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				Malene Landgreens værk Color State er en installation i et forløb over seks rum i Kunsthal Charlottenborgs nordfløj. Maleri og objekt omslutter beskueren i en lang abstrakt fortælling, hvor krop såvel som arkitektur og sted bliver sat i spil. Landgreens værk tilbyder sig som en åben struktur af frihed, mulighed og måske endda nye mentale rum.

				Landgreen insisterer på brug af farve og form som redskab til at skabe en situation eller et møde med beskueren. Linjen kridter væggen op med store perspektiviske lommer af spænd mellem fremspring og forsvindingspunkt. Farven accentuerer disse bevægelser, men det er kroppen og den menneskelige erfaring og oplevelse, der skal forankre udtrykket. 

				Med sit bidrag til udstillingen til vægs i Kunsthal Charlottenborg i januar 2009 og det efterfølgende værk til udstillingen Arena i Århus flytter Malene Landgreen sine installationer hinsides udsmykningsopgaven. Med stedsspecificiteten som greb og maleriet som medie udfolder Landgreen enorme mængder af abstrakt kunst, som åbner for andre og anderledes potentialer. Mentale og psykologiske rum ligger her in spe og dette aspekt bliver præciseret via tilføjelse af objekter i den aktuelle installation. 

				Color State indeholder således elementer, der fungerer som membraner mellem kunst og virkelighed. Her er et standur, der minder os om vores egen og kunsthistoriens tidslighed, og her er en trappe med små platforme for ophold – man kan helt konkret kravle op og ind i maleriet og sætte sig og se ud over Nyhavn. På denne vis suges virkeligheden konkret ind i værket.

				Kunsthal Charlottenborg ønsker at takke Malene Landgreen for hendes mod til at løfte denne opgave. Tak for et ekstraordinært godt samarbejde. 

				Tak til Vibeke Petersen og Lars Bent Petersen for fine bidrag til kataloget.

				Tak til Statens Kunstråds Billedkunstudvalg for produktionsstøtte og til Montana og Peter J. Lassen for materialer. Desuden tak til malermester Geert Hansen og filminstruktør Jesper Jargil.

			

		

		
			
				Malene Landgreen’s artwork, Color State, is an installation that unfolds through a sequential course of six rooms in Kunsthal Charlottenborg’s northern wing. Painting and various objects encircle the viewer in the form of an extended abstract narrative, where body as well as architecture and place are activated and put into play.

				Landgreen’s piece presents itself as an open structure of freedom, possibility and maybe even new spaces for the psyche.

				Landgreen insists on using color and form as tools for bringing about a situation or an encounter with the viewer. The line marks up the wall with large perspective pockets that span between protrusion and vanishing point. The color serves to accentuate these movements but it is the body and the human experience that have to anchor the aggregate expression.

				With her contribution to the til vægs [to the wall] exhibition here in Kunsthal Charlottenborg in January 2009 and a subsequent work created for the Arena exhibition in Århus, Malene Landgreen has brought her installations way beyond what is expected of the ordinary in situ decoration assignment. With site specificity as her underlying approach and painting as her chosen medium, Landgreen is unfurling vast quantities of abstract art, which open up to other and different potentials. Intellectual and psychological spaces can be found here in embryonic form and this aspect of her work comes to be clarified further through the addition of objects in her current exhibition.

				Color State accordingly contains elements that function as membranes between art and reality. Here, there is a grandfather clock that reminds us of our own and of art history’s temporality and here there is a stairway with small platforms where you can have a stopover. In an entirely concrete way, you can actually crawl up and into the painting and sit down and look out across Nyhavn. In this way, reality is concretely being absorbed into the artwork.

				Kunsthal Charlottenborg would like to express a round of gratitude to Malene Landgreen for her courage in facing up to this assignment. Thank you for an extraordinarily successful collaboration.

				Thanks to Vibeke Petersen and Lars Bent Petersen for first rate contributions to the catalog.

				Thanks also to the Danish Arts Council Committee for Visual Arts for their economic support of the production and to Montana, and especially Peter J. Lassen, for the firm’s generosity in providing materials. Moreover, thanks to the master painter, Geert Hansen, and film director Jesper Jargil.
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				“Isn’t it desperate optimism to talk about art when the world around us is at the breaking point? The one country is being swallowed up by another. People are being forced to flee from their own soil and seek shelter in other nations. Nationalism is becoming all over-shadowing, taking on larger dimensions than the human. And then you come to think that the most important thing worth fighting for is that humanity can regain its due justice again. It is humanism, in the strictest sense of the word, around which the struggle unfolds: equal and human rights for everybody. 

				In the midst of the furious and tremendous communities live the artists. And in their own ways, they do their part for freedom and human-ism; they certainly make their own contributions to the cause. The communities are heterogeneous and they are parted up into sharply divided groups. Consequently, neither is art con-stituted as a clear and distinct whole. However, the greater part of art tends to move to the side of democracy. Art can range from naturalism to abstraction – it doesn’t matter: almost all artists are aware that for them, freedom is a necessary condition of existence. Already in 1933, there were many who realized that politics, by and large, was either for or against the oppression of the people. By the autumn of 1937, at the moment when the modern style in painting and sculpture were doomed to be obliterated in Germany, it really became clear to the artists that there was a deep continuity in the culture. The modern style had been under attack before, not by a critical or professionally qualified authority, but rather by a mental offensive. One was struck by the impression that the actions transpiring south of the border were being apprehended with a certain degree of satisfaction here in Denmark by those who had always regarded the reaction to be glorified progress.

				As far as that goes, this is easy enough to understand. Think how the others of us will feel when, some day, it will start to blow the 

			

		

		
			
				”Er det ikke desperat optimisme at tale om kunst, naar verden omkring os er paa bristepunktet? Det ene land sluges af det andet, og folk maa flygte fra deres egen jord og søge ly hos andre nationer. Det nationale gøres til det alt overskyg-gende, større end det menneskelige. Saa synes man, det vigtigste maa være at kæmpe for, at det menneskelige kan faa sin ret igen. Det er humanismen i egentligste forstand, kampen staar om, lige og menneskelig ret for alle.

				Midt i de forrygende samfund lever kunstnerne, og de gør paa deres vis en indsats for frihed og humanisme. Sam-fundene er uensartede og skilt i skarpt delte grupper, og kunsten er derfor heller ikke en klar helhed. Men det meste af den gaar over paa demokratiets side. Den kan spænde fra naturalisme til abstraktion, det er lige meget, næsten alle kunstnere er klar over, at friheden er dem en livsfornødenhed. Allerede i 1933 saa mange, at politik i det store hele var for eller imod folkets under-trykkelse, og i efteraaret 1937 blev det for alvor tydeligt for kunstnerne, at der var en dyb sammenhæng i kulturen, dengang den moderne stil i maleri og skulptur skulde udslettes i Tyskland. Den havde været udsat for angreb før, ikke af kritisk saglig art, men af mental, og man fik det indtryk, at aktionen sydpaa blev modtaget med en vis tilfredshed herhjemme af dem, der altid havde set reaktionen som det ophøjede fremskridt.

				For saa vidt er det vel forstaaeligt nok. Tænk hvordan vi andre vil have det, naar det engang puster den rigtige vej for det, der virkelig er fremskridt i kunsten og landevinding for humanismen.” [1] 
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				1	Egon Mathiesen, Maleriets vej, Gyldendal København, 1946, p.11

					Egon Mathiesen, Maleriets vej, Gyldendal Copenhagen, 1946, p.11
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				Sådan beskriver den danske maler og børnebogsforfatter Egon Mathiesen nogle af de fordringer kunsten, kunstneren og ikke mindst verden står overfor i essayet MALERIET fra 1939. At sammenligne den politiske og kulturelle situation i Europa i trediverne med verden i dag kan måske virke som en urimelig og tendentiøs sammenligning. Men Danmark er i krig, og der er folk der flygter på tværs af landegrænser, presset af krig, ufrihed og fattigdom. Det ville heller ikke være helt sandt, hvis man påstod, at det nationale ikke længere udgjorde et væsentlig emne på den politiske dagsorden. I 1939 stod det meste af Europa foran en verdenskrig, genocide og ødelæggelser af nærmest ufattelige dimensioner. Med den historiske viden vi har om tiden efter 1939, kan det vel – forhåbentligt – ikke siges at stå helt så slemt til i dag.

				Når man læser Egon Mathiesens essay i dag, er der unægteligt spørgs-mål i teksten, der desværre virker sørgeligt aktuelle i dag. Fordringer som kunsten, kunstneren og verden stadig står overfor. Hvad kan kunsten eller maleriet i denne sammenhæng, og giver det overhovedet mening at beskæftige sig med kunst, hvad enten man er kunstner eller beskuer? Kunst og kunstnerisk aktivitet, som vi forstår det i dag, er en uadskillelig del af en europæisk fortælling om frihed. Det er her ikke væsentligt at skelne mellem god eller dårlig kunst, kedelig eller spændende, eller hvilke andre ord man måtte ønske at beskrive og validere sine kunstoplevelser med. 

				Individuel og politisk frihed er to nødvendige betingelser for, at det vi taler om som moderne eller samtids-kunst kan forekomme. En hvilken som helst kunstproduktion i dag kan ikke sætte sig ud over dette historiske vilkår, uanset om der er tale om politisk, kritisk, formel eller nogen anden kunst. Enhver kunstnerisk gestus vil derfor kunne ses som en politisk betinget og politisk handling. 

				Dette er en væsentlig præmis, hvis man som beskuer skulle stille sig det ikke urimelige spørgsmål, om hvorfor kunsten ikke ønsker at kommunikere om andet end sig selv, udelukkende interessere sig for formelle problemer, som kan forekomme så uendeligt 

			

		

		
			
				right way for that which really is progress in art and the step forward for humanism.” [1]

				This is how, in his essay, The Painting, from 1939, the Danish painter and children’s book author, Egon Mathiesen, describes some of the demands that art, the artist, and especially the world were facing at the time. Now, comparing the political and cultural situation in Europe in the thirties with the world today might seem to be an unreasonable and unfairly biased comparison. However, Denmark is at war and there are people who are fleeing across national borders, after having been driven out of their homes by war, poverty and lack of freedom. Nor would it be entirely true to claim that national-ism no longer constitutes an important topic on the political agenda. In 1939, the greater part of Europe stood before a world war, genocide and destruction of almost incomprehensible dimen-sions. With the historical knowledge we have about what happened in the period after 1939, let us hope that we cannot claim that things are really as bad as all that in the present day.

