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FORORD

ok Der er megen tage pa Feerperne. Der tales meget om tage pa Feergerne. Der skrives meget
om tage pa Faerperne. Feergsk har halvtreds forskellige former for ord og ordsammensaet-
ninger med tage. | forste strofe af digtet Mjgrkanattin (Tagenatten, 1958) beskriver lyrikeren
Gudrid Helmsdal Nielsen tage som kaertegn, her i dansk oversaettelse: “Tage jeg ser dig
komme/ imod mig/ blidt keertegnende/ min hud.” Tage kan ogsa vaere en forhindring for at

se og bevaege sig frem i tid og rum. Tage kan fa os til at standse op og veere til stede, her og nu.
P& Feergerne. | det 21. drhundrede.

Samtidskunsten pa Feergerne udspringer fra en ung feergsk generation, som iseer i de sidste
artier har gennemgaet stor udvikling. Den forholder sig til den relativt korte faergske kunsthi-
storie og orienterer sig i internationale stremninger. Den giver rum for andeligt og sanseligt
naerveer. Nutid, fortid og fremtid udger et sammenhaengende ubrudt kontinuum. De valg, der
traeffes nu, danner grundlag for fremtidens kunst. Der er ikke en fremtid, vi skal erobre, ikke en
fortid, vi skal sgge tilbage til. Der er kun dette sted og dette nu. Det er nu, at kunsten udfoldes.

Samtaler om tage blev til i en samtale i tage ved havnen i Térshavn. Kinna Poulsen pa vej

ind, jeg pa vej ud af det grafiske vaerksted, Steinprent. Kinna Poulsen talte om sin passion,
samtidskunsten. Vi aftalte, at hun skulle kuratere en udstilling, der belyser en lang reekke
kunstnere, som arbejder og udstiller pa Feerperne. Hun skulle vise en del af den mangfoldig-
hed, der udspiller sig i feerpsk samtidskunst. Kinna Poulsen saetter her ord pa sine tanker bag
udstillingen og portreetterer de medvirkende kunstnere.

| efteraret 2020 abnede vi med glaede udstillingen. Efter fem uger lukkede den pa grund af
COVID-19. Verden er som indhyllet i tdge. Vi venter pa, at udstillingen igen kan dbne og vises
frem. | dette nu, er der ingen, der kan se frem i tid. Vi ved ikke, hvornar tagen letter, og om
udstillingen nar at dbne, for den nzeste saettes op. Men vi ved, at denne og kommende
udstillinger fra Nordatlanten fortjener at blive formidlet og dokumenteret. Og det vil vi gore
med denne og med kommende kataloger.

Karin Elsbudottir
Direktor, Nordatlantens Brygge

PREFACE

uk There is a lot of fog in the Faroe Islands. One talks a lot about fog in the Faroe Islands.
One writes a lot about fog in the Faroe Islands. The Faroese language has fifty different types
of words and word combinations that include fog. In the first stanza of her poem Mjgrkanattin
(The Foggy Night, 1958), the poet Gudrid Helmsdal Nielsen describes fog as a caress: “l see
you moving / towards me, fog / gently caressing / my skin.” Fog can also be an obstacle when
it comes to seeing and proceeding in time and space. Fog can make us stop and be present
here and now. In the Faroe Islands. In the 21st century.

Contemporary art in the Faroe Islands is the work of a young generation of Faroese artists,
that has undergone great development, especially in recent decades. It relates to the relatively
short history of Faroese art and finds its bearings in international trends and movements.

It provides space for spiritual and sensuous presence. The present, past and future form

a coherent, unbroken continuum. The choices made today form the basis of the art of
tomorrow. There is no future to conquer; no past to hark back to. There is only this here and
this now. It is now that art finds its expression.

Conversations About Fog came about as the result of a conversation - in fog - on the
harbourfront in Téorshavn. Kinna Poulsen was on her way into, and | was on my way out of the
Steinprent graphic workshop. Kinna Poulsen spoke about her passion - contemporary art.

We agreed that she would curate an exhibition to shed light on the numerous artists who work
and exhibit in the Faroe Islands. She would show some of the diversity that characterises
Faroese contemporary art. In this catalogue, Kinna Poulsen articulates the thoughts behind
the exhibition and gives accounts of the artists taking part.

In autumn 2020, we were delighted to open the exhibition. After five weeks, due to COVID-19,
it closed. Itis as if the entire world is enshrouded in fog. We are waiting for the moment the
exhibition can reopen and be shown to the public. Right now, no one can look forward in time.
We have no idea when the fog will lift, or whether the exhibition will have time to open before
the next one is set up. But what we do know is that this, and future exhibitions of art from the
North Atlantic region deserve to be promoted and documented. And that is exactly what this
and future catalogues will do.

Karin Elsbudottir
Director, The North Atlantic House



T S \ :







Samtaler
om tage
Kunst pa
Faeroerne i det
21. arhundrede

Conversations
About Fog
Art in the Faroe
Islands in the
21st Century

11

AfKinnaPoulsen NoOrdatlantens Brygges udstilling
Samtaler om tage giver et blik pad samtidskunsten,
som den lige nu folder sig ud pa Faergerne. Udstillingen
indeholder veerker af 37 hovedsagelig feergske og dan-
ske billedkunstnere. Kunstnerne, der kommer udefra,
har enten arbejdet eller udstillet pa Feergerne, hvor-
med deres veerk er blevet en del af den lokale billed-
kunstscene. Samtidskunsten pa Feerperne har mange
udevere og gar i flere retninger, men forhdbentligt vil
den besggende pa udstillingen opleve sammenhzaenge
imellem veerkerne, at de taler sammen og bergrer
vores samtid og fremtid.

Hensigten med Samtaler om tage er at kaste lys over
den bemaerkelsesveerdige udvikling, som billedkun-
sten pa Feergerne har undergaet i det 21. drhundrede.
Udstillingen har fokus pé dynamiske og kommunikati-
ve processer og har ingen intention om at praesentere

SAMTALER OM TAGE / CONVERSATIONS ABOUT FOG

ByKinnaPouisen 1 he exhibition at the North Atlantic
House, Conversations About Fog casts a spotlight
on current contemporary art in the Faroe Islands.
The exhibition features works by 37 different artists,
mainly Faroese and Danish. The foreign artists have
either worked or exhibited in the Faroe Islands,
where their work has become a part of the local

art scene. The contemporary art scene in the Faroe
Islands consists of many artists and goes in several
directions, but hopefully visitors to the exhibition will
notice correlations between the works and the fact
that they all touch on our present and our future.

Conversations About Fog sets out to shed light

on the remarkable development that visual

art in the Faroe Islands has undergone in the

21st century. The exhibition looks at dynamic,
communicative processes and does not set out to



et repreesentativt eller kanonisk blik. Dermed omgar
den ogsa flere hierarkier, som plejer at definere
traditionelle faellesudstillinger af feergsk billedkunst i
Danmark. Udstillingen viser faergsk billedkunst indefra
uden at foregive, at vi far det hele med. Det vi til
gengeeld far, er en mangfoldighed af udtryk i malerier,
grafik, tekstil og installationer - en fandenivoldsk
udtryksgleede, liv og skenhed, der manifesterer sig pa
trods af haergende pandemier, smeltende isfjelde og
anden undergang.

Verden er i forandring og gamle eurocentriske kate-
gorier udfordres, hvilket bl.a. betyder, at Feerperne
ikke laengere kan betegnes som en ubetydelig yderste
udkant, men tveertimod som en relativt stor fiskerina-
tion i Nordatlanten med stor gkonomisk veekst, hurtig
voksende turisme og som en betydningsfuld del af det
arktiske omrade. Det feergske samfund er ligeledes i
forandring og hermed ogséa kulturen og kunsten, hvor
globalisering og modernisering for alvor har taget fat.
Et eksempel pa dette er, at det er lykkedes den staerke
LGBT-bevaegelse at eendre holdningen til homoseksua-
litet og forbedre vilkarene for lokale LGBT-medlemmer.
Den nye lovgivhing om aegteskab mellem to personer
af samme ken tradte i kraft i 2017, og der arbejdes

forsat med at udvide rettighederne og at opna fuld-

steendig ligeret for homoseksuelle.

Titlen Samtaler om tage peger pa udstillingen som fler-
facetteret og med lgst veevede, poetiske sammenheaen-
ge. Men titlen er ogséa en ganske nggtern henvisning

til den meteorologiske kendsgerning, som i mange

ar har forstyrret forbindelsen imellem Faergerne og
omverdenen, hvor fly pa grund af tage ikke har formaet
at lande i Vagar Lufthavn. Praktisk set henviser titlen i
en vis grad til kuratorens arbejdsmetode, der i storre
grad handler om fornemmelser, intuition og tro pa,

at veerkernes indbyrdes kommunikation vil veere
meningsfuld, end om en stram, tematisk detailstyring.

SAMTALER OM TAGE / CONVERSATIONS ABOUT FOG

present a representative or authoritative view. It
also circumvents several hierarchies that usually
define traditional joint exhibitions of Faroese art in
Denmark. The exhibition presents Faroese art from
the inside, without pretending to be comprehensive.
Instead, the exhibition features a diversity of
expression in paintings, graphics, textiles and
installations - a devil-may-care expressive joy, and
a life and beauty that are flourishing in the face of a
raging pandemic, melting icebergs and other doom
and gloom.

The world is changing and old Eurocentric categories
are being challenged. That means that the Faroe
Islands is no longer regarded as some far-flung
corner of the world, but rather as a relatively large
fishing nation in the North Atlantic with great
economic growth, rapidly growing tourism, and as a
significant part of the Arctic region. Faroese society
is also changing, along with Faroese culture and art,
and globalisation and modernisation have made
their mark. One example of this is how the strong
LGBT movement has succeeded in changing attitudes
towards homosexuality and improving the conditions
of local LGBT members. The new legislation on
marriage between two people of the same sex came
into force in 2017, and work continues on the goal of
expanding the rights of homosexuals, and giving them
complete social equality.

The title, Conversations About Fog alludes to the
multifaceted nature of the exhibition with a number
of loosely woven, poetic connections. But the title is
also a prosaic reference to the meteorological factor,
which for many years has disrupted the connection
between the Faroe Islands and the outside world,
with fog often preventing the landing of planes at
Vagar Airport. In practical terms, the title also refers
partly to the curator’s working method, which is
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Endelig er titlen en lidt drilsk bemeerkning til udenland-
ske (iseer danske) kritikeres tendens til at leese det
feerpske landskab ind i landets billedkunst - ogsa hvor
der ikke eksisterer egentlige naturhenvisninger.

Problematikken er, indrgmmet, delvist selvforskyldt,
da man pa Feerperne i bred udstreekning neerer en
neesten nationalromantisk stolthed over landskabets
skenhed, der utvivisomt haenger sammen med landets
statsretlige underposition i forhold til Danmark. Pa
Feergerne har vi veeret meget tilfredse med - og maske
endda imponerede over - de fint formulerede uden-
landske anmeldelser og haederstaler om den skgnne
landskabskunst - i en sddan grad, at vi selv endte med
at bruge samme retorik og fastholde et musealt syn pa
vores billedkunst, som vi tog med os, nar vi selv skulle
arrangere udstillinger udenlands. | hvert fald blev der
ganske stor afstand imellem samtidskunsten og den
kunst, der som oftest blev udstillet pa broderparten af
Feerpkunst-udstillinger i Danmark, iseer i Kebenhavn.

