
combine Conceptual Art, Pop Art and
Expressionist painting and installation
art. Her works conduct a natural dialogue
with both the modernist tradition of
painting and contemporary art.

The philosopher Julia Kristeva'’s concept
of the abject is sometimes associated
with Maianna Uutinen’s art. Abject is
something appears to attract us, but
which also gives rise to such loathing
that we may block it out or repress it.
We decide for ourselves what our attitude
to Green I-IT will be. It is like reading
a book in which we choose to fasten on
to the details thus risking to ruin the
whole. But the fragments form new ideas
and narratives just as in the painting
process. A special kind of fiction, a
virtual reality, which may start out

as the color green.

/Nina Wenedikter

MIKAEL ERICSSON (1959-)

During the attack on the World Trade
Center in New York on September 11, 2001,
other and smaller buildings around the
Twin Towers also collapsed. One of these
was referred to as Building 7. The build-
ing was not hit by the airplane but col-
lapsed on its own. Everything points to
an implosion.
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At the time, all eyes were on the Twin
Towers, but once the smoke had cleared,
Building 7 came to be the main focus for
the proponents of conspiracy theories.
Among the building’s tenants were the
CIA, the U.S. Secret Service, The Office of
the Mayor, insurance companies and banks
Perfect for a thriller. Was September 11
staged by the CIA in order to destroy
some sensitive material in Building 72
Did the Mayor have something to hide?
Where does the Secret Service come in?
The mystery is as murky as the clouds of
smoke generated by the disaster

There is something unfathomable about
the mechanisms of the disaster and the
way it affects us. The way our thinking
is knocked out and new thought hybrids
arise. The effects of shock on human rea-
son.

The art of Mikael Ericsson takes up these
questions. Picturing the core of disas-
ter. Placing the viewer in the eye of the
storm to observe the way reality collaps-
es all around. Experiencing powerless-
ness, but also fascination, as the storm
swirls around us. Feeling small before
forces that we are unable to affect, but
to affirm our willingness to understand
and find explanation and meaning in the
turbulence.

Mikael Ericsson creates his own truth
about the disaster, not in words but with
brushes and paint. A painter at heart, he
has explored most areas within art over
the years.

/Bengt Adlers

TRULS MELIN (1958-)

Truls Melin’s art emerges like familiar
memories, recollections that slowly have
lost their color, fused and been stripped
of their details. With self-confidence
courageous enough to allow silence to
speak, he has been creating sparse and
monochrome sculptures since the mid-
1990s, in which the delicate and sophisti-
cated always envelops the recognizable.

Truls Melin’s sculptures are related

to model building - although with the
exploratory intentions of the artist.
His idiom is restrained without becoming
minimalist. It bears traces of the ar-
chitecture of the fifties to the seven-
ties, and the Swedish “People’s Home” is
as present as in Roy Andersson’s films. A
large part of the attraction

of the sculptures is that they obstinate-
ly refuse to be pigeon-holed.

Childhood has always been where Truls
Melin goes to get his works, so also with
Terrier behind a Screen. The blackboard-
resembling screen with a dog - both in
green, Truls Melin’s signature color -
look like manifest memories or dream im-
ages from childhood. Draped in a membrane
of metallic green.

Truls Melin was born in Malmé. He attended
Forum Art School, Malmé and the Academy
of Fine Art in Copenhagen. He is repre-
sented at Malmdé Art Museum, Moderna
Museet, Norrképing Art Museum, The County
Museum of Ostergdtlands, Goteborg Art
Museum. He is presently working on a major
public art commission in Aalborg, Denmark.
He has lived and worked in Copenhagen
since the mid-1980s.

/Marten Wennelin

ULF ROLLOF (1961-)

Ulf Rollof’s installation Chairs is
constructed on a long track on which

two chairs move toward each other. Before
they collide, one of the chairs pulls
back, and the whole thing starts all
over. The movements of the chairs evoke

a body language that seems to imply
rivalry, the beginning of a quarrel, but
also a feeling of failing to make yourself
understood with something that must be
communicated. Regardless of how we inter-
pret the mood of the chairs, the furni-
ture pieces become a metaphor for human
presence or absence. The chairs evoke
thoughts of being mobile, even though you
are sitting still. Apart from the ques-
tion of our mobility, Chairs appears to
touch on matters concerning the way com-
munication gives rise to movement and
speeds beyond our ability to grasp it. A
wordless magic, in which our thoughts and
dreams are in constant communication with
external reality.

Following his studies at the Royal Uni-
versity College of Fine Arts in Stock-
holm, Ulf Rollof has created sculptures
and installations, often in large formats
and in unconventional materials such as
rubber. He is often occupied with the
problems concerning catastrophe, for
instance by creating tools to mitigate
the effects of disaster: an ice jacket
for desert wanderers or a heated chair
toboggan for Arctic explorers. Strad-

dling playful mechanics and contemporary
dystopic fantasies, the art of Ulf Rollof
is a dizzying journey from his childhood
games in the landscape of Blekinge to an
isolated Indian village devastated by an
earthquake outside Mexico City in 1981.

Ulf Rollof’s imaginative, usually techni-
cal, art evokes constructions created for
a post-apocalyptic landscape. An after-
the-disaster-place, populated by a few
survivors who invent a new technology
with the aid of a few scattered pieces of
tin from an earthquake. A kind of retro-
technology, adapted to nature and to con-
ditions over which humans have no con-
trol. But maybe flies, birds or butterflies
do? A recurring theme in the artist’s
works is a kind of technically sophis-
ticated bellows which inflate and deflate
like some kind of respiratory organ. The
1993 Documenta IX in Kassel contained a
pair of five meters tall bellows, Bellows
IX, which could contract and expand to
trap flies which were enticed with a scent
of manure and sugar

Ulf Rollof’s way of using technology and
large-scale machines in his art urge us
to confront a sense of our own vulner-
ability, the desire to give in and become
a victim to what we cannot control. In
this way, we may also come to understand
the paradoxes of nature and of life.

Realizing this, it seems to us as if the
chairs in Chairs are taking us for a
handcar trip on an old deserted railroad
track through a silent forest somewhere
in Sweden. The only thing you hear is

the sound of the thudding of the handcar
our own panting, and a crow flying flapping
past. The magic is exactly where we our-
selves are.

/Nina Wenedikter
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