				When we read Egon Mathiesen’s essay today, there are, undeniably, questions in the text that unfortunately, seem to be woefully topical today: demanding issues that art, the artist and the world are still facing. What can art or painting do in this connection? Does it make any sense at all to become engaged with art, whether you are an artist or you are a spectator? Art and artistic activity, as we understand the scenario today, are inalienably entwined aspects of an ongoing European story of freedom. It’s not important here to distinguish between good or bad art or between boring or exciting art, or whatever other terms you might want to use, when describing and validating your own experiences with art.

				Individual and political freedom are two indispensible elements in rendering it so that what we are talking about as modern or contemporary art can appear in the first place. Any kind of art production whatsoever, in the present day, cannot set itself in opposition to these historical circumstances, regardless of whether it is a matter of political, critical, formal or any other kind of art. Every artistic gesture will therefore lend itself to being considered a politically contingent and political action.

				This is an important major premise when one, as a spectator, is compelled to ask him/herself the not unreasonable question about why art does not want to communicate about anything except itself, i.e. why art is interested exclusively in formal problems that can occur to be so infinitely inconsequential in a world 
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				ligegyldige i en verden præget af finanskrise og skandaler, fattigdom, intolerance og egoisme.

				Svaret – hvis der er et – er hverken simpelt eller entydigt uden problemer. Virker det ikke helt håbløst at vende tilbage til spørgsmålet om humanisme eller menneskets vilkår, om man vil? Denne humanisme der stort set har været fraværende i al væsentlig kunstkritik siden Clement Greenberg og i særdeleshed har været fraværende i konceptuelle praksisser og italesættelser. For en god ordens skyld må jeg her indskyde, at jeg ikke tror, at kunst kan løse sociale og økonomiske problemer. Den tyske politiske tænker Hannah Arendt beskriver blandt andet i The Origins of Totalitarianism, hvordan ligegyldighed eller ønsket om (ansvars)frihed fra det politiske og frihedsbegrebernes principper generelt er en forudsætning for totalitære styreformer.

				Kunsten, den moderne og samtids-kunsten, opererer ikke i en sådan ligegyldighed og ansvarsfrihed, og det er en del af dens historiske opgør at være bundet af andre regler end dens egne. Den frihed, det giver kunstneren, er, som Egon Mathiesen argumenterer, en del af ”demokratiets kultur” og historie. Den kunstneriske frihed kan ikke adskilles fra den politiske, da de er en del af en fælles historie. Dette gav også beskueren en frihed, retten til at tænke selv, til selv at skulle opleve på baggrund af egne erfaringer og tage stilling til det oplevede uden at være bundet af regler. Det er ikke altid let hverken som menneske eller beskuer at håndtere denne frihed. Det kræver ofte forudsætninger, der ikke nødvendigvis er transparente i det værk, man står overfor eller i, hvis der er tale om instal-lationer. Men det er en nødvendighed i et demokrati at kunne forhandle denne situation, uanset om det er et kunstværk eller et politisk spørgsmål, man står over for. 

				Når man som beskuer møder, eller rettere, bevæger sig ind og rundt i installationen Color State, er det første, man møder, rummet. Det er muligt, det opleves som om blikket først møder farven i form af pigment rørt op i en binder, maling, men at kroppen er i rummet, er en nødvendighed for at blikket kan registrere de farver og 

			

		

		
			
				that is becoming so disfigured by financial crises and scandals, poverty, intolerance and egoism.

				The answer – if there is one – is neither simple nor unequivocally devoid of problems. Doesn’t it seem utterly hopeless to return to the question of humanism or the human condition, as it were? This humanism has been sorely lacking, for the most part, in all major art critique since Clement Greenberg and has been conspicuously absent, especially in conceptual praxes and discourses. For the sake of clarity, I must interpolate here that I do not believe that art can solve social and economic problems. The German political thinker Hannah Arendt describes especially lucidly, in The Origins of Totalitarianism, how indifference and apathy or the desire for freedom (of any responsibility) from the political and freedom conceptions’ principles, in general, constitute a precondition for totalitarian regimes. 

				Art, the modern and contemporary art, does not operate within such an apathetic indiffer-ence and freedom from responsibility and one essential aspect of its own historical confronta-tion is to be bound by rules other than its own. The freedom this gives the artist is, as Egon Mathiesen argues, one aspect of “democracy’s culture” and history. The artistic freedom cannot be dissociated from the political, since they are both parts of a common history. This also afforded the viewer a freedom, the right to think for him/herself, to be able to experience for him/herself on the basis of his/her own experiences and take up a position in response to what is being experienced without being bound by rules. It is not always easy, either as a person or as a spectator, to handle this freedom. Doing so frequently calls for prerequisites that are not necessarily immanently transparent within the artwork that one might happen to be looking at or, in the case of installations, might happen to be standing inside of. But being able to negotiate this kind of situation is a necessity within a democracy, whether it is a work of art or a political question we are standing in front of. 

				When you as a spectator meet, or rather, when you move your way into and around, the installation, Color State, the first thing you experience is the space. Quite possibly, it might feel as though the gaze first meets the color in the form of pigment stirred up into a binder, that is to say, paint. But the fact that the body is present in the room is a sine qua non for the sight’s being able to register the colors and forms that demarcate and define the space. It is not a painting that we meet, as viewers, but rather an installation, even though it 
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				former, der afgrænser og definerer rummet. Det er ikke et maleri, vi møder som beskuere, men en installation selvom det umiddelbart deler en række karaktertræk med maleriet. En instal-lation skal her forstås som et rumligt værk, der udspiller sig med beskueren som centrum. 

				Det kan synes som en trivialitet i dag at påpege den forskel, der ligger i installation som forskellig fra det klassiske, modernistisk møde med værket. I en klassisk modernistisk optik møder beskueren individuelt værket, der er afgrænset fra andre værker, i øjenhøjde, positioneret foran værket i en ”passende” afstand, dikteret af værkets skala. Et møde der, på trods af at det er i øjenhøjde, ikke er et egalt møde og aldrig kan blive det, da værket og beskueren er i hver deres tid, der godt nok mødes i betragtningens øjeblik. Men det modernistiske værk eksisterer både ideologisk og i praksis uden for, i en transhistorisk tid der flyder gennem alle tider, registeret af og i kunsthistorien. I praksis fordi den danske museumslov forpligter danske museer til at opbevare og konservere indkøbte værker evigt. 

				Installation derimod er altid temporær og spatial. Den er midler-tidig og steds-specifik bundet enten betydningsmæssigt, arkitektonisk eller begge dele, til det sted den er. Installation deler hermed et væsentligt vilkår med beskueren, hvis liv altid er temporært, bundet til tid og sted. Heri ligger der en væsentlig distinktion mellem installationen og et klassisk modernistisk blik på maleriet, værket, selvom der, som i Color State, i stor udstrækning arbejdes med et billedplan og en overflade, der er ren materiel, som vi kender det fra et klassisk modernistisk maleri. 

				Den materielle overflade er bog-stavelig. Det skal forstås helt konkret som farve eller farver bestående af pigment rørt op i en lim og applikeret i forskellige mønstre eller former på en flade. Billedplanet, der er skarpt adskilt fra overfladen er derimod en fiktion, en optisk illusion, genereret i beskuerens møde med den tørre pigment på flade eller i det her tilfælde væggen. Hvor skarpt adskilt konceptuelt disse to planer end er, er de ikke desto mindre helt afhængige af hinanden, fordi det netop er her i dette møde, at det 

			

		

		
			
				immediately shares a number of character-istic features with painting. An installation has to be understood here in the sense of a spatial work that unfolds itself with the viewer as the center.

				Today, it might seem trivial to point out the salient characteristic that lies in the installation as distinguished from the classic modernist encounter with the work. In a classic modernist optics, the viewer individually meets the artwork, which is delimited (separated) from other artworks, at eye level, while he or she is positioned in front of the work at a “suitable” distance, as dictated by the work’s scale: a meeting which, notwithstanding the fact that it transpires at eye level, is not an even meeting and can never be an even meeting, because the artwork and the viewer are each occupying their own respective times, which do indeed converge in the contemplative moment. However, the modernist work exists both ideologically and in practice, both beyond and within a trans-historic time, which flows through all times, registered by and into art history: in practice, because the Danish legislation regulating museum activities obligates Danish museums to store and preserve the artworks they have purchased forever.

				The installation, on the other hand, is always temporary and spatial. It is pro-visional and site-specifically bound to the place it is, either architectonically or with respect to its significance, or both. The installation accordingly shares an important condition with the viewer, whose life is always temporary and bound to time and place. Herein lies the essential distinction between the installation and a classical modernist view of painting, i.e. the artwork, even though – as is the case in Color State, to a significant extent – efforts are being made with a pictorial plane and a surface that are pure material, as we know them from a classic modernist painting. 

				The material surface is literal. It must be understood in an entirely concrete sense as color or colors consisting of pigment stirred up within a kind of glue, applied in different patterns or forms onto a surface. The pictorial plane, which is sharply separated from the surface, on the other hand, is a fiction, an optical illusion, generated in the viewer’s encounter with the dry pigment on the surface or, in this case, on the wall. No matter how sharply separated, conceptually, these two plans might happen to be, they are nonetheless 
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				konkrete materielle møder det mentale optiske. 

				Der gives mange forskellige formelle greb og kompositoriske metoder til at flytte beskuerens blik rundt imellem billedplanet og overflade. Af disse er fejlen en af de væsentligste og vanske-ligste. Ikke bare fordi det vil være en selvmodsigelse at udvikle en fejlens metodik, men også fordi fejlen let bliver en kunstnerisk og menneskelig kliche. For at undgå disse konnotationer vil det måske give mere mening at bruge et begreb fra computerindustrien og sær-ligt computerspillet. Her opererer man med begrebet en glitch. En glitch opstår på baggrund af en programmeringsfejl eller en kortlivet fejl i et system. Den kan producere uintenderede resulta-ter eller adfærd i softwaren i form af eksempelvis grafikfejl eller direkte systemsammenbrud. I et computerspil kan en glitch for eksempel vise sig i form af en grafikfejl, hvorved man kan bevæge sig uintenderet direkte gennem en væg til en ny lokalitet, der ikke er der eller burde være der. På samme måde kan en glitch imellem værkets materielle overflade og det virtuelle billedplan udgøre den nødvendige membran, der giver beskueren mulighed for at bevæge sig mellem de to planer. Det er netop i denne glitch eller fejl, at værkets muligheder lukker sig op. Det er gennem denne ”programmerings-fejl”, som er en konsekvens af alt, det der ikke kunne forudses, at beskueren møder det, der ikke er intenderet, det uventede. Det er her værket bliver nærværende, og hvor det menneskelige vilkår eller mennesket bliver synligt. 