Kunsthistorisk set har Kebenhavn enormt stor betyd-
ning for faerpsk kunst. Det er hertil de forste generatio-
ner af faergske billedkunstnere rejste for at studere, de
uddannede sig pa Kunstakademiet og andre skoler i
byen, og det er ogsa her, den forste udstilling af faergsk
kunst fandt sted i 1940 i skulptgren Janus Kambans
atelier pa Norrebrogade. Senere blev det en tradition
at afholde feellesudstillinger med faergsk billedkunst
bade i Kebenhavn og andre steder i Danmark. Pa disse
udstillinger lagde man sig i selen for at vise det aller-
bedste eller det, man troede, de danske modtagere
syntes, var det bedste.

| forhold til de traditionsrige Feerpkunst-udstillinger
er Samtaler om tage en form for opger. Ferst og
fremmest fokuserer udstillingen ikke pa den form
for landskabsmaleri, der har haft hovedrollen inden
for feergsk billedkunst i mange ar, og som stadig har

SAMTALER OM TAGE / CONVERSATIONS ABOUT FOG

far more about feelings and intuition, and a belief
that the intercommunication between the works
will be more meaningful than a strict, thematic,
highly detailed control. Finally, the title is a slightly
mischievous riposte to the tendency of foreign
(especially Danish) critics to interpret the country’s
art in the perspective of the Faroese landscape -
even when there are no actual references to nature.

Admittedly, the problem is partly self-inflicted.

To a great extent, the Faroe Islands nurtures a
quasi-national-romantic pride in the beauty of

its landscape, which undoubtedly relates to the
country’s constitutionally inferior position vis-a-vis
Denmark. We in the Faroe Islands have always been
extremely gratified, maybe even impressed by the
highly articulate foreign reviews of, and testimonials
to our magnificent landscape painting: to such an
extent that we ended up using the same rhetoric
and sustaining a museal view of our visual art that
accompanied us when mounting our own exhibitions
abroad. In fact, there was a considerable distance
between our contemporary art and the art that

was mostly featured in the majority of Faroese art
exhibitions in Denmark, especially in Copenhagen.

In terms of art history, Copenhagen plays a huge role
for Faroese art. This is where the first generations

of Faroese artists travelled to study, where they
graduated from the Royal Danish Academy of Fine
Arts and the city’s other art schools. It was also in
Copenhagen, in 1940, that the first exhibition of
Faroese art was held - in the studio of the sculptor
Janus Kamban on Ngrrebrogade. Later, it became a
tradition to hold joint exhibitions of Faroese art both
in Copenhagen and elsewhere in Denmark. These
exhibitions worked assiduously to show the very
best, or what was believed the Danish public thought
was the best.
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sine vigtige udgvere, samt en hel rackke epigoner, der
forstar at tjene penge pa det for turister s populeere
brand. Desuden gor udstillingen op med en tidligere
konservatisme og heraf fplgende mangel pa variation
mht. kon, kensidentitet, alder, nationalitet og genre.
Genremaessigt og teknisk set ligger udstillingen dog i
den absolut analoge ende med fokus pa maleri, skulp-
tur, grafik og tekstilkunst.

Samtaler om tge praesenterer samtidskunst gennem
et genergst udvalg veerker skabt af: Rannva Kunoy,
Julie Sass, Johan Martin Christiansen, Dennis
Agerblad, Svend-Allan Sgrensen, Hansina lversen,
Alda Mohr Eydunarddttir, Hanni Bjartalid, Randi
Samsonsen og Steinprent, Faergernes Grafiske
Veerksted: Claus Carstensen, lan McKeever, Mie
Morkeberg, Knud Odde, Bjarne Werner Sgrensen,
Torbjgrn Olsen, Marius Olsen, Silja Strem, Frida
Matras Brekku, Bjgrn Norgaard, John Kerner, Anna
Seppala, Zacharias Heinesen, Zven Balslev, Bardur
Jakupsson, Trondur Patursson, @ssur Johannesen,

Bardur Oskarsson, Carl Jéhan Jensen, Peter Laugesen,

Téroddur Poulsen, Peter Carlsen, Anker Mortensen,
Jonas Hvid Sendergaard, Erik Heide, Kathrine
Artebjerg, Kirstine Roepstorff og Margrethe Odgaard.

Compared to the traditional exhibitions of Faroese
art, Conversations About Fog is something of a
face-off. For one thing, the exhibition does not
focus on the kind of landscape painting which has
played a major role in Faroese art for so many years,
and which still has many important practitioners,
alongside a whole band of epigones who are adept
at making money from this popular tourist brand.
The exhibition also breaks with a previous
conservatism and subsequent lack of variety in
terms of gender, gender identity, age, nationality
and genre. However, genre- and technique-wise, the
exhibition is totally analogue, featuring painting,
sculpture, graphic- and textile art.

Conversations About Fog presents a generous
selection of contemporary works by: Rannva Kunoy,
Julie Sass, Johan Martin Christiansen, Dennis
Agerblad, Svend-Allan Sgrensen, Hansina lversen,
Alda Mohr Eydunardottir, Hanni Bjartalid, Randi
Samsonsen and Steinprent, Faroe Islands Graphic
Workshop: Claus Carstensen, lan McKeever, Mie
Morkeberg, Knud Odde, Bjarne Werner Sgrensen,
Torbjern Olsen, Marius Olsen, Silja Strgm, Frida
Matras Brekku, Bjorn Norgaard, John Karner,

Anna Seppald, Zacharias Heinesen, Zven Balslev,
Bardur Jakupsson, Trondur Patursson, @ssur
Johannesen, Bardur Oskarsson, Carl Jéhan Jensen,
Peter Laugesen, Toroddur Poulsen, Peter Carlsen,
Anker Mortensen, Jonas Hvid Sendergaard, Erik
Heide, Kathrine Artebjerg, Kirstine Roepstorff and
Margrethe Odgaard.
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Rannva Kunoy

After History, 2018 (detalje / detail)
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ok Det forste vaerk, der mader beskuerens blik, er

et monumentalt maleri af Rannva Kunoy (f. 1975
Torshavn, gennem mange ar bosat i London). Det er in-
teressant at iagttage udstillingspublikum i deres mede
med Kunoys maleri, der méaler 190 x 380 cm. Efter en
indledende tgven ender de fleste med at opfere noget,
der ligner en lille dans foran veerket, hvor de streekker
sig frem og tilbage for ligesom at fange det.

After History (2018) er pa den ene side et hand-
gribeligt maleri pa leerred og pé den anden side et
maerkeligt flygtigt veerk, hvis virkning afheenger af
beskuerens placering i rummet. Dette performative
element skyldes et seerligt flerfarvet krystalpigment,
som kunstneren har eksperimenteret med i en del ar.
@nsket om at transcendere selve det fysiske materiale
har veeret en uomgeengelig drivkraft i Rannva Kunoys
arbejde helt fra de formative ar. Det er lykkedes hende

RANNVA KUNOY

uk The first work visitors encounter in the exhibition

is a monumental painting by Rannva Kunoy (b. 1975

in Térshavn, and based in London for many years). It

is interesting to observe viewers when they encounter
Kunoy's painting, which measures 190 x 380 cm.

After some initial hesitation, most of them end up
performing something like a little dance in front of the
work, leaning back and forth in an effort to make sense
of it.

After History (2018) is partly a tangible painting on
canvas, and partly an oddly fleeting work, the effect
of which depends on the viewer’s position in the
room. This performative element is the result of a
special multicoloured crystal pigment, with which the
artist has been experimenting for a number of years.
The desire to transcend the physical material itself
has been an intrinsic driving force in Rannva Kunoy's



RANNVA KUNOY RANNVA KUNOY

After History, 2018




RANNVA KUNOY

at finde frem til et udtryk, der gor op med maleriets
fikserede position og giver det en mystisk og heermest
immateriel karakter.

Maleriets skinnende billedflade er bygget op af mange
lag af sort maling og siden krystalmaling. Maleriets
kanter er accentuerede og skaber en form for ramme
op imod et tilsyneladende endelgst rum. Vrimlen

af tegn, som er streget, malet og ridset i maleriets
overflade med savel fri hand som via skabeloner, er i
sig selv overveeldende. Den ujeevne konturstreg giver
billedfladens mange tegn karakter af en koldnalsgrat
og tilfgrer samtidig illusionen om en reliefvirkning, lidt
pa samme made som i italiensk-argentinske Lucio
Fontanas (1899-1968) gennemskarne vaerker. Foran
Kunoys store maleri forspger jeg at orientere mig, pa
samme made som var det et gammelt landkort med
anvisninger over leengde- og breddegrader med mere
eller mindre oplgste ord og obskure betydninger. Flere
steder pa billedfladen dukker ordet “Yama” op. Yama
er en buddhistisk dpdsgud og det farste menneske,
der dgde. Blandt lzeselige symboler er der ogsa noget,
der ligner en stiliseret lotusblomst eller en lilje, der
ogsa gentages med en samlende kompositorisk effekt
midt pa billedfladen. Andre steder ses spor af en
halvmaneform i cartoonstil, en drabe, en kongekrone,
samt lgse tegn, tal og bogstaver.

Sporgsmalet er, hvorledes vi leeser de mange tegn

i forhold til billedets titel, After History? Rannva
Kunoys titler stammer ofte fra andre omrader end fra
billedkunsten - de kan eksempelvis hidrgre fra den fi-
nansielle sektor, popkulturen eller det politiske. Kunne
billedtitlen vaere en henvisning til popkongen Michael
Jacksons apokalyptiske album HIStory?

Af maleriets pa én gang dystre, halvkvalte og sublime
skenhed far man en urovaekkende fornemmelse af
undergang, pa samme made som man kan opleve

26

work since her formative years. She has succeeded
in coming up with an expression that puts paid to
the fixed position of a painting, investing it with a
mysterious, virtually immaterial character.

The shiny surface of the picture comprises many
layers of black paint and crystal paint. The edges of
the painting are accentuated, creating a kind of frame
against a seemingly endless space. The plethora of
signs that are streaked, painted and scratched into the
surface of the painting, both freely and with the use of
templates, are in themselves overwhelming. As a result
of the uneven contours, the numerous characters on
the pictures resemble drypoint burrs, creating the
illusion of a relief effect, not unlike the slashed works
of the Italian-Argentinian artist Lucio Fontana (1899-
1968). Standing in front of Kunoy'’s large painting, | try
to find my way around, as if it were an old map, where
the longitudes and latitudes are words dissolved in
varying degrees and obscure meanings. In several
places on the surface of the picture, the word ‘Yama'’
occurs. Yama is a Buddhist god of death and the first
human being to die. Among legible symbols, there is
also something not unlike a stylised lotus flower or lily,
which is also repeated, adding a unifying compositional
effect in the middle of the picture plane. Elsewhere,
there are traces of a cartoon-like crescent shape, a
droplet, a royal crown and loose characters, numbers
and letters.

The question is: How are we to read all these signs in
light of the picture’s title, After History? Rannva Kunoy's
titles often come from areas other than the visual arts
- for example, from the financial sector, pop culture

or politics. Could the image title be a reference to pop
king Michael Jackson's apocalyptic album HIStory?