				På samme måde bliver standuret, der er placeret i det første eller sidste rum, alt efter hvilken vej man bevæger sig igennem udstillingen, et centralt motiv i installationen. Dette ur er ikke bare det, vi kender fra hollandske vanitasmotiver, hvor det konstant skal minde os om vores forestående død, selvom det også er del af dens symbolske betydning, men snarere et ur lånt hos surrealismen. Et på alle planer ”outmoded” objekt. Et objekt der ikke længere er moderne, men outmoded, ”som fem år gamle kjoler”, som Walter Benjamin beskriver det i essayet Surrealism. [2] 

				Dette outmodede objekt, standuret, fungerer her som en glitch mellem 

			

		

		
			
				entirely co-dependent on each other because it is, quite precisely, right here in this encounter that the concrete material meets the mental, optical gaze.

				There are many different formal holds and compositional methods of moving the viewer’s gaze around between the picture plane and the surface. Of these, the flaw is one of the most important and one of the most difficult, not only because working up and developing a flaw’s methodology would amount to a con-tradiction in terms, but also because the flaw easily becomes an artistic and human cliché. In order to avoid these connotations, it might make more sense to make use of a concept from the computer industry and especially from computer games. Here, people operate with the concept of a “glitch”. A glitch arises on the basis of a computer-programming error or a short-lived malfunction in a system. It can bring about unintended results or behavior in the software in the form of graphic errors, for example, or in the form of out-and-out system crashes. In a computer game, a glitch can manifest itself in the form of a graphic error, by means of which one can move, un-intentionally, directly through a wall into a new locality which is not there or which should be there. In much the same way, a glitch situated between the artwork’s material surface and the virtual picture plane constitutes the requisite membrane that gives the viewer the chance to move his or her way between the two planes. It is precisely in this glitch or error that the artwork’s possibilities open themselves. It is through this “programming error,” which is a consequence of all that could not be predicted, that the viewer meets that which has not been intended, that he or she meets the unexpected. And it is here that the artwork becomes present and where the human condition, or the human being, becomes visible.

				Similarly, the grandfather clock that is positioned in the first or the last room (depending, of course, on which way one chooses to move around through the exhibition) becomes a central motif in the installation. This clock is not only the one we are familiar with in the vanitas motif in Dutch still life paintings, where it is supposed to remind us, constantly, of our impending death, although this is also one aspect of the grandfather clock’s symbolic significance. This is rather a clock borrowed from surrealism: an object which on all levels is “outmoded,” an object that is no longer modern, but is beginning to become extinct, like “the dresses of five years ago” that Walter Benjamin conjures up in his essay, Surrealism. [2]

			

		

		
			
				2	Walter Benjamin, Surrealism – the last snapshot of the European Intelligentsia, 1929, in Reflections: Essays, Aphorisms, Autobiographical Writings, Schocken, New York, 1986 

					Walter Benjamin, Surrealism – the last snapshot of the European Intelligentsia, 1929, in Reflections: Essays, Aphorisms, Autobiographical Writings, Schocken, New York, 1986
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				fortiden og nutiden. Standuret accentuerer hastighed i den temporære oplevelse af et objekt, der har været moderne og en selvfølgelig del af en kulturel selvforståelse, men som nu fremstår gammelt og kitchet, afløst af nyere og mere fashionable objekter. Standuret er samtidigt det punkt der afsætter en nødvendig menneskelig skala i Color State’s monumentale planer og flader, for at vi som beskuere kan forhandle den frihed, som værket tilbyder. En frihed der er politisk, ikke bare fordi den er en del af de historiske forudsætninger for at værket er til, men fordi det fordrer, at vi som beskuere forvalter denne historiske arv til at tænke selv som mennesker.

			

		

		
			
				This outmoded object, the grandfather clock, functions here as a glitch between the past and present. The grandfather clock accentuates the immanent acceleration in the temporary experience of an object that has once been modern and an obvious part of a cultural self-awareness but now appears old and kitschy, having been replaced by newer and more fashionable objects. The grandfather clock is simultaneously the point that plots out a necessary human scale in Color State’s monumental planes and surfaces so that each one of us, as the viewer, can negotiate the freedom the work offers: a freedom that is political, not only because it is one aspect of the historical pre-conditions for the artwork’s coming into being but also because it requires that we, as viewers, manage and administrate the responsibility implied by this historic legacy in order to think for ourselves, as human beings.
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				“Art offers the possibility of complete idealism. It is an idea of what life could be and not of what life is.” [1]

				When Malene Landgreen volunteers such a statement, she places herself in the midst of an important discussion about the significance of art that has been going on perpetually throughout history. Painting happens to Landgreen’s point of departure and it is through this medium that we have the opportunity to explore what lies behind such a statement, both when her paintings are set into a historical context and when we examine what her inten-tions are with painting. It would be tempting to pan in with an even sharper focus on what is seated intrinsically within such a statement, issued from the mind an artist who, since the 1990s, has been an important contributor within the field of new bids on what painting, as a bearer of meaning, actually contains and on how its surface and space can be extended.

				Since the Renaissance, painting has been a choice medium for being able to express feelings and discuss aesthetic issues. Through the ages, many philosophers, artists and critics have given their bids on these kinds of discourses. The relationship between the aesthetic and the beautiful in art has been one of the most important topics. One question that has often been posed is this: Are the aesthetic and the beautiful inseparable (conceptual) dimensions or should they rather be perceived as two autonomous conceptions that do not necessarily have anything to do with each other?

				However, it is one thing to discuss how philosophers and art critics define art and another to speak about how the artist constantly attempts to pose questions about art’s sphere of concern. The artist’s insight into just how she stands in a position to identify or take up 

			

		

		
			
				At være maler uden at lave billeder

				Vibeke Petersen

			

		

		
			
				Being a painter without making pictures

				Vibeke Petersen

			

		

		
			
				”Kunsten giver mulighed for fuldkom-men idealisme. Den er et bud på, hvad livet kunne være og ikke, hvad det er.” [1]

				Når Malene Landgreen kommer med et sådant udsagn, placerer hun sig midt i den til alle tider vigtige diskussion om kunstens betydning. Maleriet er hendes udgangspunkt, og det er gennem dette, at vi har mulighed for at undersøge, hvad der ligger bag et sådant udsagn. Både når hendes maleri sættes ind i en historisk sammenhæng, og når vi undersøger, hvad hendes intention er med maleriet. Det er fristende at stille skarpere ind på, hvad der ligger i sådan et udsagn, der kommer fra en kunstner, som siden 1990erne har været en væsentlig bidragyder indenfor det nye bud på, hvad maleriet som betydnings-bærer indeholder, og hvordan dets flade og rum kan udstrækkes. 

				Siden renæssancen har maleriet været et udsøgt medie til at kunne udtrykke følelser og diskutere æstetiske problem-stillinger. Mange filosoffer, kunstnere og kritikere har gennem tiden givet deres bud på disse. Forholdet mellem det æstetiske og det skønne i kunsten har været ét af de væsentligste emner. For eksempel: Er det æstetiske og det skønne uadskillelige størrelser, eller skal de opfattes som to selvstændige begreber, der ikke nødvendigvis har noget med hinanden at gøre?

				Men én ting er, hvordan filosoffer og kunstkritikere definerer kunsten, en anden er, hvordan kunstneren til en-hver tid forsøger at sætte spørgsmål til kunstens anliggende. Kunstnerens ind-sigt i, hvordan hun er i stand til at påpe-ge eller tage et tema eller et sagsforhold 

			

		

		
			
				1	Landgreen citat i Tine Nygaard≠: Her own place Malene Landgreen in situ projekter 1997-2003, København, 2003, p.3

					Landgreen quoted in Tine Nygaard: Her own place Malene Landgreen in situ projekter 1997-2003, Copenhagen, 2003, p.3
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				op, som set fra hendes vinkel giver nye åbninger i hendes arbejde, vil altid have første prioritet. Intellektualiseringen af kunsten vil ligge implicit i værket fra kunstnerens side. Men først og fremmest er det registrering, sansning og tolkning af sagsforhold, som kunstneren er en del af – det være sig i forholdet til kunst-nerens dagligliv eller i forholdet til de overordnede samfunds-perspektiver. Udgangspunktet for kunstnerens arbejde og det resultat, der i sidste ende mani-festerer sig i form af et enkelt værk, i form af større værk-projekter og i sidste ende af kunstnerens samlede livsværk, rummer den kreative vilje til at finde nye veje i kunstens måde at manifestere sig på eller ved at genopdage eller gen-fremsætte allerede definerede kunst-diskussioner gennem sit kunstneriske virke. Derfor er Landgreens udsagn ovenfor interessant og lad os se, hvor det fører os hen.

				Op gennem det 20. århundrede har det været tydeligt, at skønhedsbegrebet indenfor kunsten har været udsat for en konstant nedskydning. Der har været mange forsøg på at komme omkring det skønne, som med Immanuel Kant i 1700-tallet fik sin første fortaler for, atdet æstetiske var et subjektivt anlig-gende. Kant betragtede det æstetiske som et begreb, der styrede vor opfat-telse af, hvad der var skønt, og når dette var tilfældet, var vi også i stand til at adskille den gode smag fra den dårlige smag. Det æstetiske blev blandt andet til et smagsanliggende. Den overordnede diskussion drejede sig om, hvordan vi opfattede naturen i forhold til kunsten. 

				Filosoffen Arthur C. Danto diskuterer i sin bog The Abuse of Beauty – Aesthetics and the Concept of Art, hvordan vort forhold til det æstetiske og det skønne har ændret sig. Hans ærinde er at undersøge, hvordan vi gennem filosofien bliver gjort opmærksom på kunstens potentiale, som nedbryder af vante forestillinger og opbygger af ”noget andet” både mentalt og fysisk. 

				Hos Kant var æstetikken og det skønne forbundet, det skønne lå implicit i vores måde at definere det æstetiske på. Hans definition var at: ”naturen er skøn fordi den ligner kunst” mens ”den skønne kunst må ligne naturen”. Kants betydning for al diskussion 

			

		

		
			
				a theme or a matter – which, regarded from her vantage point, engenders new openings in her work – will always have first priority. The intellectualization of art will lie implicitly in the work from the artist’s side. But first and foremost, there are the registration, the sensing and the interpretation of matters in which the artist plays a part – whether these be in relation to the artist’s daily life or in relation to the overall societal perspectives. The starting point for the artist’s work and the end result that manifests itself in the form of a single work, in the form of larger work projects and ultimately in the artist’s entire oeuvre, encompass the creative will to find new pathways within art’s mode of manifesting itself in – and through the rediscovery or the re-introduction of – previously defined art discussions running through her artistic work. For this reason, Landgreen’s statement, cited above, is especially interesting. Let’s see where it leads us. 

				Up through the 20th century, it has been clear that in the context of art, the concept of beauty has been subjected constantly to being shot down from its lofty perch. There have been many attempts to move around and encircle the beautiful which, with Immanuel Kant in the eighteenth century, obtained its first advocate espousing that the aesthetic was a subjective matter. Kant considered the aesthetic a concept that guided our perception of what it was that was beautiful. And when this proved to be the case, we were also capable of distinguishing between what was good taste and what was in poor taste. The aesthetic dimension became bound up to a question of taste. The overall discussion revolved around how we perceived nature in relation to art. 

				In his book, The Abuse of Beauty – Aesthetics and the Concept of Art, the philosopher Arthur C. Danto discussed how our relationship to both the aesthetic and the beautiful have changed. His mission has been to examine how we, through philosophy, have managed to attune ourselves to art’s potentials, which are broken down by our customary notions and are constructed by ‘something else’, both mentally and physically. 

				In Kant’s approach, the aesthetic and the beautiful were conjoined with each other. The beautiful was seated implicitly in our way of defining aesthetics. His definition was this: “Nature is beautiful because it looks like art”, while “beautiful art must look like nature.” Kant’s importance with respect to all the discussion within the field of art theory that followed after his efforts is beyond dispute. 
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				senere inden for det kunstteoretiske område er indiskutabel. 

				Georg Wilhelm Friedrich Hegel derimod kom op med en egentlig kunstæstetik, der adskilte naturen og kunsten. Hvis der skulle tales om natur, var det kunstens natur. Det drejede sig om kunsten som en realitet i sig selv. Kunsten var i stand til at ”udøve sansning, følelse, intuition, forestil-lingsevne”. Hegel betragtede kunsten som et instrument til at påvirke os ikke blot ved at opfylde vore sanser, men i særdeleshed ved at kunsten befandt sig på samme niveau som religion og filosofi og var betydningsbærende som disse. Kunsten handler om noget i forhold til naturen, som ikke udsiger noget, men er. Siden da har man kunnet finde modreaktion til Hegels påstand om, at naturen ikke er i stand til at indgive betydning. Kunstnere, der definerer naturen som et guddommeligt visuelt sprog, vil opponere. Ikke desto mindre er det med Hegels adskillelse mellem naturen og kunsten, at der sker en intellektualisering af kunsten. Kunsten gøres til et objekt, der under-lægges den kunsthistoriske videnskab.

				Hegel slog fast, at kunstens natur i sig selv rummede ’en anderledeshed’, ’noget andet’, som ikke kunne defineres ud fra naturens (det naturliges) præmisser. Hegel udvidede kunstens skønhedsbegreb, noget som vi stadig slås med hver gang en generation af unge kunstnere erobrer kunstens rum. Selvom Hegels definition af det skønne og det æstetiske tager udgangspunkt i det klas-siske kunstværk, har hans filosofi åbnet for andre mulige teoretiske refleksioner over, hvad kunst drejer sig om. [2]

				Kunstens position i dag, er forandret ved at kunstneren har sprængt de klas-siske værkkategorier. Denne ’sprægning’ er også sket institutionelt gennem en gradvis udvidelse af værkbegrebet, hvor enhver ting eller aktivitet kan defineres som kunst. Denne udvikling har været godt hjulpet på vej af kunstinstitutionen, og her er ikke kun tale om museet, men i ligeså høj grad alle de andre typer af kunstinstitutionelle forehavender både offentlige og private: akademiet, galleriet, udstillingen og kunstmarkedet i det hele taget. Et interessant eksem-pel på overskridelse af maleriet som en klassisk værkkategori finder vi i Landgreens konfrontation med Matisse.

			

		

		
			
				Georg Wilhelm Friedrich Hegel, on the other hand, came up with a genuine aesthetics of art that differentiated between nature and art. If there was going to be any talk about nature, it would have to be about art’s nature. His aesthetics had to do with art as a reality in itself. Like natural beauty, artistic beauty “presents itself to sense, feeling, intuition, 

				imagination.” Hegel considered art an instrument for affecting and influencing us, not merely through the agency of satisfying our senses but even more especially because art was situated on the same level as religion and philosophy and like these two avenues, art was capable of carrying significance. Art treats of something in relation to nature, which does not predicate anything but just is. Since the time that Hegel came forth with his ideas, people have been able to formulate objections to Hegel’s assertion that nature is incapable of inspiring us with a sense of meaning. Artists who define nature as a divine visual language would certainly stand in opposition to such a notion. Nonetheless, it is with Hegel’s separa-tion of nature and art that an intellectualization of art transpires. Art is turned into an object, which becomes placed under art historical epistemology.

				Hegel insisted that art’s nature, in itself, contained ‘an otherness’, ‘something else’, which could not be defined on the basis of nature’s (or the natural’s) premises. Hegel expanded art’s notion of beauty, something that we still struggle with every time a new generation of younger artists conquers art’s territory. Even though Hegel’s definitions of the beautiful and the aesthetic take their point of departure in the classical work of art, his philosophy has served to open up other possible theoretical reflections about what it is that art revolves around. [2]

				Art’s position in the present day has changed, to some extent, because the artists have burst open the classic work categories. This ‘bursting open’ has also transpired on an institutional level, through a gradual widening of the work concept, whereby any thing or activity can be defined as art. This line of development has, of course, been helped along the way by the art institution. In this connection, we are speaking not only about the museum but just as much about other types of art institutional ventures, both the public and the private: the academy, the gallery, the exhibition and the art market, on the whole. We can spot a rather interesting example of the transgression of painting as a classic work category when we consider Landgreen’s confrontation with Matisse.

			

		

		
			
				2 Arthur C. Danto, The Abuse of Beauty – Aesthetics and the Concept of Art, The Paul Carus Lecture Series 21, Open Court, Chicago and La Salle, Illinois, 2006. Kapitel 3, p.61-80.

					Arthur C. Danto, The Abuse of Beauty – Aesthetics and the Concept of Art, The Paul Carus Lecture Series 21, Open Court, Chicago and La Salle, Illinois, 2006. Chapter 3, p.61-80.
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				Fra udstillingen Matisse &, Statens Museum for Kunst, 2005. Foto: Anders Sune Berg

				From the exhibition Matisse &, National Gallery of Denmark, 2005. Photo: Anders Sune Berg
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				Landgreen & Matisse

				I 2005 blev Malene Landgreen inviteret til at deltage i udstillingsprojektet MATISSE & på Statens Museum for Kunst. Udover Landgreen var også den danske videokunstner Jesper Just og den finske fotokunstner Aino Kannisto inviteret. Udstillingens afsæt var at vise 9 hovedværker af Matisse fra perioden mellem 1905 og 1918, som er i museets samling. Det var i denne periode, at Matisse manifesterede sig som én af de toneangivende kunstnere inden for et nyt ekspressivt maleri. 

				Dette ekspressive maleri blev studeret grundigt af unge kunstnere, både hvad angik hans teknik, formelle kompositio-nelle løsninger, og hvilke muligheder der lå i selve mediet maleri som billede og rum og som emne for kunstens nye veje.

				Udstillingens idé var at lade 3 samtidskunstnere forholde sig konkret til Matisse-værkerne set med deres blik. Jesper Just og Aino Kannisto valgte at præsentere deres bud på, hvordan for-skellige typer af identitet manifesterede sig i deres værker med kunstneren som centrum for identitetsskiftene. 

				Som maler valgte Landgreen at gå direkte i kødet på Matisse. Identitets-problematikken blev hos Landgreen afprøvet på en helt anden måde. Her blev konfrontationen langt mere direkte. Udstillingens ni Matisse-malerier var ophængt i et rum for sig, og det var dette rum Landgreen gik i clinch med. 

				At spille op til så berømt en kunstner som Matisse kræver ikke så lidt af et vovemod. Kender man til Landgreens arbejde med maleriet, bliver det indly-sende, at det både var en uimodståelig, men også en udfordrende opgave hun satte sig selv på. 

				Hvordan løste hun så denne opgave? Hun valgte at skabe en ramme omkring Matisse-malerierne gennem forskellige maleriske og skulpturelle greb. I erkendelse af at styrkeforholdet var uligt, underspillede Landgreen sin rolle på en ganske raffineret måde. Hendes greb blev at markere og understrege. Podielignende skulpturelle geometriske og organiske former var placeret på gulvet under flere af Matisse-værkerne og bemalet. De maleriske markeringer på væggene skete på forskellige måder. 

			

		

		
			
				Landgreen & Matisse

				In 2005, Malene Landgreen was invited to take part in an exhibition project at the Statens Museum for Kunst (The National Gallery of Denmark) in Copenhagen that was entitled MATISSE &. Besides Landgreen, the Danish video artist, Jesper Just, and the Finnish photo artist, Aino Kannisto, were also invited. The jumping-off point of the exhibition was to show nine main works by Henri Matisse dating from the period between 1905 and 1918, which are in the museum’s collection. It was during this period that Matisse manifested himself as one of the leading artists within the realm of a new expressive style of painting. 

				This expressive approach to painting has been studied in a thorough way by younger artists, with respect to Matisse’s technique, with respect to the formal compositional solutions and with respect to what possibilities were seated in the medium of painting itself, as image and space and as a theme for art’s new directions.

				The exhibition’s guiding concept was to encourage three contemporary artists to address their efforts specifically to the Matisse works, as seen through their eyes. Jesper Just and Aino Kannisto chose to present their bids on how different types of identity were manifest in their own works, where the artist was stationed as the center around which identity changes. 

				As a painter, Landgreen chose to approach Matisse very directly and move right in under the master’s skin. The identity problematic was being examined and tested out in an entirely different manner in Landgreen’s work. Here, the confrontation was far more direct. The exhibition’s nine Matisse paintings were hung in a room of their own. It was this room that Landgreen engaged in a clinch. 

				Now, playing up against an artist as renowned as Matisse certainly calls for quite a bit of daring. To those who are familiar with Landgreen’s work with painting, though, it ought to appear obvious that it was an irresistible but also a daunting task that she was dedicating herself to facing. 

				How did she go about solving the assignment? She chose to create a frame around the Matisse paintings through different painterly and sculptural approaches. In recognition of the fact that the relationship of effective power was not a balanced one, Landgreen underplayed her role in an altogether sophisticated fashion. Her approach was to mark out and to accentuate.

				Podium-like sculptural, geometric and organic forms were placed on the floor beneath several of the Matisse works and they were also 
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				Bag de fleste af Matisse-værkerne havde Landgreen malet direkte på væggen med enten forskellige typer af penselstrøg, linieforløb eller farvede flader.

				Bag de to portrætter af Matisse og hans hustru markerede Landgreen det betydningsbærende både på det formelle plan og på det psykologiske plan. Hun fremhævede gennem sine kompositio-nelle markeringer især de to portrætters urovækkende fremtoning. Matisse har fremhævet portrætternes udtryksfuld-hed gennem en eksplosion af farver og dristige kompositioner. Malerierne må absolut defineres som uskønne i deres fremtoning. Særlig i Madame Matisse bliver det uskønne overdrevent tydeligt. 