The bleak, stifled yet sublime beauty of the painting
gives us an unsettling sense of doom. The effect is like

After History, 2018 (detalje / detail)



RANNVA KUNOY

After History, 2018
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i barokkens malerier, hvor underskgnne blomster

og saftige, overmodne frugter for en kort stund

lyser op imod afpillede kranier og temte vinglas, de
nedbrzendte lys og det kulsorte morke, der er deres
baggrund, pdelaeggelse og naermeste fremtid. Veerket
kan opfattes som en episk vision af en posthistorisk,
postciviliseret verden, et keerligt tilbageblik pa men-
neskets kulturer og bedrifter. Maleriet er af denne
verden, men det har ogsa et futuristisk preeg, som en
fremtids forseg pa at kortleegge homo sapiens’ tid pa
jorden. After History er saledes bade et fremadrettet
og melankolsk maleri, der giver en klar fornemmelse
af, at den periode, vi lever i, allerede er forbi.

RANNVA KUNOY

that of Baroque paintings, in which stunningly beautiful
flowers and juicy, overripe fruits glimmer fleetingly

in juxtaposition to the peeled skulls and empty wine
glasses, the burnt-out candles and pitch darkness,
which form their background, destruction and near
future. The work can be regarded as an epic vision of a
post-historic, post-civilised world: an affectionate look
back at human cultures and achievements. While the
painting is of this world, it also has a futuristic touch,
like a future attempt to map the time of homo sapiens
on earth. In other words, After History is both forward-
looking and melancholic, evoking a clear sense that the
period we live in is already over.
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Julie Sass
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Uden title / Untitled
(gesture on yellow),
2017-2018
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ok Med en raekke projekter i form af originalgrafiske
bogudgaver, litografier, udstillinger og andre former
for samarbejde har den danske billedkunstner Julie
Sass (f. 1971 i Kebenhavn) indskrevet sig i faergsk
kunsthistorie. Hendes deltagelse pa udstillingen er
saledes bade en del og en konsekvens af hendes rolle
inden for faergsk samtidskunst, der bl.a. har resulteret
i interviews i dagspressen samt en portreetudsendel-
se, som digteren Sissal Kampman lavede om hende
til feergsk tv (vist pa KVF i 2019) i forbindelse med
separatudstillingen Black Fog Rising i Steinprent.

Julie Sass arbejder med nonfigurativt maleri, collage
og grafik, og det er i kraft af hendes seerlige passion

for og indsigt i den genstandslgse billedkunst, at hun
har spillet en vigtig rolle inden for feergsk billedkunst,
eksempelvis deltog hun i 2017 pa gruppeudstillingen
Abstrakt Summar i Steinprent sammen med Hansina

JULIE SASS

uk Her wide range of projects, which include original
graphic book editions, lithographs, exhibitions and
other forms of collaboration, have earned the Danish
artist Julie Sass (b. 1971 in Copenhagen) a place in
Faroese art history. Thus, her participation in this
exhibition is partly a consequence of her role within
Faroese contemporary art, resulting, for example,

in interviews in the papers papers and a portrait
broadcast, which the poet Sissal Kampmann made
about her for Faroese television (shown on KVF in
2019), in the context of her solo exhibition, Black Fog
Rising in Steinprent.

Julie Sass’s works include nonfigurative painting,
collage and graphic art. By virtue of her special passion
for, and insight into non-objective art, she has played
an important role in Faroese visual art. For example, in
2017, she took part in the group exhibition, Abstrakt
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Maleri-collage /
Painting-collage,
2018 Woven IMAGE, 2020




Black Fog Rising, 2019
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Iversen, lan McKeever og Rannva Kunoy. Til dbningen
af Hansina Iversens udstilling pa Nordatlantens Brygge
i 2016, Dissonant Thought, var det Julie Sass, der
holdt dbningstalen.

Sass’ veerker er procesorienterede, sat sammen

af dele og helheder, og hun har en stor og genergs
abenhed for at ga i dialog med andre kunstnere. Det
har veeret interessant at opleve hendes omfattende
samarbejdsprocesser med Steinprent, hvor hun bl.a.
har produceret tre originalgrafiske kunstnerboger,
Volume Rhythm Matter (2017), Lemon Mood (2018) og
Black Fog Rising (2019). Bogvaerkerne er i sig selv en
keempe preestation. At mgde Julie Sass i stormens gje
péa veerkstedet er som at opleve en koreograf eller diri-
gent med et gje pa hver finger og et helt imponerende
overblik samt kendskab til enkeltdelenes bevaegelser
og rytme, som hun szetter sammen i forlgb, der nok er
flydende, men aldrig tilfaeldige.

Det kvadratiske violette Maleri-collage fra 2018

var samme ar med pa udstillingen En kort historie

om Abstraktion, som Julie Sass kuraterede pa
Rennebasksholm, hvor hun indfgjede to feergske
kunstnere, Rannva Kunoy og Hansina lversen, i sin ver-
sion af den abstrakte kunsts historie. Det naevnte vaerk
er typisk for Sass med en enkel og ren billedflade, der
i virkeligheden er sat sammen pa naermest arkitekto-
nisk vis, hvor de afrundede geometriske former ser ud
til at veere stablet oven pa hinanden. Kompositionens
elementer har vekslende karakter - hvor enkelte af
dem er gennemsigtige, er andre indrammet af en
kraftig konturstreg og traeder frem, imens gjet opfatter
andre dele af maleriet som en form for baggrund. Pa
grund af veerkets iboende spaendinger og muligheder
fortseettes processen i beskueren, som for sit indre
blik samler enkeltdelene til helheder, blot for at ople-
ve, at de falder fra hinanden igen.

JULIE SASS

Summar at Steinprent, together with Hansina Iversen,
lan McKeever and Rannva Kunoy. At the opening of
Hansina Iversen'’s exhibition at the North Atlantic House
in 2016, Dissonant Thought, it was Julie Sass who gave
the opening speech.

Sass’s works are process-oriented, composed of

parts and wholes, and she is very open and generous
when it comes to engaging with other artists. It has
been interesting to witness her extensive collaborative
processes with Steinprent, where, for example, she
produced three original graphic artist’s books: Volume
Rhythm Matter (2017), Lemon Mood (2018) and Black
Fog Rising (2019). The books are in themselves a huge
achievement. Meeting Julie Sass in the eye of the storm
in the workshop is like observing a choreographer or
conductor with an eye on each finger and an impressive
overview and knowledge of the movements and rhythm
of the individual parts, which she puts together in
sequences that, while fluid, are never random.

In 2018, the square, violet Painting-collage (painted
that same year) featured in the exhibition A Brief
History of Abstraction, which Julie Sass curated at
Rennebaeksholm, in which she included two Faroese
artists, Rannva Kunoy and Hansina Iversen. It was

her take on the history of abstract art. With a simple,
clean picture plane, it is a typical Sass work. Itis in
fact composed on the basis of a quasi-architectural
approach, with the rounded geometric shapes
seemingly stacked on top of each other. The elements
of the composition alternate in character. Some of
them are transparent, others framed by a strong outline
and more prominent, while the eye perceives other
parts of the painting as a kind of backdrop. Due to the
intrinsic tensions and possibilities of the work, the
process continues inside the viewer, whose inner gaze
collates individual parts to form wholes, only to find
that they fall apart again.
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ohan Martin
Christiansen

Boogie Night, 2020
Flip Flop, 2020

36

37

ok To skulpturelle veerker, placeret diagonalt over for
hinanden, er skabt in situ af Johan Martin Christiansen
(f. 1987 i Toérshavn). Veerkerne har, som en slags
flereeggede tvillinger, samme overordnede form, men
er forskellige mht. farveholdning. De synes med veeldig
kraft at veere smidt ind pa gulvet med gipsstev og
stumper af materiale, der er kneekket af formen og
som ligger rundt omkring veerkerne som handgribelige
tegn pa, at der er foregaet noget voldsomt. Bade
formelt og kreativt har vaerkerne saledes et staerkt
performativt preeg, der understreges af den dynamiske
struktur. Materialemeaessigt peger veerkerne i flere
retninger, bade tilbage til klassisk gipsskulptur og til in-
dustrielt byggemateriale og -miljp af stal, glasfibernet,
plastikstrips og lysstofror.

Begge veerker er lavet med udgangspunkt i et andet
veerk, der blev skabt til udstillingen Lonely Hearts, som

JOHAN MARTIN CHRISTIANSEN

uk Two sculptural works, placed diagonally opposite
each other, were created on site by Jéhan Martin
Christiansen (b. 1987 in Térshavn). Like dizygotic
twins, the works have the same overall shape, but are
coloured differently. They seem to have been hurled
onto the floor with plaster dust and bits of material
that have broken off the mould lying around the works
as tangible indications that something violent has
happened. Both formally and creatively, the works
have a strong performative element, underpinned

by their dynamic structure. Material-wise, the works
point in several directions: back to classical plaster
sculpture; and to industrial building materials and
environments of steel, fiberglass mesh, plastic strips,
and fluorescent lamps.

Both works are based on another piece that he
created for the exhibition Lonely Hearts, which
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Flip Flop, 2020
|

Boogie Night, 2020




JOHAN MARTIN CHRISTIANSEN

Flip Flop, 2020 (detalje / detail)
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Hansina Iversen og Jéhan Martin Christiansen arrange-
rede sammen i Torshavn i 2018 (samarbejdet fortsatte
med feellesudstillingen Speaking in Tongues i Mgstings
Hus i Kebenhavn, 2020). Ud over gips og stal mm.
bestod skulpturen fra 2018 af nogle citroner, der ind-
gik i en koloristisk forbindelse med Hansina Iversens
lysende maleri, og som sammen med den insisterende
duft af overmodne citroner pa vej i forradnelse gav
beskueren en barok memento mori-pamindelse om
tilveerelsens forgaengelighed.

De to nyere veerkers titler, Boogie Night og Flip Flop
(begge 2020), har en umiddelbar, neesten poppet
lethed over sig, der modsvares af veerkernes fysiske
tyngde og dramatiske udtryk. Men titlerne er vel at
meerke flerstrengede. Den sorte skulpturs titel, Flip
Flop handler om muligheden for at vende noget om,
men henviser, ifglge online-slangordbogen Urban
Dictionary, ogsa til seksuelle aktiviteter imellem to
meend, der skiftes mellem at veere under og ovenpa.

Den redbrune skulpturs titel Boogie Night har samme
slags dobbelttydige frivolitet over sig. Uden citroner
som tilbehgr, forekommer de to skulpturer endnu
mere direkte i deres fysiske tilstedevaerelse; som to
dynamiske flader, der pa voldsom vis penetreres af
en jernstang, der ser ud til at spaende skulpturens to
sider fra hinanden og altsa abner skulpturen op. Det
er en dobbeltbevaegelse af skabelse og pdelaeggelse.
Skulpturernes pa én gang spaendte aggressive og
sensuelle fysiske tilstedeveerelse giver associationer
til barokkens skulpturelle udtryk, eksempelvis Berninis
legemliggarelse af seksualitetens enorme kraft i den
kendte skulptur af Apollon og Daphne fra 1622-25.

JOHAN MARTIN CHRISTIANSEN

Hansina Iversen and Johan Martin Christiansen
organised together in Torshavn in 2018. (Their
collaboration continued with the joint exhibition,
Speaking in Tongues in Mgstings Hus in Copenhagen
in 2020.) In addition to plaster and steel, the 2018
sculpture consisted of some lemons, which formed
part of a colouristic connection with Hansina lversen’s
luminous painting and which, with the overwhelming
smell of overripe, decomposing lemons, provided
viewers with a Baroque memento mori - a reminder of
the transience of life.

There is something immediate, almost superficial
about the titles of the two more recent works, Boogie
Night and Flip Flop (both 2020), a feature that is
counterbalanced by the works’ heaviness and drama.
Mind you, the titles are ambivalent. Flip Flop, the title
of the black sculpture, refers not only to the possibility
of turning something upside down, but also, according
to the Urban Dictionary (an online dictionary of slang),
to sexual activities between two men who take turns
at being ‘top’ and ‘bottom’.

The title of the reddish-brown sculpture, Boogie
Night has something of the same ambiguous frivolity.
Without their lemon props, the physicality of the two
sculptures makes an even more direct impact: as two
dynamic surfaces violently penetrated by an iron rod
that appears to stretch the two sides of the sculpture
apart, thereby opening it up. It is a dual movement of
creation and destruction. The tensely aggressive and
sensually physical presence of the sculptures evokes
the sculptural expression of the Baroque period:

for example, Bernini's embodiment of the immense
power of sensuality in his famous sculpture of Apollo
and Daphne from 1622-25.
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Selvportreet i drag /
Self-portrait in drag,
2009
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ok Robin Ova Tolfsen (f. 1970 i Vestmanna) arbejder
under kunstnernavnet Dennis Agerblad. Det perfor-
mative er rygraden i hans veerk Selvportreet i drag
(2009). Det bestar af fire selvportreetter med dertil-
herende tgj og tilbehor i form af parykker, tasker og
sko. Portreetterne er vellignende samtidig med, at
de tydeligvis repraesenterer forskellige roller, hvilket
understreges af en hvid, belgende kontur omkring
den portreetterede figur. Det har en dekorativ effekt,
men giver ogsa en fornemmelse af, at figuren er sat
ind i billedet og ligesa godt kan tages ud igen.

Dennis Agerblad er komponist, musiker, grafiker, bil-
ledkunstner og forfatter, men de seneste ar har han
ikke mindst vaeret aktiv inden for sdkaldt trash-drag
performance bl.a. med gruppen Dunst, hvor selve
drag-begrebet streekkes i en avantgardistisk retning
med et outreret og for mange ret sa provokerende

DENNIS AGERBLAD

uk Robin Ova Tolfsen (b. 1970 in Vestmanna) works
under the artist pseudonym of Dennis Agerblad. The
performative element is the overriding feature of his
work, Selvportreet i drag (Self-Portrait in Drag, 2009).
It consists of four self-portraits with associated
clothing and accessories in the shape of wigs, bags
and shoes. The portraits are lifelike, while clearly
representing different roles, underscored by a white,
undulating contour around each of the characters
portrayed. The effect is decorative, but also gives
the impression that the character has been inserted
into the picture and can just as easily be removed.

Dennis Agerblad is a composer, musician, visual
artist and author, but in recent years has been
equally active in the genre of so-called ‘trash drag’
performance. He has performed, for example, with
the group Dunst, who expand the concept of drag



DENNIS AGERBLAD

udtryk. Dennis Agerblad har arbejdet en del med
selvportreettet bade i malerier og videoer. Det drejer
sig altid om en form for iscenesaettelse, der relate-
rer til kensidentitet og som ofte gar i retning af det
grinagtige, groteske og absurde.

Alt efter hvordan man opfatter definitionerne af
begrebet queet, sa tror jeg nok man kan tillade sig
at konkludere, at man pa Feergerne selvfplgelig

har haft queer kunst for i tiden, men uden at man i
naevneveerdig grad har droftet eller behandlet det
skriftligt. Ordet "queer”, der direkte oversat betyder
"maerkelig” eller "skaev”, er et paraplybegreb, der
daekker over kpnsminoriteter og seksuelle minorite-
ter. | akademiske sammenhaenge bruges begrebet
om det brede felt af post-strukturalistisk kritisk
filosofi, der undersgger kensroller og identitet med
fokus pa minoritetsseksualiteters vilkar.

Inden for faerpsk samtidskunst er der i dag flere
billedkunstnere, der arbejder med queer kunst.
Dennis Agerblad er pioner pa omradet og har
jeevnligt udfordret normerne, som f.eks. da hani
2009 medte op til forarsudstillingen pa Feerpernes
Kunstmuseum ifgrt den traditionelle nationaldragt
samt et par spektakuleere, hojheelede plateausko.
Provokationen og udfordringen af det nationale har
Agerblad til faelles med en anden samtidskunstner,
Toéroddur Poulsen, hvis fine erindringsveerk Ta eg
var litil mintist eg alt (Da jeg var lille huskede jeg alt,
2009) er med pa udstillingen, og hvis digte Dennis
Agerblad har fortolket badde musikalsk og visuelt.

Dennis Agerblad deltog i feellesudstillingen Fgroysk
List pa Den Frie i 1999 med en reekke selvportraet-
ter, hvor han havde iscenesat sig som "oprindelig
feering”, ifert den brune uldtrgje, den sakaldte
republikanertrgje. Ligeledes bidrog han til feelles-
udstillingen A£ggen - faergsk design med kant, som

a4 45

in an outrageously avant-garde direction, which
many people find provocative. Dennis Agerblad’s
paintings and videos feature a good many self-
portraits. There is always an element of staging that
relates to gender identity, often bordering on the
ridiculous, the grotesque and the absurd.

Given the various definitions of the word ‘queer’, |
believe we can conclude that there was of course
queer art in the Faroe Islands in the past, but it was
something that was not really discussed or written
about. The word ‘queer’ is an umbrella term that
covers gender minorities and sexual minorities.

In academic contexts, the concept is used for the
wide-ranging field of post-structuralist critical
philosophy, which examines gender roles and
identity with a particular focus on the conditions of
sexual minorities.

Today, there are several Faroese contemporary
artists working in the queer art genre. Dennis
Agerblad is a pioneer in the field and has regularly
challenged norms. For example, in 2009 he
showed up for the spring exhibition at the National
Gallery of the Faroe Islands wearing traditional
national costume and a pair of spectaculat, high-
heeled platform shoes. Provoking and challenging
nationalism is something Agerblad shares with
another contemporary artist, Toroddur Poulsen,
whose excellent memoir Ta eg var litil mintist eg alt
(When | was a child | remembered everything, 2009),
is featured in the exhibition, and whose poems
Dennis Agerblad has interpreted both musically
and visually.

Dennis Agerblad took part in the joint exhibition,
Foroysk List (Faroese Art) at Den Frie Centre of
Contemporary Art in 1999 with a series of self-
portraits, in which he appeared as an ‘original

Selvportreet i drag /
Self-portrait in drag,
2009

DENNIS AGERBLAD
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Selvportreet i drag /
Self-portrait in drag,
2009
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Barbara i Gongini kuraterede pa Nordatlantens
Brygge i 2016. Det er altsé ikke forste gang en udstil-
ling med feergsk samtidskunst i Danmark kan byde
pa queer indslag, men det er fgrste gang, vi skriver
om det i kataloget.

DENNIS AGERBLAD

Faroese’, wearing a brown sweater - the so-called
‘republican sweater’. He also contributed to the
joint exhibition £ggen - faerask design med kant
(The Edge - Faroese Design), which Barbara i
Gongini curated at the North Atlantic House in 2016.
This is not the first time an exhibition of Faroese
contemporary art in Denmark has featured queer
elements, but this catalogue is the first written
account.
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ok |januar 2020 havde Svend-Allan Sgrensen (f. 1975
i Kjellerup) en separatudstilling i Steinprent med titlen
Bleest Bgige Fugl / Vindur Alda Fuglur. Han havde

pa det tidspunkt i et stykke tid sendt undertegnede
kurator sma tekstuddrag og linjer, som han ville have
oversat til feergsk. Det undrede ikke, for han har fer
anvendt feergske formuleringer i flere af de grafiske ar-
bejder, som han har fremstillet hos Steinprent. Dem er
der en del af, for Svend-Allan Sgrensen har haft talrige
arbejdsophold. Han har deltaget pa flere udstillinger i
landet, ligesom han har stillet op til interviews med de
lokale aviser og til talks med skoleelever mm., hvilket
afspejler det passionerede forhold, som han har til
Steinprent og til Feerperne.

Svend-Allan Serensen foler sig hjemme i det feergske
samfund, hvor man lever teettere pa naturen end i
storbyen. Titlen pa hans udstilling pa Museum Jorn

SVEND-ALLAN S@RENSEN

uk InJanuary 2020, Svend-Allan Sgrensen (b. 1975 in
Kjellerup) had a solo exhibition in Steinprent entitled
Blaest Bglge Fugl / Vindur Alda Fuglur (Wind Wave
Bird). For some time, he had been sending me small
passages of text and lines, which he wanted to have
translated into Faroese. This came as no surprise. He
had previously used Faroese phrases in several of the
graphic works he produced at Steinprent. There are
many of them, because Svend-Allan Sgrensen has had
many residencies there. He has participated in several
exhibitions in the Faroe Islands, been interviewed by
local newspapers and given talks to schoolchildren,
reflecting the passionate relationship he has with
Steinprent and the Faroe Islands.

Svend-Allan Sgrensen feels at home in the Faroese
community, where one is closer to nature than in a big
city. In that regard, the title of his exhibition at Museum
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Svend Fleuron og Valdemar Rerdam pé feerask /
Svend Fleuron and Valdemar Rgrdam in Faroese, 2020
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i 2013, Country & Koncept, er symptomatisk i den
henseende, ligesom den coole splvkrage synger med
pa John Fogertys Have you ever seen the rain i det ene
af hans veerker pa Samtaler om tage. Vi er pa landet
og ikke spor kede af det, og den samme humoristiske
og coole holdning fornemmes i savel motiver som
seetninger hos kunstneren, for hvem ord er vaesentlige
billedelementer, som han ofte bruger konkret med
poetisk effekt.

Svend-Allan Sgrensen er jeeger og arbejder ogsa
tematisk med jagt og natur i sine grafiske veerker,
eksempelvis i udstillingens store grafiske installation
Svend Fleuron og Valdemar Rgrdam pé feerask (2020).
Veerket er sat sammen af 28 unikatryk (linoleumssnit),
der er feestnet direkte pa veeggen uden glasramme
eller passepartout. Bdde Rgrdam og Fleuron, som i
deres tid var ganske bergmte forfattere, blev pga. nazi-
stiske sympatier udelukkede pé forskellig vis og endte
i den kollektive glemmebog. Svend-Allan Sgrensen har
fundet nogle fine, melankolske linjer om naturen og
eksistensen i deres tekster, som han bruger i sit eget
veerk.

Vaerket har en meget sammensat karakter, bade i
maden det er monteret pa, men ogsa indholdsmaes-
sigt og teknisk. Der er noget obskurt over projektet
med brugen af linjer fra ukendte aeldre beger, der,
taget ud af deres sammenhaeng og oversat til faergsk,
bliver endnu mere dunkle og smalle. Kunstneren

har brugt, genbrugt og kombineret silhuetter, papir i
forskellige farver og tekster sdledes, at veerkets 28
enkeltdele alle er forskellige. Derudover er der stor
forskel pa, hvordan de enkelte tryk er revet. De er trykt
pa farvet japansk kozo-papir, hvis ujeevne kanter giver
en levende og farverig installation, hvor det serielle
preeg paradoksalt er med til at fremheeve trykkenes
individuelle preeg.
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Jorn in 2013, Country & Koncept (Country & Concept)

is symptomatic, like the cool silver crow singing along
to John Fogerty’s ‘Have You Ever Seen the Rain?’ in one
of his works featured in Conversations About Fog. We
are in the country and not at all sorry about it, and the
same humorous, cool attitude comes across in both the
motifs and the sentences of the artist, for whom words
are essential pictorial elements, often used concretely
with poetic effect.