				Landgreen fortsatte og forstærkede således portrætternes formelle billed-sprog udover maleriernes ramme. Og understregede således det uskønne, som den bærende kvalitet både formelt, ind-holdsmæssigt og æstetisk. Landgreens installation med Matisse kan betragtes som en hyldest fra en maler til en anden. Et internt anliggende der handler om at forstå og fortolke en anden kunstners værk, og derigennem få stablet et andet kunstnerisk bud på benene. 

				Den begyndende ’overall komposi-tion’, som er fremherskende i flere af Matisse-værkerne, blev hos Landgreen ført ud i sin yderste konsekvens generelt i hendes maleri, men også i selve maleri-installationen som en direkte modstil-ling. På den ene af rummets endevægge foldede Landgreen sit eget maleriske udtryk ud. Vi blev indfanget af et tilsy-neladende ’smukt’ maleri. Penselstrøg var afsat med en lethed, der forførte os ind i et univers hinsides dette. Men penselstrøgenes og farvernes forskellig-hed i styrke og mangel på sammenhænge indgød også en usikkerhed. Grunden til dette var, at Landgreen havde skabt et usammenhængende maleri i kompo-sition og farve. Maleriet bekræftede os ikke, det ville ’noget andet’. Noget som vi må søge hos os selv – og det er netop essensen i Landgreens maleri – her underspillede hun ikke sin rolle. Hun tydeliggjorde med andre ord konflikten mellem begreberne om det skønne og det uskønne i sin maleri-installation. 

				Seneste skud på Malene Landgreens store manifestationer ud i maleri-installationer er udstillingen Color State i Kunsthal Charlottenborg.

			

		

		
			
				painted. The painterly markings on the walls were made in a number of different ways. Behind most of the Matisse works, Landgreen had painted directly on the wall with either various types of brush strokes, different linear sequences or colored fields.

				Behind the two portraits of Matisse and his wife, Landgreen marked out the significance-bearing elements, both on the formal level and on the psychological levels. Through her com-positional markings, she managed especially to throw the two portraits’ disquieting appearance into relief. Matisse had underscored the portraits’ expressiveness through an explosion of colors and daring compositions. In their general appearance, the paintings would absolutely have to be defined as unbeautiful; especially in Madame Matisse, the unbeautiful becomes evident in a patently exaggerated manner.

				Landgreen continued to extend these implica-tions. In doing so, she managed to amplify the portraits’ formal pictorial assertions beyond the paintings’ frames and accordingly emphasized the unbeautiful as the bearing quality, on the formal level, on the level of content and also aesthetically. Landgreen’s installation with Matisse can be regarded as a homage from one painter to another, as an internal affair that has to do with understanding and interpreting another artist’s work and, through this vehicle, with mustering up a new and different artistic bid. 

				With Landgreen, the incipient ‘overall com-position’, which is prevalent in many of Matisse’s works, was taken to its furthest consequence, especially in her paintings, in general, but also in the actual painting installation, as a di-rect contrast. On one of the room’s end walls, Landgreen unfolded her own painterly expres-sion. We were captured by an evidently ‘beautiful’ painting. The brushstrokes were applied with a light easiness that seduced us into a world that lay beyond this one. However, the brushstrokes’ and colors’ mutual differences in intensity and the lack of coherence also instilled a sense of uncer-tainty. The reason for this was that Landgreen had created a disconnected painting in composition and color. The painting did not affirm us; it was reaching for ‘something else’, something that we would have to look for within ourselves. And this is precisely the essence in Landgreen’s painting – it is here that she is underplaying her own role. In other words, she was elucidating the conflict between the concepts of the beautiful and the unbeautiful in her painting installation. 

				The most recent outgrowth of Malene Landgreen’s large manifestations in the form of painting installations is the exhibition at Kunsthal Charlottenborg entitled Color State.
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				Color State

				I udstillingen Color State drejer det sig om maleriets og installationens rumlige og tidslige territoriale afmærkning. Udstillingen bevæger sig over 6 rum, der i størrelse og udformning er forskellige. 

				Hvor er jeg? Hvad gør jeg her? Hvad gør det ved mig? 

				Det er spørgsmål, som presser sig på, når vi bevæger os ind i Landgreens rum. Med linie, form, farve, tekstiler, forskydninger, gentagelser, dynamiske forløb og skulpturelle former, lysvirk-ninger og tidsaspektet hvirvles vi ind i kunstnerens tankesæt. Gennem disse materialer og virkemidler orkestrerer Landgreen en fuldtonet sansning og videregiver os beskuere en erfaring, der både fysisk og psykisk kan åbne for en større modtagelighed. Landgreen siger det meget præcist: ”I ethvert værk drejer det sig om at gøre erfaringer” [3]

				Kort beskrivelse af rummene:

				Det organisk flerfarvede maleri med genstanden TID

				Alle fire vægge i rummet er bemalet med Landgreens efterhånden karakteristiske farvesætning af sekundærfarver, ligeså karakteristisk er hendes anvendelse af ellipseformen. Denne bløde kurvede form bliver trukket ud, trukket ind, endda så meget nogle gange at formen blot bliver til en smal stribe. Vekselvirkningen i dette formspil giver fornemmelse af et forløb, der udvikler sig i en uendelighed. 

				Et skulpturelt element – placeret op ad én af rummets vægge – i form af et ur, leder tanken hen på en menneske-skikkelse. Urets form er bemalet med et geometrisk mønster. 

				Det transparente maleri i sort og hvid

				I rummet understreges et optisk forløb af transparente hvide lag på sort baggrund. På én af væggene er de sort-hvide transparente lag geometriske flerkantede former, på den modsatte væg er de transparente sort-hvide lag sammenkrøllede. Det centrifugale punkt på den ene væg er gået fuldstændig i kaos på den modsatte væg.

				Den teltlignende installation – et sted at være

				Ét rum er blevet omdannet til en 

			

		

		
			
				Color State

				In the exhibition, Color State, the matter at hand revolves around painting’s and installation’s spatial and temporal territorial demarcations. The exhibition moves its way through six rooms, which are different in size and shape.

				Where am I? What am I doing here? What is it doing to me?

				These are questions that impose themselves importunately upon us as we move our way into Landgreen’s rooms. With line, shape, color, textiles, repetitions, dynamic courses and sculptural forms, lighting effects and temporal aspects, we are whirled into the artist’s mindset. Through these materials and artistic vehicles, Landgreen orchestrates a sonorous sensory excursion and transmits further to us, the viewers, an experience that can open up, both physically and psychically, for a wider susceptibility. Landgreen explains this in a very precise way: “In every one of my works, the effort revolves around making experiences.” [3] 

				Brief descriptions of the rooms:

				The organic multi-colored painting with the motive: TIME

				All four walls in the room are painted with what has now come to be Landgreen’s characteristic color scheme, consisting of secondary colors. Just as characteristic of her more recent efforts is her use of the ellipse form. This soft curved shape is alternately pulled out and pulled in, and sometimes even so much that the form simply turns into a narrow strip. The reciprocal interaction in this play of forms brings about the sensation of a spatial course that is evolving into infinity.

				A sculptural element – placed up against one of the room’s walls – in the form of a clock leads the mind toward a human figure. The clock’s form has been painted with a geometric pattern. 

				The transparent painting in black and white

				Inside this room, an optical course of transparent white layers on a black background is emphasized. On one of the walls, the black-and-white transparent layers are multi-edged geometric shapes, while on the opposite wall, the transparent black-and-white layers are crumpled up. The centrifugal point on the one wall has burst into total chaos on the opposite wall. 

				The tent-like installation – a place to be

				One room has been converted into a tent-like installation: a large piece of textile that 

			

		

		
			
				3 I samtale med Malene Landgreen om udstillingen Color State, 26.okt. 2009. Citater i beskrivelsen af de seks rum er Landgreens.

					In conversation with Malene Landgreen about the exhibition, Color State, October 26, 2009. The quotations refer to Landgreen’s descriptions of the six rooms.
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				teltlignende installation. Et stort stykke tekstil, der består af mangefarvede stofbaner, er syet sammen og udspændt i rummet. Det henviser til en mellemting mellem et telt og en baldakin. En malet horisontlinie ’flyder’ henover rummets fire vægge, og gentager den bevægelse, der ligger i det store stykke tekstil.

				Den skulpturelt stribe-malede installation med blå-hvid stribet væg og tre dråbeformer

				Et podielignende skulpturelt, kurvet linieforløb skyder sig ud fra den nederste del af væggen. Den dominerende farve er en stærk gul, der er malet på podierne. Meningen er at publikum gives mulighed for at sætte sig på disse podier. Selve overgangen fra det ene podium til det andet er forholdsvis lav. I disse overgange ses overklippede mønstrede farvefelter, som i stor skala er så karakteristiske i Landgreens vægmaleri. Men her bliver de mønstrede farvelfelter til en slags organiske vækster, der skyder sig opad. De bliver således til et stribeforløb på tværs af det skulpturelle podiums linieforløb. Ovenover dette linieforløb har Landgreen malet væggen i blå og hvide striber. 

				De tre dråbelignende former, som løber nedover væg og podium, modsvarer de vandrette linier i installationen. 

				Det geometrisk flerfarvede maleri

				Ét rum er fyldt med geometriske farve-felter på væggene og gulv. Undersøger man hvordan disse farvefelter forholder sig til hinanden indbyrdes, opdager man, at døråbningen er modellen for det rektangulære farvefelt. Farvefelternes størrelsesforhold er så enten kørt op eller ned. Et sort farvebånd ovenover døråbningerne løber hen over alle fire vægge, og får tillagt en stabiliserende funktion. De stærkt farvede felter kan opfattes som om, de er slynget op på væggene og ud på gulvet via en centrifugal kraft. 

				Den transparente væg-installation

				Landgreens indskudte væg er placeret så den dækker rummets vinduer. På det halvtransparente lærred har hun malet i en mere fri gestus. Her er maleriet ikke fastholdt i så stramt et malerisk forløb som i de andre rum. 

			

		

		
			
				consists of multi-colored lengths of material has been sewn together and suspended in space. This piece of fabric refers to some kind of cross between a tent and a canopy. A painted horizon line is “floating” over and across the room’s four walls and reiterates the movement that is found within the large piece of textile. 