Svend-Allan Sgrensen is a hunter and often features
the theme of hunting in his graphic works: for example,
in the exhibition’s large graphic installation, Svend
Fleuron og Valdemar Rgrdam pa feerask (Svend Fleuron
and Valdemar Rgrdam in Faroese, 2020). The work

is composed of 28 unique prints (linocuts), attached
directly to the wall with no glass frame or passe-
partout. In their time, both Rerdam and Fleuron were [ AR
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quite famous authors; but their Nazi sympathies led

to their exclusion and collective oblivion. Svend-Allan
Serensen has found some fine, melancholic lines about
nature and existence in their texts, which he uses in his
own work.

Itis a very intricate work, not only in the way itis
installed, but also in terms of content and technique.
There is something obscure about the project with the
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use of lines from old, unknown books, which, taken out

of context and translated into Faroese, become even
more obscure and circumscribed. The artist has used,
reused and combined silhouettes, paper in different
colours and texts in such a way that none of the 28
individual elements in the work are the same. There is
also a big difference in how the individual prints have
been torn. They are printed on coloured Japanese
kozo paper, the uneven edges of which provide a
vibrant, colourful installation, with the serial element

paradoxically helping to accentuate the individual
features of the prints.

Svend Fleuron og Valdemar Rerdam pé faerask / Svend Fleuron and Valdemar Rgrdam in Faroese, 2020 (detalje / detail)
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Uden titel /
Untitled, 2020
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ok Der er fart over stregene i Hansina Iversens
malerier pa udstillingen, der alle synes baret af en
ubaendig energi, der bade ytres koloristisk og gen-
nem penslens streg pa laerredet. Hansina Iversen
(f. 1966 i Torshavn) laver ikke forarbejder til sine
malerier. | interviews har hun forklaret, at hun kan
tilbringe lang tid foran leerredet, naermest pa spring
og med samme koncentration som en atlet, der
venter pa startskuddet. De formmeessige sammen-
haenge, man kan opleve imellem de enkelte veerker,
kommer bl.a. af, at kunstneren ofte maler pa flere
leerreder samtidig. Hansina Iversen arbejder non-
figurativt og har siden halvfemserne veaeret blandt
pionererne inden for det genstandslgse maleri pa
Feergerne. Hun har fire store malerier med péa ud-
stillingen, der synes besleegtede mht. farveholdning
og komposition.

HANSINA IVERSEN

uk There is such velocity in the brushstrokes of the
paintings by Hansina Iversen in the exhibition. All of
them seem to be driven by an irrepressible energy,
expressed both in the colours and the brushstrokes on
the canvas. Hansina Iversen (b. 1966 in Torshavn) does
no preliminary work for her paintings. In interviews,
she has explained that she often spends a long time

in front of a canvas, almost champing at the bit and
with the same concentration as an athlete waiting for
the starting pistol to be fired. The formal connections
between the individual works are partly due to the fact
that the artist often paints on several canvases at the
same time. Hansina lversen’s works are non-figurative.
Since the 1990s, she has been one of the pioneers in
the field of abstract painting in the Faroe Islands. Her
four large paintings featured in the exhibition seem
related in terms of choice of colour and composition.
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Uden titel / Uden titel /
Untitled, 2020 Untitled, 2020
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Uden titel /
Untitled, 2020
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Et lyst og luftigt maleri domineres af ét sammenhaen-
gende morkegult penselstregg, der ser ud til at starte
helt ude i kanten, gverst i hojre side. Det forlgber
over hele billedfladen i en bglgende beveegelse.
Billedet har et stralende og afklaret udtryk, der til
dels skyldes den tilsyneladende ukomplicerede kom-
position med en distinkt markering af figur og grund,
hvor det ferneevnte, mere eller mindre gennemsigtige,
penselstrog i guld, okker og indisk gul med rgde og
gronne felter slynger sig elegant over en mere deem-
pet baggrund af pastelfarvede lysegra, lysviolette

og hvide flader. Langsomt afdeekkes sma, naesten
umeerkelige nuanceforskelle og farveskift, der giver
en klar fornemmelse af flere lag og overlapning.

| et andet maleri med samme farveholdning er bade
farveflader og penselstrog meget klart definerede

pa leerredet som i et papirklip, hvor de forskellige
former tilsyneladende er placerede lagvis ovenpa og
inde under hinanden. Kompositionen, der er todelt
med en cirkuleer form gverst og en lidt mere irreguleer
form nederst med tre ben, er pa en gang kompleks og
enkel. Den udtrykker bade spontan kraft i penselstre-
gene samt stor kontrol i kompositionen, hvor lagenes
former indordnes den cirkulaere form med en neesten
grafisk klarhed. Ud over maleriet er Hansina lversen
ogsa grafisk billedkunstner, hvis malerier i tiltagende
grad synes pavirket af litografiets made at arbejde
med lag pa lag.

HANSINA IVERSEN

A light, airy painting is dominated by one continuous
dark yellow brushstroke that appears to start at the
top, right-hand edge. It undulates across the entire
picture plane. The image has a brilliant, clarified
expression: partly due to the seemingly uncomplicated
composition with a distinct demarcation of figure
and base, in which the aforementioned, more or
less transparent gold, ochre and Indian yellow
brushstrokes with areas of red and green wind
elegantly over a more muted background of pastel
light grey, light purple and white surfaces. Gradually,
small, almost imperceptible differences of shade
and changes of colour are revealed, producing a vivid
sense of several layers and overlapping.

In another painting with the same colour scheme,
both colour surfaces and brushstrokes are very clearly
defined on the canvas, as in a papercut, where the
different shapes are apparently placed in layers on
top of, and inside each other. The composition, which
is divided into two parts, with a circular shape at the
top and a slightly more irregular shape at the bottom
with three legs, is at once complex and simple. It
expresses both spontaneous force in the brush-
strokes and great control in the composition, where
the shapes of the layers are arranged in the circular
shape with an almost graphic clarity. As well as being
a painter, Hansina Iversen is also a graphic artist,

and her paintings seem increasingly to be influenced
by the way in which lithography is all about layers
upon layers.
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Alda Mohr
Eyounardottir

at broyta tao, id var meiningin

at toga drina gjegnum tann tunga sjogvin
noyda sjogvin at gevast a hondum
noyda hann at boyggja seg

bukka fyri meer

klappa fyri maer

sum sjogvurin hevur klappad steinunum
4 herdarnar

medan grindamjerkin er 4 veg

at aendre det der var meningen

at hive en dre gennem det tunge hav
tvinge havet at bukke under

tvinge det at bgje sig

bukke sig for mig

klappe for mig

som havet der har klappet stenene
pa skuldrene

mens grindetégen er pa vej

to change what was intended

to tug an oar through the heavy sea
to force the sea to succumb

force it to bow itself

yield to me

clap for me

like the sea that clapped rocks

on its shoulders

while the pilot-whale fog approaches

2020



ALDA MOHR EYDUNARDOTTIR

Installation af Alda Mohr Eydunardottir / Installation by Alda Mohr Eydunarddttir, 2020 (detalje / detail)
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ok Det er en seerdeles dynamisk grundform, der
udgor kernen i Alda Mohr Eydunardottirs tekstilinstal-
lation. Der er tydeligvis noget, der er i feerd med at
ske med formen, der rejser sig op fra gulvet som en
stor natsvaermer, fremstillet af staltrad, fiskesnore,
uld, silke og hor i en skrobelig, men samtidig steerk
struktur, vaevet, formet og forankret med sten.

Alda Mohr Eydunardottir (f. 1997 i Térshavn) gar pa
Kunstakademiet i Kebenhavn. Da hun blev optaget for
et par ar siden, var hun den fgrste feering i flere artier,
der fik plads, men nu har ogsa Anny @ssursdottir
Djurhuus faet optagelse pa dette inden for feergsk
kunsthistorie vigtige akademi, hvor grundlaeggerne af
landets billedkunst i sin tid selv var elever.

Alda Mohr Eydunardottir afholdt i 2019 udstillingen
Flakar (flager/flader) i Skalabudin, en gammel tojfor-
retning i Torshavn, der dengang var under nedrivning.
Bade lokation og titel henviste til noget, der er flygtigt,
skrgbeligt og forbigdende med associationer til
smeltende is og andre klimamaessige udfordringer,
men som ogsa kunne aflaeses psykologisk, forstaet pa
den made, at kunstveerkerne agerer som en form for
spirituel redningsflade for individet.

Med sit direkte forhold til naturen og dens materialer
forholder Eydunardéttirs kunst sig delvist til yngre
feerpske kunstnere sdsom Johan Martin Christiansen,
som i sin soloudstilling pa Feergernes Kunstmuseum
Spor (2016) udstillede veerker med spor fra naturens
elementer. Der er et element af gkokunst i gnsket

om at redde verden over Eydunardottirs projekt med
genbrug, naturlige farver og stor inderlighed.

Titlen pa hendes veerk pa udstillingen bestar af en
poetisk tekst: at eendre det der var meningen/ at

hive en are gennem det tunge hav/ at tvinge havet at
bukke under/ tvinge det at bgje sig/ bukke sig for mig/
klappe for mig/ som havet der har klappet stenene

uk There is a particularly dynamic basic shape that
forms the core of Alda Mohr Eydunardottir's textile
installation. There is clearly something going on with
the shape that rises from the floor like a large nocturnal
moth, made of steel wire, fishing line, wool, silk and
linen in a fragile yet strong structure, woven, shaped
and anchored with stones. Alda Mohr Eydunardéttir

(b. 1997 in Torshavn) is a student at the Royal Danish
Academy of Fine Arts in Copenhagen. When she was
admitted to the academy a few years ago, she was the
first Faroese student for several decades. But now Anny
@ssursdottir Djurhuus has also gained a place at an
institution that has played such an important role in the
history of Faroese art and where the very founders of
the country’s visual art were once students.

In 2019, Alda Mohr Eydunardéttir mounted the
exhibition Flakar (flakes/rafts) in Skalabudin, an old
clothing shop in Térshavn, which was being demolished
at the time. Both the location and the title referred to
something that is fleeting, fragile and transient, with
allusions to melting ice and challenges of climate
change. But it could also be interpreted psychologically,
in the sense that the works serve as a kind of spiritual
life raft for the individual.

With her direct relationship to nature and its materials,
Eydunardottir's work relates partly to the work of
certain young Faroese artists: for example, Johan
Martin Christiansen. In Spor (Traces), his 2016 solo
exhibition at the National Gallery of the Faroe Islands,
he exhibited works featuring vestiges of nature’s
elements. Involving, as it does, recycling, natural
pigments and great fervour, Eydunardottir's project has
an element of ecological art and a desire to save the
world.

The title of Eydunardottir's work in the exhibition
consists of a poetic text: to change what was intended/



ALDA MOHR EYDUNARDOTTIR

pa skuldrene/ mens grindetagen er pa vej. Grindetage
henviser til en taet form for tage, under hvilken grinde-
flokke kan forvilde sig ind mellem gerne. Grindetagen
skabte for i tiden forventninger om fangst og dermed
grindeked og spaek, der ikke kun var og er yndet spise,
men som ogsé var ngdvendigt for at opretholde eksi-
stensen pa Feergerne. Det er det ikke lzengere, og i takt
med havforurening og tiltagende gkologisk bevidsthed
er der et stigende antal af isaer yngre mennesker, der
slet ikke spiser det.

Som teksten indikerer, forholder Eydunardoéttirs veerk
sig til naturen, der personificeres og tvinges til at ind-
ordne sig i forhold til digterjeget. Teksten har en gan-
ske hoj frekvens af udsagnsord: eendre/ hive/ tvinge/
bukke/ klappe, hvilket danner en dynamisk, neesten
oprorsk helhed. Veerket er ifglge kunstneren lavet ud
fra en tanke om, at vores kultur prgver at deemme
naturen i os selv op, eller som hun selv har formuleret
det (i en mail til undertegnede): “Jeg teenker pa, at vi
mennesker har provet at styre naturen og har glemt, at
vi er en del af den. Fornemmelsen af at skulle passe
ind i samfundet, mens psykologiens funktion bliver

at sorge for at naturlige folelser holdes tilbage eller
deempes sa vi kan fungere som brugbare borgere i
samfundet. Fglelsen af at skulle skifte ham hver gang
du kommer ind i et nyt rum. Tanker om ikke at bgje sig
og bare vaere menneske/ sarbat/ feering...”
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to tug an oar through the heavy sea/ to force the sea

to succumb/ force it to bow itself/ yield to me/ clap for
me/ like the sea that clapped rocks/ on its shoulders/
while the pilot-whale fog approaches. The pilot-whale
fog (in Danish grindetagen) is a dense fog, which can
lead to pods of pilot whales getting lost among the
islands. In the past, the pilot-whale fog would raise
expectations for a catch, and for the whale meat and
blubber that were not only (and still are) popular foods,
but that were also necessary for sustaining existence in
the Faroe Islands. That is no longer the case and, with
the rise of marine pollution and ecological awareness,
there is an increasing number of particularly younger
people who refuse to eat them.

As the text indicates, Eydunardéttir's work relates to
nature, which is personified and forced to conform

to the poetic self. The text features quite a number of
verbs: change/tug/force/yield/clap, forming a dynamic,
almost seditious entity. According to the artist, the
work is based on the idea that our culture tries to curb
our nature or, as she expressed it (in an email to me): “I
think we humans have tried to control nature and have
forgotten that we are a part of it. The feeling of having
to fit into society, while the function of psychology is

to make sure that natural emotions are retained or
subdued so that we can function as useful citizens in
society. The feeling of having to change character every
time you enter a new room. Thoughts of not stooping
and just being human/vulnerable/Faroese...”

Installation af Alda Mohr Eydunardottir / Installation by Alda Mohr Eydunardéttir, 2020
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ok Hanni Bjartalid (f. 1968 i Klaksvik) er en af
Feerpernes mest originale og interessante billed-
kunstnere, hvis oeuvre (fordi han altid arbejder)
forekommer fuldsteendigt overvaeldende, organisk
knopskydende, vildtvoksende med en evig strom af
idéer, der afproves og udfgres. Metoden forekommer
legende og sanselig, styret af intuition og en stadig
materialeafsggning med en sa stor vaegt pa taktilitet
og selve arbejdsprocessen, at det sine steder bliver
dekonstruktivt, forstaet pa den made at selve den
formmaessige analyse og den kunstneriske idé
lzegges frem som en aben del af vaerkets udtryk og
materiale.

Netop det stoflige spiller en ganske betydelig rolle i
vaerkerne. Det er ogsa tilfeeldet med den store klode
af trae, som Bjartalid er ved at feerdiggere til uddan-
nelsesinstitutionen Glasir i Torshavn, der dbnede i

HANNI BJARTALID

uk Hanni Bjartalid (b. 1968 in Klaksvik) is one of the
Faroe Islands’ most original and interesting visual
artists, whose oeuvre (because he is always working)
seems completely overwhelming, organically
budding, growing wild, constantly trying out and
realising an eternal stream of ideas. His method
seems playful and sensory, guided by intuition and a
constant search for material with such an emphasis
on tactility and the work process itself that at times
it becomes deconstructive: in the sense that formal
analysis and the artistic concept are presented as an
open part of the work’s expression and material.

Texture plays a particularly significant role in his
works. This is also the case with the large wooden
globe that Bjartalid is in the process of completing
for the educational institution Glasir in Térshavn,
which the Bjarke Ingels Group helped design



HANNI BJARTALID

2018 og som Bjarke Ingels Group har veeret med til
at tegne. Bjartalids gnske er, at hans klode skal af-
spejle det kuplede midterrums universale preeg, men
det er ogsa lykkedes ham at indfere en humanistisk
and, vilje og varme i beton- og glasrummet med veer-
ket, der ser ud, som om det er kastet ned gennem
bygningens loft med enorm kraft. Veerket er forsin-
ket, men forsinkelsen er maske ogsa en del af me-
toden og en konsekvens heraf - den langsommelige
proces, hvor ganske sméa og uregelmaessige stykker
tree seettes sammen i en ubegribelig kompleks kon-
struktion, der allerede i ufuldsteendig og ubemalet
tilstand udger et af Hanni Bjartalids f& monumentale
hovedveerker. Han arbejder ellers overvejende med
sma, neermest intime veerker, der inviterer beskueren
teet pa.

Bjartalids veerker speender fra et formsikkert, de-
korativt udtryk til at have et eksistentielt og maske
endda ekspressivt praeg. Mange af dem befinder

sig et sted midt i mellem, ofte har de humoristisk
isleet. Hans arbejdsproces er preeget af genbrug med
readymades sdsom bortskaffede skeerebraetter,
traeklodser mm., som han finder hos marskandisere,
men han genanvender ogsa egne vaerker, som han ar-
bejder videre pa, hvilket bl.a. kan resultere i malerier,
der kan veje op til flere kilo.

Hanni Bjartalids skulpturer pa Samtaler om tage
indbefatter ogsa en form for genbrug - det kan ses
pa den todelte datering af vaerkerne, som han f.eks.
kan veere begyndt pa i 2014 og har arbejdet videre
pai2020. Et af veerkerne er en omhyggelig udskaret
blomst i tree, der ligger pa en treeklods med et for
Bjartalid typisk slidt udseende. Et vaerk, der bade
har en dekorativ side, men hvis enkelhed i motiv

og materialitet ogsa synes at insistere pa en mere
alvorlig fortolkning, der handler om forgaengelighed.
Det samme er geeldende for tematikken i to andre
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(opened 2018). Bjartalid wants his globe to reflect
the universal character of the domed central space.
But his work also introduces humanism, will and
warmth into the concrete and glass area, where

it looks as if it was hurled through the ceiling of

the building. The work is delayed, but the delay is
perhaps also part of the method and a consequence
of the slow process, in which he assembles

quite small, irregular pieces of wood to create an
unimaginably complex structure, which, already in
its incomplete and unpainted state, is one of Hanni
Bjartalid’s few monumental masterpieces. Otherwise
his works tend to be small and almost intimate,
inviting viewers to look closely.

Bjartalid’s works range from being skilfully
decorative to having an existential and maybe

even expressive character. Many of them hover
somewhere in between, often with a touch of
humour. His working process involves recycling
ready-mades - for example discarded chopping
boards, wooden blocks etc. - which he finds in

junk shops. But he also recycles his own works and
refines them, often resulting in paintings weighing as
much as several kilos.

Hanni Bjartalid's sculptures in Conversations About
Fog also feature a kind of recycling. This is evident in
the double dating of the works, which he may have
started in 2014 and continued to work on in 2020.
One of the works is a meticulously carved, wooden
flower, placed on a wooden block with a typically
battered appearance so typical of a Bjartalid work.
This work definitely has a decorative aspect. But the
simplicity of the motif and the material also seem
to indicate a more serious interpretation relating to
transitoriness. The same applies to the themes in
two other works, whose titles point in an existential
direction - each title featuring a number that turns
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Jolle / Dinghy, 2018-20

HANNI BJARTALID
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077/2,2014-20 Uden titel / Untitled, 2018-20
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veerker, hvis titler peger i eksistentiel retning - de

er nemlig betitlede med et nummer, der viser sig at
stamme fra kunstnerens cpr-nummer eller p-tal, som
det kaldes pa Feerperne. Det er bemalede treeskulp-
turer, der forestiller skeletter, som henholdsvis star
eller sidder ned.

Titlen peger pa veerkerne som selvportraetter, hvilket
tematisk bergrer forgeengeligheden, men pé en sar-
kastisk, humoristisk made. Skulpturerne har et rat
udtryk, og samtidig bliver man som beskuer rort af
den omhyggelighed, hvormed de er sat sammen.

HANNI BJARTALID

out to come from the artist’s Social Security number
(or p-tal, as it is called in the Faroe Islands). They are
painted wooden sculptures depicting skeletons, one
seated and one standing.

The title indicates that the works are self-portraits,
thematically tackling impermanence, butin a
sarcastic, humorous way. Though the sculptures
come across as raw, we cannot help but be
impressed by the meticulousness with which they
have been assembled.



SAMTALER OM TAGE / CONVERSATIONS ABOUT FOG

Randi Samsonsen

DON'T TOUCH MY SILVER BALLS, 2020

74

75

ok Titlen pa Randi Samsonsens (f. 1977 i Térshavn)
veerk DON'T TOUCH MY SILVER BALLS (2020) virker
humoristisk i forhold til den made, den i bydeform
henvender sig direkte til beskueren med en ordre og et
forbud. Ordren handler om bergring og relaterer her-
med til veerkets taktilitet, hvilket er ret typisk for Randi
Samsonsen, der netop arbejder meget bevidst med
sine vaerkers overflade, og hvordan den henvender

sig til beskuerens fglesans. P& en lidt skaev og uvorn
made kan man sige, at kravet om ikke at rgre veerket
netop giver beskueren lyst til at rgre ved den svulmen-
de, ophaengte skulpturs glatte, sglvfarvede hud.

Randi Samsonsen har i laengere tid arbejdet med
sadanne organiske, blgde former, som hun ogsa

har strikket og heeklet. For beskueren bringer spillet
mellem den sanselige overflade, form og titel et veeld
af associationer i aktion. Maske er det i virkeligheden

RANDI SAMSONSEN

uk The title of the work by Randi Samsonsen (b. 1977
in Térshavn), DON'T TOUCH MY SILVER BALLS (2020) is
humorous in the way it addresses the viewer directly
with an order and an injunction. The order relates to
the tactility of the work, which is quite typical of Randi
Samsonsen, who is extremely attentive to the surface
of her works and how they appeal to the viewer's
sense of touch. Somewhat wryly and mischievously,

it could be said that the requirement not to touch

the work actually makes the viewer want to feel the
smooth, silvery skin of the bulging, hanging sculpture.