				The sculptural, stripe-painted installation with blue and white striped walls and three drop shapes

				A podium-like, sculptural, curved linear course protrudes from the lowest part of the wall. The dominant color is a bright yellow, which has been painted onto the podiums. The guiding concept here is that the members of the visit-ing public are being offered the opportunity to sit down on these podiums. The transition from one platform to another is a relatively low one. What can be seen in these transitions are sheared, patterned color fields that, in the large scale, are so very characteristic of Landgreen’s murals. But here, the patterned fields are manifest as organic growths of a kind, which shoot their way upward. In this way, they turn into a striated course that runs perpendicular to the sculptural podium’s linear course. Above this linear course, Landgreen has painted the wall with blue and white stripes.

				The three drop-like shapes, which run down vertically over the wall and the podium, stand forth in counterpoint to the horizontal lines in the installation. 

				The multi-colored geometric painting

				One room is filled with geometric color fields on the walls and the floor. When you examine how these color fields are related reciprocally to each other, you come to discover that the door opening serves as the prototype for the rectangular color field. The color fields’ dimensions are, then, either enlarged or reduced in scale. A black band of color situated above the door openings runs along all four of the room’s walls and is accordingly holding down a stabilizing function. The brightly colored fields can be perceived as though they were being hurled up onto the walls and out onto the floor via a centrifugal force.

				The transparent wall installation

				Landgreen’s inserted wall is positioned so that it covers the room’s windows. On the semi-transparent canvas, she has been painting with a freer gesture. Here, the painting is not secured in such a stringently painterly course as it is in the other rooms. 

				Landgreen’s painting is the dominant 

			

		

	
		
			[image: ]
		

		
			
				57

			

		

		
			
				Landgreens maleri er det dominerende element i udstillingen – det er flygtigt, det har en egen karakter af forfinelse, en fornemmelse for liniens streg og formens volumen. Landgreen skaber rytmiske forløb af en ofte gentaget form. Den gentagne form danner forskellig-artede mønstre, der umærkeligt glider over i hinanden. Går man tæt på, kan man blive helt opslugt i disse glidende formmønstre. Landgreen markerer de formelle billedgreb i forhold til de betingelser, rummets arkitektur giver. 

				Rummene Det organisk flerfarvede maleri med genstanden TID og Den skulpturelt stribe-malede installation med blå-hvid stribet væg og tre dråbe-former er gode eksempler på, hvordan Landgreen tilfører ’en anderledeshed’ præsenteret i form af et fysisk objekt som uret og den malede dråbelignende form.

				Ur-mekanismen er taget ud af sin vante sammenhæng og placeret et sted, hvor det ikke umiddelbart opfylder vor forestilling om dets funktion. Men netop ved at oppebære dets konkrete funktion som tidsmåler kaster uret så at sige tiden i ansigtet på os. Øjeblikket, forgængeligheden, uafvendeligheden er under konstant overvågning. 

				 Dråbeformen har også et aspekt af timelighed i sig. Vi er også her bekendte med, at der er tale om et fysisk fæno-men – vand, der ganske langsomt er ved at falde. Men her er den fysiske realitet blevet stoppet, da kun formen antyder et billede på noget, som vi genkender som en vanddråbe. 

				Begge typer objekter får mere karakter af noget surreelt end repræsenterende den reelle verden. De er blevet forskudt ind i en anden betydningssammenhæng, der kan genkendes i bl.a. Magrittes maleri eller hos den amerikanske pop-kunstner Claes Oldenburg, med hans fuldstændig detaljefikserede gengivelse af et Hollywoodsk soveværelse med tigermønster over alt. De reelle objekter forskydes ind i et surreelt univers.Landgreen bruger udstillingsrummets arkitektur og udspænder sine værker til en overordnet visuel idé. Virkelig-heden forvrænges og forskydes ind i maleriet. Hendes kontekstuelle rum ændrer de givne udstillingsrum til at udgøre selve værket.

			

		

		
			
				element in the exhibition: it is volatile and elusive; it has its own character of refined sophistication, a feeling for the line’s strokes and for the form’s volume. She creates rhythmic courses of an often repeated form. The repeated form establishes diverse heterogeneous patterns that merge imperceptibly into each other. 

				When you move up close, you become totally absorbed in these gliding form patterns. Landgreen marks out the formal pictorial approaches in relation to the spatial circum-stances that the room’s architecture provides. 

				Two of the rooms, namely The organic multi-colored painting with the motive: TIME and The sculptural, stripe-painted installation with blue and white striped walls and three drop shapes are fine examples of how Landgreen infuses ‘an otherness’, presented in the form of a physical object like a clock or the painted drop-like form.

				The clock mechanism has been removed from its usual context and placed somewhere where it does not immediately comply with our conception of its function. However, simply by virtue of its having borne its collected and specific concrete function aloft as a measurer of time, it could be said that the clock throws time right back in our face. The moment, perishability and inevitability are all under constant surveillance.

				The drop form also possesses, intrinsically, an aspect of temporality. Here, we are also well aware that we are dealing with a physical phenomenon: water, which is in the process of falling, ever so slowly. But here, the physical reality has grinded to a halt, since only the form adumbrates a picture of something that we recognize as a drop of water. 

				Both types of objects take on the character of something surreal more than they represent the real world. They have been displaced into another context of meaning that can be recognized especially in René Magritte’s paintings or in the work of the American pop artist, Claes Oldenburg, particularly in his completely detail-fixated reproduction of a Hollywood bedroom, replete with its all-pervasive tiger pattern. The real objects have been displaced into a surreal universe.Landgreen makes use of the exhibition space’s architecture and stretches out her works into an overall visual idea. Reality becomes distorted and displaced inside the painting. Her contextual space modifies the given exhibition space in order to constitute the work itself. 
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				Landgreens stort anlagte maleri-installa-tion vil ved udstillingens slutning blive malet over og de skulpturelle elementer smidt ud. Dette er vilkårene. Til gengæld ’pisser’ Landgreen territoriet af i den periode, udstillingen varer. Tilbage er kun katalog og billeddokumentation. 

				I Landgreens maleri genkender man den samme optagethed af maleriets fysiske materialitet. Fornemmelsen for farven som masse – en fysisk realitet – der med form og linier definerer ’stedet’ som det væsentlige. Det er ønsket om at realisere et større kunstnerisk greb i maleriet end blot at definere maleriet som et billede på en væg. Siden 1990erne har Landgreen reelt haft mulighed for helt bogstaveligt at arbejde med et større maleri.

				Malene Landgreen, hendes samtids maleri og de historiske forudsætninger

				De store værkprojekter begynder i 1996, da Landgreen bliver kontaktet af Viborg Kommune, som ønsker at få skabt et maleri til foyeren og at få farvesat hallen i byens nybyggede stadionhal. [4] Siden da har Landgreen haft udsmyk-ningsopgaver hos virksomheder såvel i offentligt, som i privat regi. 

				Forholdet mellem funktion og æstetik og mellem arkitekturens rum og maleriets flade har været udfordringer, Landgreen har sagt ja til ud fra hendes idé om, at maleriet har en spænd-vidde og rummelighed i sig selv til at kunne klare gabet mellem den klassiske disciplin maleri og det, som går under betegnelsen udsmykning. Forholdet mellem disse to typer af maleri har været anstrengt i det 20. århundrede – både set fra kunstnernes og kunst-teoretikernes synsvinkel. 

				Ikke desto mindre har unge malere siden 1990erne taget fat i dette konflikt-fyldte emne og er kommet med nye bud på, hvordan maleriet og rummet kunne bearbejdes til en væsentlig værkkategori i sig selv. Det er dette som kunstnerne 

			

		

		
			
				At the end of the exhibition period, Land-green’s large-scale painting installation will be painted over and the sculptural elements will be thrown away. These are the terms. What will remain after the show are only the catalogue and the photo documentation. On the other hand, Landgreen is certainly spraying out her claim here, in a gesture of territorial marking, for as long as the exhibition lasts. 

				The same preoccupation with painting’s physical materiality can be recognized in Landgreen’s painting. The sense of color as a mass – a physical reality – that defines, with form and lines, ‘the place’ as what is essential. This is the urge to realize an artistic approach in the painting that is greater than merely defining painting as a picture on a wall. Since the 1990s, Landgreen has really been enjoying the opportunity to work, quite literally, with a larger kind of painting. 

				Malene Landgreen, her contemporary painting and the historical preconditions

				The large-scale work projects started in 1996, when Landgreen was contacted by the municipality of Viborg with a request to have a painting created for the foyer and to set up a color scheme for the hall inside the town’s newly constructed indoor stadium. [4] Ever since then, Landgreen has been entrusted with a number of site-specific decoration assignments, commissioned by enterprises in both the public and the private sectors.

				The relationship between function and aesthetics and the relationship between the architecture’s space and the painting’s surface have been challenges that Landgreen has agreed to face up to on the basis of her notion that painting possesses, in itself, a sufficient range and sufficient spaciousness for being able to cope with the wide gap between the classical discipline of painting and that which has come to be commonly known as decoration. The relationship between these two types of painting has been a strained one in the 20th century – as regarded both from the artists’ and from the art theorists’ points of view.

				In spite of all this, since the 1990s, younger painters have taken hold of this contentious issue and come up with new bids on how 

			

		

		
			
				4 Tine Nygaard, Her own place Malene Landgreen – in situ projekter 1997-2003, udgivet 2003, p.94 

					Her kortlægges Landgreens mange in situ projekter fra 1997-2003. Der er fine beskrivelser, der nøgternt fortæller om hvor disse projekter er blevet udført og hvilke grundidéer, der ligger i hvert enkelt projekt.

					Tine Nygaard, Her own place Malene Landgreen – in situ projekter 1997-2003, published in 2003, p.94

					Landgreen’s many in situ projects from 1997-2003 are charted out and surveyed. There are first rate descriptions, which offer down-to-earth accounts about how these projects have been executed and about what basic ideas are seated within each one of the projects.
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				omkring Paintbox i årene 1999-2000 og 2003-2004 beskæftigede sig med. Intentionen med Paintbox-projektet var som Ruth Campau formulerede det ”…at belyse et aspekt af maleriet, hvor spørgsmål om maleriets egne præmisser, maleriet som værk og maleriet i forhold til det omgivende rum er aktuelle. …at skabe en slags kunstrum for nutidigt konceptuelt maleri…” [5] I årene 1999-2000 udstillede Bodil Nielsen, Torgny Wilcke, Jasper Böye, Signe Guttormsen foruden Michael Mørk og Ruth Campau. De to sidstnævnte var initiativtagere til projektet. I årene 2003-2004 udstillede desuden Malene Landgreen, Elmer, BankMalbekRau (Lone Bank, Christina Malbek og Tanja Rau), og de udenlandske kunst-nere Tumi Magnússon, Tim Ayres, Terry Haggerty og Karina Peisajovich. I det sidste Paintbox-katalog fra 2004 undersøger Anne Ring Petersen, hvor-dan det konceptuelle maleri kan forstås, set ud fra at betegnelsen konceptuel kunst har sine rødder i begyndelsen af det 20. århundrede, og som sådan er endt med at være et begreb, der rummer alt, og derfor er svært at anvende på en bestemt type kunst i dag. Ifølge Ring Petersen vil det dog vise sig, at når kunstneren fremhæver, at denne type maleri også handler om et betyd-ningsindhold, vil man kunne tale om et konceptuelt maleri, som har sine rødder i modernismen. Dette vil også fremgå af min fremhævelse af den betydning Barnett Newmans maleri har haft for det betydningsbærende maleri siden da. Hvorimod den konceptuelle kunst altid defineres som et brud med modernismen. [6]

				Vender vi tilbage til Landgreen, frem-hæver hun netop gennem sit citat i begyndelsen af denne tekst, at hendes intention er, at hendes maleri er et bud på en dybere refleksion, der har rod i en ideal forestilling om hvordan kunsten ville kunne give os stof til eftertanke. 