For some time now, Randi Samsonsen has been
working with these organic, soft shapes, which she
has also knitted and crocheted. The interaction
between the sensuous surface, the shape and the
title, gives rise to a myriad of associations for the
viewer. Perhaps it is actually more relevant to focus on
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RANDI SAMSONSEN

THE ONLY WAY |
IS ORANGE
AND THE RIGHT
IS GREEN, 2020

| Uden titel / Untitled,
2020
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Uden titel / Untitled, 2020
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mere relevant at fokusere pa materialerne og

ikke mindst p& sammensaetningen af materialer.
Eksempelvis er rebet, som DON'T TOUCH MY SILVER
BALLS er monteret med, radikalt anderledes, alvors-
fuldt og ekspressivt i forhold til den sglvfarvede og
glatte grundforms neermest poppede lethed. Rebet er
bundet i en lpkke som ved en reel menneskeheaengning
og pludselig far hele scenariet en merkere tone.

Randi Samsonsens gvrige veerker pa udstillingen
heenger alle pa veeggen som todimensionale billeder,
men med samme fokus pa materialets taktilitet som i
fernaevnte veerk. Vaerkerne er sat sammen af tej med
print og tekstil, som Samsonsen har behandlet pa
forskellig made, bl.a. har hun sprayet pa noget af det,
hvorefter det er sat sammen i striber. Striber er gene-
relt den mest enkle, men ogséa den grafisk set steer-
keste menstertegning inden for abstrakt billedkunst.
Striber forener og deler flader op i lige store storrelser.
Samtidig med at striber inddeler, skaber de rytme med
deres gentagelser.

Det ser man f.eks. i et overdadigt veerk, der er fyldt
med blomster og som med dets materialemeessige
righoldighed med flerfarvet velour, guld og sglv slar
et barokt tema an. Den flygtige fornemmelse af disse
veerker forsteerkes af, at deres skinnende overflade
pavirkes af lysforholdene i udstillingsrummet, at dele
af motiverne synes at forsvinde og vende tilbage - alt
efter lysets refleksioner. Foran disse veerker kommer
man endnu engang i tanker om barokkens grundte-
maer: jordelivets flygtighed, at skenheden ved denne
verdens blomster og frugter samtidig minder os om
den ventende evige dod. | Randi Samsonsens vaerker
optraeder afgrunden glimtvis i stribernes fordybninger,
og beskueren kan selv bestemme, om man mentalt
veelger at fokusere pa det skenne blomstermotiv eller
hellere dykker ned i morket.

RANDI SAMSONSEN

the materials and their composition. For example, the
rope used for hanging DON'T TOUCH MY SILVER BALLS
is radically different, serious and expressive compared
to the almost frivolous levity of the silvery, smooth
basic shape. The rope is tied in a noose as in an actual
human hanging, suddenly investing the whole scenario
with a gloomier tone.

Randi Samsonsen’s other works in the exhibition all
hang on the wall as two-dimensional images, but with
the same focus on the tactility of the material as in
the work just mentioned. The works are composed

of printed clothes and textiles, which Samsonsen

has treated in different ways. For example, she has
spray-painted some of them and then arranged them
in stripes. Stripes are generally the simplest, but also
the graphically strongest pattern in abstract visual
art. Stripes unite and divide surfaces into equal sizes.
Further, as stripes divide, they also create rhythm with
their repetitions.

This is evident, for example, in a voluptuous work
filled with flowers. Its material richness of velour, gold
and silver lends it a Baroque feel. The fleeting feeling
of these works is enhanced by the fact that their
shiny surface is affected by the light of the exhibition
space. Parts of the motifs appear to disappear and
return, depending on the reflections of the light. Once
again, these works evoke the basic themes of the
Baroque period: the transience of earthly life, and
how the beauty of the world’s flowers and fruits also
reminds us of the eternal death that awaits us. In
Randi Samsonsen’s works we glimpse the abyss in the
recesses of the stripes, and viewers can decide for
themselves whether to focus mentally on the beautiful
floral motif or, instead, to delve into the darkness.
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Veerker fra Steinprent,
Feerpernes Grafiske
Veerksted / Works from
Steinprent, Faroe Islands
Graphic Workshop
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ok En udstilling med feerpsk samtidskunst i det

21. arhundrede ma som naevnt ngdvendigvis omfatte
Steinprent. Udstillingens udvalg af forskellige tryk
udger kun en lille brekdel af den kolossale meengde
grafiske veerker, der er fremstillet i Steinprent, som
har veeret arnested og omdrejningspunkt for en stor
del af udviklingen af feergsk kunstliv i de snart 22 ar,
det har eksisteret.

Veerkstedet startede i 1999 med lokaler i Feerpernes
Kunstmuseum, men fra 2009 holder bade veerksted

og galleri til i @strgm, en tidligere industribygning ved
havnen i Térshavn. At veerkstedet, der drives af litograf
Jan Andersson og grafiker Frida Matras Brekku, er sa
velanskrevet, som det er, beror fgrst og fremmest pa
veerkstedsfolkenes faglige kompetencer. Men den store
gaestfrined, der umiddelbart favner savel kunstnere
som gaester, er bestemt ikke uden betydning. Der har

STEINPRENT

uk As previously mentioned, any exhibition of Faroese
contemporary art in the 21st century must of course
include Steinprent. The exhibition’s selection of different
prints represents only a small fraction of the vast
amount of graphic works produced in Steinprent, which
has been the breeding ground and focal point for much
of the development of Faroese artistic life in the 22
years or so of its existence.

The workshop started in 1999 with premises in the
National Gallery of the Faroe Islands. However, since
2009, both the workshop and the gallery have been
located in @strgm, a former industrial building on

the harbour in Térshavn. The fact that the workshop,
which is run by the lithographer Jan Andersson and the
graphic artist Frida Matras Brekku, is so highly regarded
is mainly due to the professional expertise of the staff
in the workshop. But the immense hospitality that
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aldrig veeret noget kunstakademi pa Feergerne, men

i Steinprent er der et kunstmiljg, hvor kunstnere kan
mede bade hinanden og deres udenlandske kollegaer
og fa en snak om kunst, mad, litteratur, politik eller helt
andre ting.

Litografiet med den intenst rede rektanguleere form er
fremstillet af den britiske billedkunstner lan McKeever i
Steinprent. Han har haft separatudstillinger i Steinprent
og pa Feergernes Kunstmuseum (Listasavn Fgroya), lige-
som han ogséa har samarbejdet med den amerikanske
digter Peter Levitt om en mappe med litografi og poesi

i Steinprent. McKeevers separatudstilling i galleriet i
2015, Between the Stone and the Paper, er en af dem,
man husker, ikke mindst pa grund af den voldsomme
reaktion som de tilsyneladende minimale veerker vakte,
som satte gang i eerlige og ngdvendige meningsudveks-
linger om, hvad kunst er, og hvad kunst skal og kan.

Steinprent har samarbejdet med flere fremragende
danske billedkunstnere, eksempelvis Peter Carlsen,
hvis sk@nne litografi af et dannebrogsflag i frit fald er
med pa udstillingen. Han har udstillet flere gange pa
Feerperne badde med keramiske og grafiske veerker,
der er velgprende anderledes i forhold til faergsk
billedkunst.

Bjorn Norgaards samarbejde med Jan Andersson gar
tilbage til dengang litografen havde vaerksted i Hjgrring.
Det lille tryk af Norgaard er tegnet pa en af veerkstedets
mindste sten og er en lykkelig ekstragevinst i forbindel-
se med en bunden opgave, som Norgaard lavede pa
veerkstedet i 2017.

For undertegnede er det utrolig spaendende at fa lov
til at sta pa sidelinjen og opleve, hvor koncentreret
der arbejdes i forbindelse med kunstnerophold i
Steinprent - tit med et vist tidspres, der ikke bliver
lettere af et eller to degns forsinkelse pé grund
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immediately embraces both artists and guests also
plays a huge role. There has never been an academy

of artin the Faroe Islands, but in Steinprent there is an
artistic environment where artists can meet each other
and their foreign colleagues, and chat about art, food,
literature, politics - you hame it.

The lithograph with the intense red rectangular shape
is the work of the British visual artist lan McKeever and
produced in Steinprent. He has had solo shows both in
Steinprent and at the National Gallery of of the Faroe
Islands (Listasavn Fgroya), and also collaborated with
the American poet Peter Levitt on a folder of prints
and poetry in Steinprent. McKeever's solo exhibition in
the gallery in 2015, Between the Stone and the Paper
stands out, particularly due to the intense reaction

his seemingly minimal works provoked. The exhibition
kindled an honest and necessary exchange of views
about what art is, and what art should and can do.

Steinprent has collaborated with several excellent
Danish visual artists, including Peter Carlsen, whose
beautiful lithograph of a Danish flag in free fall is
featured in the exhibition. He has exhibited on several
occasions in the Faroe Islands, presenting both ceramic
and graphic works that are refreshingly different from
Faroese visual art.

Bjorn Norgaard's collaboration with Jan Andersson
dates back to the time when the lithographer had

a workshop in Hjgrring. The small print by Ngrgaard
was drawn on one of the smallest stone plates in the
workshop and was the fortuitous extra result of a set
assignment Ngrgaard was working on in the workshop
in2017.

For me, it was incredibly exciting to be allowed to stand
on the side-lines and see the sheer concentration
involved in the work during an artist residency in

lan McKeever
Uden titel / Untitled, 2015

Bjorn Norgaard
Uden titel / Untitled, 2017

STEINPRENT
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Claus Carstensen
Ape Rules, 2018

87

af et af de mange nordatlantiske lavtryk og deraf
felgende aflysninger af fly. Sa arbejdes der ogsd om
sgndagen. Alle er i gang med hver deres del af den
omstaendelige litografiske proces: Jan Andersson er
maske i faeerd med at slibe sten, Frida Matras Brekku
med at overfore en tegning til en sten, imens Bjorn
Nogrgaard inspicerer eller tegner pa en ny sten. Jeg
sidder ved computeren og skriver, imens jeg overhorer
samtalen mellem de arbejdende - den er venlig, selv
om spaendingen er meerkbar og tiden Igber. Motivisk
har Ngrgaard taget udgangspunkt i nogle fotos af en
model, der er overfort til den litografiske sten, og som
siden er behandlet, tegnet pa, overmalet og ridset

i. Nu er prevetrykket klart, og jeg kan hgre pa bade
trykkerens og kunstnerens lettede stemmefgring, at
det er vellykket. Vi far et glas vin, og i den oploftede
stemning arbejdes der videre med det lille tryk, en
modeltegning, der anes i den slgrede billedflade med
gylden tage, der smyger sig omkring de violette former.

Claus Carstensens gronne og sorte litografi med en
rabende abe blev brugt til plakat i forbindelse med
udstillingen Ape Rules, O.K.!I'i Steinprent i 2018, en
udstilling, der hang tematisk sammen med flere af
Carstensens store udstillingsprojekter som Becoming
Animal (2018) i Den Frie Udstillingsbygning samt
Dyregorelser (2016) hos Galleri Tom Christoffersen.
Herudover var udstillingen kurateret med udgangs-
punkt i underspgelse omkring religigsitet pa Feergerne,
der viste, at forholdsvis fa troede pa evolutionslaeren,
mens langt flere bekendte sig til kreationismen, troen
pa, at vi er skabt af en hgjere magt.