				Landgreens maleri har således sine historiske forudsætninger i modernismen i det nye maleri, der blev formuleret af blandt andre den amerikanske kunstner Barnett Newman i slutningen af 1940erne under betegnelsen abstrakt ekspressionisme. I USA gled dette nye maleri ind under nært beslægtede kunstretninger som 

			

		

		
			
				painting and space could be re-adapted into an important work category in itself. It is this that the artists who were working around the Paint-box project during the periods 1999-2000 and 2003-2004 were dealing with. As Ruth Campau formulated it, the intention of the Paintbox project was “...to create a kind of art space for contemporary conceptual painting [...] to cast light on an aspect of painting where ques-tions about painting’s own premises, about the painting as a work-in-progress and about the painting in relation to the surrounding spaces are current and up to date.” [5] In the initial period of the project’s life span, 1999-2000, painters Bodil Nielsen, Torgny Wilcke, Jasper Böye and Signe Guttormsen exhibited, as did Michael Mørk and Ruth Campau. The latter two artists were the initiators of the projects. During the project’s second period of activity, there were also contributions from Malene Land-green, Elmer the Dane (a.k.a. Bent Elmelund Larsen), BankMalbekRau (Lone Bank, Christina Malbek and Tanja Rau) and the foreign-based artists Tumi Magnússon, Tim Ayres, Terry Haggerty and Karina Peisajovich.

				In the last Paintbox catalogue, appearing in 2004, Anne Ring Petersen examines how conceptual painting can be understood, as regarded from the standpoint that the very term, “conceptual art”, has its roots in the beginning of the 20th century. For this reason, “conceptual art” has wound up being a con-cept that encompasses everything. It is accord-ingly difficult to make use of the category in connection with any one certain type of art in the present day. According to Ring Petersen, however, what will come to be revealed is that when an artist eventually emphasizes that this type of painting also has to do with a meaning-content, we will then be able to speak about a conceptual painting that has its roots in modernism. 

				This will also be made apparent in my emphasis of the importance that Barnett Newman’s painting has had on painting that is intrinsically capable of carrying significance since that time. On the other hand, conceptual art has conventionally been defined as a break with modernism. [6]

				Turning back to Landgreen, we remember that it is precisely through her quote cited at the beginning of this article that she stresses that her intention is that her painting should constitute a bid on a deeper reflection, which is planted firmly in an ideal conception of how art ought to provide us with substance for reflection, with food for thought. 

				Landgreen’s painting thus has its historical 

			

		

		
			
				5 Ruth Campau, kataloget Paintbox, 

					marts 2000, p.4

					Ruth Campau, 

					Paintbox catalog,

					March 2000, p.4

				6 Anne Ring Petersens tekst Conceptual Painting – between thinking and sensing i kataloget Paintbox fra 2004.

					Anne Ring Petersen’s text, Conceptual Painting – Between thinking and sensing, in the Paintbox catalog from 2004.
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				Color Field, Hard Edge og Postpainterly Abstraction. De historiske forudsæt-ninger kan også spores i det konkrete maleri i 1940erne i Danmark. 

				Kunstnere, der arbejdede inden for denne betegnelse, var optaget af et maleri, der havde sit udgangspunkt i den rene abstraktion og var med i kunstnersammenslutningen Linien. Udgangspunktet var de geometriske former. Malere, der havde tilknytning til denne kunstretning, var blandt andre Richard Mortensen, Paul Gadegaard og Ib Geertsen. 

				Gadegaard – om nogen – nedbrød grænsen mellem maleriets afgrænsning, arkitekturen og designet. Han blev som den første kunstner tilknyttet Aage Damgaards skjortefabrik i Herning i 1950erne. Af flere omgange fik han til opgave at farvesætte fabrikkens ydre og indre og senere trikotageskolen, der var bygget sammen med det gamle Herning Kunstmuseum. Han lod så at sige maleriet erobre rummet og samt-lige genstande, der befandt sig i det. Men Gadegaard holdt dog også fast i et maleri, som var forankret i en form for meta-maleri. Det var ikke fuldstændig tømt for betydning. Senere blev det Paul Gernes, der tog handsken op og med lige så stor voldsomhed skabte sit store værk: farvesætningen af Herlev Sygehus indvendigt. Gernes’ idé var derimod at tømme det betydningsbærende maleri og lade maleriet blive opløst totalt som værkkategori i sig selv. Med tiden valgte han udelukkende at fokusere på farver og mønstre som dekorative elementer, der snarere kunne betragtes som en slags tapeter. Dekorationen var i sig selv nok. Dette lykkedes i en sådan grad, at det dekorative element med tiden blev til en stivnet manér. 

				 

				Lad os gå lidt tættere på Barnett Newman og undersøge, hvad han skrev i perioden 1945-49, hvor han gjorde op med det abstrakte ekspressive maleri og introducerede sit syn på det, han kaldte ’det nye maleri’, og som Landgreen indirekte har sin malerbagage fra. Newman er på dette tidspunkt stærkt engageret i at gøre det klart, at der er en forskel mellem abstraktion i almindelighed og den abstrakte kunst i særdeleshed:

				”Alle kunstnere, det være sig primitive 

			

		

		
			
				prerequisites in modernism, in the new approach to painting that was formulated by the American artist, Barnett Newman, among others, at the close of the 1940s under the name, abstract expressionism. In the United States, this new manner of painting glided onto the scene along with closely affiliated art trends like Color Field, Hard Edge and Postpainterly Abstraction. The historical precursors can also be spotted in the “concrete painting” that was being created in Denmark in the 1940s.

				The artists who were working within the compass of this designation were absorbed with bringing forth a kind of painting that took its mark in pure abstraction. Many of these artists were active members of Linien [The Line], one of Denmark’s artists’ cooperative associations. Their point of departure was geometric forms. Painters, who were affiliated with this trend in art were, among others, Richard Mortensen, Paul Gadegaard and Ib Geertsen.

				It was Gadegaard – as much as anyone else – who broke down the boundary between paint-ing’s delimitation, architecture and design. He was the first artist to become associated with Aage Damgaard’s shirt factory in the provincial town of Herning in the 1950s. On several occasions, Gadegaard was entrusted with setting up the color scheme for the factory’s external facade and internal space and later on, with setting up the color scheme for the School for Textile, which was constructed together with the adjoining (former) Herning Kunstmuseum building. It could be said that he allowed the painting to conquer the space and all of the objects that were inside the space. However, Gadegaard nonetheless held on tightly to a manner of painting that was anchored in a form of meta-painting. It was not completely vacated of meaning. Later on, it was Paul Gernes’ turn to pick up the gauntlet and with just as much vehemence, he created his great masterpiece: setting up the color scheme for Herlev Hospital’s interior. In contrast to Gadegaard’s program, however, Gernes’ guiding idea was to discharge and empty the meaning-bearing painting and to allow painting to become totally dissolved as a work category in itself. As time went by, Gernes chose increasingly to focus exclusively on colors and patterns as decorative elements, which could more appropriately be considered wallpaper of a kind. The decoration in itself was enough. This was successful to such an extent that the decora-tive element eventually turned into a solidified affectation. 

				Let’s zoom in a little closer on Barnett Newman and take a look at what he wrote during the period, 1945-49, when he was busy squaring accounts with the abstract expressive painting and 
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				eller avancerede, har erfaring med at håndtere kaos. Enhver maler tilhørende den nye bevægelse, har en klar forståelse af skellet mellem abstraktion og abstrakt kunst. Han beskæftiger sig derfor ikke med geometriske former for deres egen skyld, men med at skabe former der, i og med deres abstrakte natur, kan være bærere af et abstrakt tankemæssigt indhold.” [7]

				For Newman drejede det sig om at dykke ned i det metafysiske, det transcendentale, det der angår os alle i modsætning til den enkelte kunstners egne følelser. Han havde en hårfin skelnen mellem abstraktion og abstrakt kunst. Abstraktionen i sig selv var kun redskabet til at udforme et kunstnerisk udtryk. Hvis kunstneren udelukkende benyttede sig af en objektiv tilgang i udformningen af et kunstnerisk udtryk, var dette reduceret til en form for udsmykning. Han gik voldsomt i rette med Piet Mondrians udsagn om, at de grundlæggende formudtryk i verden blot består af vandrette og lodrette linier. Newmans irritation overfor Mondrians kunst skal ses i lyset af, at det ikke blot skulle handle om abstrakt æstetik, som især Bauhaus var blevet fortaler for, men at det metafysiske stort set var fjernet i diskussionen om den abstrakte kunsts fundament. Jackson Pollock var en anden kunstner, som Newman tog under behandling. Pollock blev synonym med det abstrakte ekspressive maleri, – jævnfør Cobra-maleriet i Danmark. I dette kunstneri-ske udtryk var det den menneskelige psyke, som blev taget under behandling gennem underbevidsthedens styring af kunstneren. Det var den menneskelige verden, der blev skildret. Dette var ikke nok for Newman. Han efterlyste det store universelle transcendentale, følelsesmæssige rum, som mennesket var en del af. Det profane, objektive syn på verden var efter hans opfattelse ikke tilstrækkeligt. 

				Selvom Newman fastholdt en afstand-tagen fra Mondrians værker, hvor formalismen efter hans mening rådede, og manglen på subjektivitet var tydelig, revurderede Newman dog sit syn på ham i 1960erne. Newman erkendte, at der også i Mondrians maleri lå en større spændvidde, at det geometriske 

			

		

		
			
				introduced his vision of what he called “the new painting”, from which Landgreen has indirectly gathered her painter’s luggage. At that point in time, Newman was heavily involved in making it clear that there is a difference between abstraction in general and abstract art in particular: 

				“All artists, whether primitive or sophisticated, have been involved in the handling of chaos. The painter of the new movement clearly understands the separation between abstrac-tion and the art of the abstract. He is therefore not concerned with geometric forms per se but in creating forms that by their abstract nature carry some abstract intellectual content.” [7]

				For Newman, it was a matter of delving down into the metaphysical, into the transcendental, into that which concerns all of us, as opposed to the individual artist’s own feelings. He had a hair-fine distinction between abstraction and abstract art. Abstraction in itself was only a tool for designing an artistic expression. If the artist availed him/herself exclusively of an objective approach in the design and elaboration of an artistic expression, it became reduced to a form of decoration. Newman vehemently rebuked Piet Mondrian’s assertion that the fundamental form expression in the world consists only of horizontal and vertical lines. Newman’s irritation when confronted with Mondrian’s art has to be regarded in light of the fact that Mondrian’s work was not supposed to be dealing merely with abstract aesthetics, as the Bauhaus – especially – had come to champion, but that the metaphysical had virtually been removed in he discussion about abstract art’s foundation. 

				Jackson Pollock was another artist of whom Newman also treated in his examination. Pollock had come to be synonymous with the abstract expressive painting – consider, by way of reference, the Cobra painting in Denmark. In the sphere of this artistic expression, it was the human psyche that was being treated through the sub-consciousness’ control of the artist. It was the human world that was being depicted. This was not enough for Newman. He was searching for the immense, universal, trans-cendental, emotional space, of which mankind was a part. The secular, objective view of the world, according to Barnett’s perception, would simply not suffice. 

				Although Newman was persistent in his rejection of Mondrian’s works, where formalism, in his opinion, held sway and where the lack of subjectivity was evident, Newman did eventually revise his own views about 

			

		

		
			
				7 Barnett Newman. Tekster 1945-49. Det Kgl. Danske Kunstakademi, København, 1997. p.10

					John P. O’Neill (Ed.), Barnett Newman. Selected Writings and Interviews. p.138-155: The Plasmic Image, Part 1. University of California Press, Berkeley, Los Angeles, 1992, p.139-40
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				formsprog også kunne rumme en følelsesmæssig intuition, som Newman opfattede som en væsentlig faktor for enhver malerisk tilgang. Når det kom til stykket, var Newmans forhold til det geometriske maleri, at han betrag-tede det som et maleri, der uden videre kunne transformeres over i sociale pro-jekter som udsmykninger. Og her kom efter hans mening hans idé om maleriet til kort. Op gennem det 20. århundrede har dette været et konfliktstof. Grunden til dette har været adskillelsen mellem det, der defineres som det ’egentlige maleri’ og maleriet som dekoration. Det egentlige maleri blev forstået som det indholdsbærende, det der kunne udsige noget. Dette ’noget’ kunne i princippet kun angå kunstneren selv. 

				Hvis vi lige opholder os en stund mere ved Newman, placerede han sit maleri mellem det geometriske og det ekspressive maleri. Og om nogen har han måske vist os en vej, der rum-mer begge typer. Hans maleri består af store farvede flader, ofte holdt i én farve og med stramme linier, der skærer sig ind i billedfladen. Her er ikke tale om et stort gestus-maleri, men om et meget dæmpet, nedtonet maleri, hvor malerens penselaftryk næsten ikke er tilstede. Vi står og ser på en flade og dog et rum, som er blevet defineret på grund af de streger, der er på fladen. Med dette nærmest uudgrundelige maleri pointe-rede Newman i teksterne fra 1945-49, at ”Verden kan ikke rummes i de matema-tiske symboler x og y; men x og y kan bruges til at give os en større forståelse, en vision af verden.” [8] Og det er her, åbningen gives. Newman blev af samme grund i 1960erne set op til af de unge kunstnere, der var tilknyttet minimal-kunsten. Det var netop Newmans radikale transformering af maleriet, der rakte langt ud over kategorien maleri og ind i et andet rum. Newman insisterede på at give os, beskuere, en fornemmelse for en fysisk og åndelig relation mellem værket og os, at vi som beskuere kunne sanse vor egen fysiske tilstedeværelse udstrakt i et reelt, konkret forhold 1:1. [9] Det abstrakte maleri behøvede ikke at være uden indhold. Det var kunstens store greb, hvor sammensmeltningen af det konkrete og det erfarede blev understreget. Det var udviskningen af forholdet mellem det ydre og det indre. 

			

		

		
			
				Mondrian in the 1960s. Newman acknowledged that it was also true that there was a larger scope in the gamut of Mondrian’s painting and that the geometric idiom could also ac-commodate an emotional intuition, which Newman perceived as a crucial factor for any painterly approach. When it came right down to it, Newman’s relationship to the geometric painting was that he regarded it as a kind of painting that could easily be transformed into social projects, as decorations. And it was right here that, in his opinion, his own idea about painting fell short of its aspirations. Up through the 20th century, this has been a bone of contention. The reason for this has been the separation between what is defined as “genuine painting” and painting as decoration. Genuine painting was understood as content-bearing, that which could predicate something. This “something” could, in principle, only bear upon the artist him/herself. 

				If we just linger for another moment on Newman, we can observe that he situated his painting between the geometric and the expressive painting. And, as much as anybody else, he has perhaps shown us a way that encompasses both types. His paintings consist of large colored surfaces, often held in one color and with sharp lines that slice their way into the pictorial surface. Here, there is no matter of a large gestural painting but rather of a very subdued, toned down kind of painting, where any imprints of the painter’s brush are virtually absent. We are looking at a surface and yet also at a space that has come to be defined on the basis of the strokes that are on the surface. With this almost unfathomable kind of painting, Newman pointed out in his texts from 1945-49 that, “The world cannot be embodied in the mathematical symbols of x and y, but x and y can be used to give us a greater understanding, a vision of the world.” [8] And it is here that the opening is given. For the very same reasons, the younger artists who were associated with minimalism admired Newman. This had a lot to do, to put it precisely, with Newman’s radical transfor-mation of the painting, which extended far beyond the category of painting and further into another space. Newman insisted on giving us, the viewers, a sense of a physical and spiritual relation between the work and ourselves, and he insisted that we, as viewers, could sense our own physical presence extended into a real, concrete, 1:1 scale. [9] The abstract painting did not necessarily have to be without contents. It was art’s great approach, where the merging of the concrete and the experienced was being 

			

		

		
			
				8	Barnett Newman. Tekster 1945-49. Det Kgl. Danske Kunstakademi, København 1997. p.13

					John P. O’Neill (Ed.), Barnett Newman. Selected Writings and Interviews. p.138-155: The Plasmic Image, Part 2, University of California Press, Berkeley, Los Angeles, 1992, p.142. 

				9	Hal Foster, Rosalind Krauss, Alain Bois, Benjamin H.D. Buchloh, Art since 1900 – Modernism, Antimodernism, Postmodernism, Thames & Hudson, 2004, p.366.

					Hal Foster, Rosalind Krauss, Yve-Alain Bois, Benjamin H.D. Buchloh, Art Since 1900 – Modernism, Antimodernism, Postmodernism, Thames & Hudson, 2004, p.366
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				Når Barnett Newman trækkes frem her, er det fordi, han så tydeligt viser os de forskellige måder at definere maleriet på igennem det 20. århundrede. Når Malene Landgreen taler om den fuld-komne idealisme har diskussionen om æstetikken og det skønne atter været igennem vridemaskinen. Men Land-green vælger at holde fast i metafysik-ken som et tænknings- og fortolknings-element. Hendes ønske om at udtrykke ’noget andet’ er hos hende åbningen. Når Landgreen taler om det ’ideale’ som et vilkår i sit maleri, er det for at understrege, at hendes maleri ikke kun skal ses som formelle løsninger, men at maleriet har nogle iboende betydninger. 

				Landgreens farveplaner og farvefelter, hendes brug af sekundærfarver og de svingende lette penselstrøg og det ufærdige element, som ofte også kan ses i hendes maleri, er hendes signatur. Det er en måde at beskrive, hvad der ligger af muligheder i maleriet – at give åbninger og bud på andre løsninger. Det bevidste valg, der ligger i det at nedbryde farverne, så de fremtræder i en skæv konstellation samt det usammenhængende og ufærdige, er Landgreens måde at være med i diskussionen om, hvordan den æstetiske opfattelse af maleriet og herunder begrebet det skønne ændrer sig og der-med ændrer vort syn på kunstens rum. 

				Maleriet som én af de ypperste katego-rier har gennem tiden stået for skud, men er med mellemrum altid dukket op igen med nye bud på, hvordan et maleri formmæssigt og indholdsmæssigt kunne appellere til vores sanser og intellekt.

				Den abstrakte kunst har belært os om, at det sete ikke altid er, hvad det giver sig ud for. På den anden side har den abstrakte kunst også belært os om, at vi nogle gange blot må affinde os med, at det vi ser, er det, der er. Ja, billed-kunsten er i sandhed en kompleks størrelse. Og diskussionen om, hvordan den abstrakte kunst skal defineres, har gennem tiden givet voldsomme sammen-stød både blandt kunstnere og blandt kritikere, som Newmans tekster er gode eksempler på.

			

		

		
			
				underscored. It was the blurring out of the relationship between the external and the internal.

				The reason Barnett Newman has been called into this discussion is that he so clearly shows us the different ways of defining painting up through the 20th century. 

				When Malene Landgreen alludes to “the pos-sibility of complete idealism”, the discussion about aesthetics and the beautiful has again been put through the wringer. But Landgreen chooses to hold on tightly to metaphysics as a thinking- and interpretative-element. Her desire to express ‘something else’ is, in her work, the opening. When Landgreen speaks about the “ideal” as a condition in her painting, she does so in order to emphasize that her paintings must not be considered merely as a series of formal solutions but that painting does possess certain immanent and inherent meanings. 

				Landgreen’s planes of color and fields of color, her use of secondary colors and the swinging, lightweight brushstrokes and the unfinished el-ement, which can also frequently be seen in her paintings, constitute her signature. It is a way of describing what kinds of possibilities are seated intrinsically in painting – giving openings and making bids on other solutions. The conscious choice that lies inherently in breaking down the colors so they make their appearance in an unbalanced constellation as well as the uncon-nected and unfinished, are Landgreen’s way of participating in the discussion about how the aesthetic perception of the painting, including the concept of the beautiful, is changing and consequently how it is changing our view of art’s space. 

				Painting, as one of the most outstanding categories, has been under the gun in the course of time but, every now and then, it persistently crops up again with new tenders on how a painting, with respect to both form and content, can possibly appeal to our senses and to our intellect. 

				Abstract art has taught us that what is seen is not always what it purports to be. On the other hand, abstract art has also taught us that sometimes we must simply come to terms with the circumstance that what we see is what there is. Indeed, visual art is truly a complex entity. And the discussion about how abstract art ought to be defined has occasionally resulted in violent clashes, both among artists and among critics, of which Newman’s texts evince fine examples.
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