Ape Rules, O.K.! var som udstillingsprojekt pa flere ma-
der typisk for de mange samarbejder, som Feerpernes
Grafiske Veerksted har indgaet med forskellige kunst-
nere, der, selv om de kommer udefra, laver kunst, der
indgar i en feergsk sammenhang. Samarbejdet mellem
Carstensen og Steinprent har indtil videre resulteret i
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Steinprent. The pressure of time often plays a role,
sometimes exacerbated by a delay of one or two days
due to one of the many North Atlantic lows and the flight
cancellations that ensue. Then it is necessary to work
on Sunday too. Each person in the workshop is caught
up in his or her part of the convoluted lithographic
process. Jan Andersson may be grinding stones, Frida
Matras Brekku transferring a drawing to a stone, while
Bjorn Norgaard is inspecting or drawing on a new stone.
| sit at the computer and write while | overhear the
conversation between the workers. It is amicable, even
if there is palpable tension and the clock is ticking.
Norgaard has based his motifs on some photos of a
model transferred to a lithographic stone, before being
processed, drawn on, overpainted and scratched into.
Now the test print is ready, and | can hear from the relief
in the voices of both the printer and the artist that it is

a success. We enjoy a glass of wine and, now that the
tension has been alleviated, work continues on the
small print: a drawing of a model glimpsed in the blurred
surface of the image with golden mist enveloping the
violet shapes.

Claus Carstensen’s green and black lithograph of a
screaming monkey was used on the poster for the
exhibition Ape Rules, O.K.!'in Steinprent in 2018,

an exhibition that related thematically to several of
Carstensen’s major exhibition projects: for example,
Becoming Animal (2018) at Den Frie Centre of
Contemporary Art and Dyregprelser (Animalisation,
2016) at Galleri Tom Christoffersen. The curation of the
exhibition was also based on a study of religiosity in the
Faroe Islands, which revealed that relatively few people
believed in the doctrine of evolution, while many more
people professed creationism - the belief that we were
created by a higher power.

As an exhibition project, in many ways Ape Rules, O.K.!
was typical of the many collaborations between the
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mere end hundrede grafiske vaerker samt flere bogudgi-
velser og udstillinger.

Pladsen tillader det ikke, men i virkeligheden har alle
billedkunstnere, hvis vaerker er repraesentere pa udstil-
lingen, fortjent mere end et par linjer. Se bare det store,
knaldgule litografi, inddelt i en slags tegneserieagtige
felter, som Zven Balslev lavede som plakat til sin ferste
separatudstilling i Steinprent, Klombur (2015). John
Kerner har ligeledes haft en del arbejdsophold, hvor
han lader den faergske virkelighed traede ind i veerkerne
pa forskellig vis, bl.a. ved at perspektivere det feergske
jagtsamfund i serien Whalekilling Project (2013, 2016).

Musiker, billedkunstner og bogelsker Knud Odde har
skildret den kinesiske digter Su Tung Po (1037-1101) i
et gult og redt portreet, hvori der indgér en tom gra veeg,
og pa den made far Knud Odde fortalt noget vaesentligt
om enkeltheden og dybden i middelalderdigterens
tanker. Bjarne Werner Sgrensens indsats fortjener et
helt kapitel. Hans samarbejde med Steinprent har man-
ge ar og timer pa bagen, og er belyst i kataloget BWS
Steinprent 2002-2012 samt i monografien Toroddur
Poulsen Ur Myrkrinum (2017).

Den ekspressive kolorist Torbjgrn Olsen, der har
fremstillet en lang reekke enestaende portreetter, alter-
tavlevariationer og landskabstolkninger pa vaerkstedet,
deltager pa udstillingen med et landskab. Det samme
gor hans bror, den fremragende grafiker Marius Olsen,
samt andre veegtige billedkunstnere som Zacharias
Heinesen, Trondur Patursson, Bardur Jakupsson, Anker
Mortensen og Frida Matras Brekku, der alle preesenterer
os for det feerpske landskab i dets mange facetter.

Pa grafikveeggen ser vi ogsa det menneskelige
fortolket af Silja Strom, @ssur Johannesen, Bardur
Oskarsson, Kathrine ZArtebjerg og Anna Seppala.
Mie Mgrkebergs kvindeskikkelse defineres i negativ
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Faroe Islands Graphic Workshop and various artists
who, even if they come from outside, create art that
is part of a Faroese context. To date, the collaboration
between Carstensen and Steinprent has resulted in
more than a hundred graphic works, and several book
publications and exhibitions.

Writing space is sadly at a premium. But the truth is
that every single artist whose works feature in this
exhibition really deserves more than just a few lines.
Take a look, for example, at the large, bright yellow
lithograph, divided into quasi-comic-strip areas, which
Zven Balslev created for the poster for his first solo
show in Steinprent, Klombur (2015). John Kgrner has
also enjoyed a number of residencies and allowed
Faroese reality to permeate his works in various ways:
for example, by tackling the Faroese hunting community
in his series Whalekilling Project (2013, 2016).

The musician, visual artist and book lover Knud Odde
has portrayed the Chinese poet Su Tung Po (1037-1101)
in a yellow and red portrait, which features an empty
grey wall, thereby expressing something significant
about the simplicity and depth of the thoughts of the
medieval poet. The achievements of Bjarne Werner
Serensen deserve an entire chapter. His collaboration
with Steinprent has involved countless years and
hours, as is illustrated in the catalogue BWS Steinprent
2002-2012 and the monograph Téroddur Poulsen Ur
Myrkrinum (2017).

The expressive colourist Torbjgrn Olsen, who has
produced a large number of unique portraits,
altarpiece variations and landscape interpretations

in the workshop, is represented in the exhibition by a
landscape. The same goes for his brother, the brilliant
graphic artist Marius Olsen, and other important artists
such as Zacharias Heinesen, Trondur Patursson, Bardur
Jakupsson, Anker Mortensen and Frida Matras Brekku,

Veerker fra Steinprent, Feerpernes Grafiske Veerksted /
Works from Steinprent, Faroe Islands Graphic Workshop




Hansina Iversen
Uden titel / Untitled, 2018
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form via papirets farve. Erik Heide bespger jeevnligt
Steinprent og laver gode tryk, der ikke sjeeldent rives i
stykker, for han er meget selvkritisk. Gudskelov er der
dog en del tryk, der har overlevet med deres seerlige
udstraling af ydmyg livstaknemmelighed, eksempelvis
motivet med det lille stenhus.

P& udstillingen er der derudover poetiske indleeg af
Carl Jéhan Jensen, Téroddur Poulsen og Peter
Laugesen, imens Jonas Hvid Sendergaard, Kirstine
Roepstorff og Margrethe Odgaards litografier er kom-
poneret ud fra forskellige geometriske, abstrakte og
farveteoretiske udgangspunkter.

Siden artusindskiftet har billedkunsten pa Feergerne
veeret i en rivende udvikling med et stigende antal
udstillinger og relativt mange interessante og originale
udgvere. Feergsk billedkunst bestér ikke leengere alene
af ekspressive og koloristiske landskabstolkninger,
men er i dag en flersporet og varieret stgrrelse. Den
naevnte udvikling har for alvor faet luft under vingerne i
Feerpernes Grafiske Vaerksted, der har haft en uméadelig
stor betydning, specifikt inden for grafikken, men ogsa
som udstillingssted for maleri og skulptur, videokunst,
installationer, tekstil med mere. Steinprent har en stor
del af aeren for variationen af kunstudtrykket, samt de
mange kontakter, der er blevet knyttet mellem det feer-
oske kunstmiljg og udenlandske kunstnere, der altsa er
blevet en del af feerpsk samtidskunst.
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all of who introduce us to the multifaceted nature of the
Faroese landscape.

The graphic wall also features human figures as seen
through the eyes of Silja Strom, @ssur Johannesen,
Bardur Oskarsson, Kathrine ZArtebjerg and Anna
Seppala. Mie Morkeberg's female figure is defined in
negative form via the colour of the paper. Erik Heide is
a regular visitor at Steinprent, creating very good prints
that he not infrequently tears in pieces, being extremely
self-critical. Thank goodness, though, that a number
of prints have survived, uniquely radiating a humble
gratitude for life: for example, the motif of the little
stone house.

The exhibition also features poetic contributions
from Carl Johan Jensen, Téroddur Poulsen and

Peter Laugesen, while the composition of Jonas

Hvid Spndergaard, Kirstine Roepstorff and Margrethe
Odgaard's lithographs is based on various theories of
geometry, abstraction and colour.

Since the turn of the millennium, the visual arts in the
Faroe Islands have been evolving at a rate of knots, with
an increasing number of exhibitions and quite a number
of interesting and original practitioners. Faroese visual
art no longer consists solely of expressive, colouristic
landscapes, but is hugely multifaceted and diverse.

The evolution in question has really gained momentum
thanks to the Faroe Islands Graphic Workshop, which
has played such a huge role, not only specifically in

the field of graphics, but also as an exhibition venue

for painting and sculpture, video art, installations,
textiles etc. Steinprent must take a large part of the
credit for the huge variety of artistic expression, and
the many contacts made between the Faroese artistic
environment and the foreign artists who have thus gone
on to become part of contemporary Faroese art.
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Rannva Kunoy
(1975, FO)

After History, 2018

Pigmenter, akryl og dispersionsmaling
pa leerred / Pigments, acrylic and
dispersion on canvas

| kunstnerens eje /
Courtesy of the artist

Julie Sass
(1971, DK)

Black Fog Rising, 2019
Litografi / Lithograph

Steinprent

Woven IMAGE, 2020

Maleri-collage /
Painting-collage, 2018

Uden title /
Untitled (gesture on yellow), 2017-2018

Forskellige medier pa leerred /
Mixed media on canvas

Alle i kunstnerens eje /
All courtesy of the artist

Joéhan Martin Christiansen
(1987, FO)

Boogie Night, 2020
Flip Flop, 2020

Gips, pigmenter, armeringsnet, glasfibernet,
plastikstrips, tekstil, lysstofrgr og spray-
maling / Plaster, pigments, reinforcement
mesh, fiberglass mesh, plastic strips, textile,
fluorescent lamp and spray-paint

| kunstnerens eje /
Courtesy of the artist
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Dennis Agerblad
(1970, FO)

Selvportraet i drag /
Self-portrait in drag, 2009

Installation med malerier, kjoler, parykker,
handtasker og sko / Installation with
paintings, dresses, wigs,

handbags and shoes

| kunstnerens eje /
Courtesy of the artist

Svend-Allan Sgrensen
(1975, DK)

Svend Fleuron og Valdemar Rgrdam pa
feergsk / Svend Fleuron and Valdemar
Rerdam in Faroese, 2020

28 Linoleumssnit / 28 Linocuts

| kunstnerens eje /
Courtesy of the artist

Have you ever seen the rain, 2020
Treesnit / Woodcut

Privateje / Private collection
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Hansina Iversen
(1966, FO)

Uden titel / Untitled, 2018
Litografi / Lithograph

Steinprent

Uden titel / Untitled, 2020
Uden titel / Untitled, 2020
Uden titel / Untitled, 2020
Uden titel / Untitled, 2020
Olie pa leerred / Oil on canvas

Alle i kunstnerens eje /
All courtesy of the artist
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Alda Mohr Eydundottir
(1997, FO)

at broyta tad, id var meiningin

at toga arina gjegnum tann tunga sjogvin
noyda sjogvin at gevast 8 hondum

noyda hann at boyggja seg

bukka fyri maer

klappa fyri meer

sum sjogvurin hevur klappad steinunum
8 herdarnar

medan grindamjorkin er a veg

at eendre det der var meningen

at hive en are gennem det tunge hav
tvinge havet at bukke under

tvinge det at bgje sig

bukke sig for mig

klappe for mig

som havet der har klappet stenene
pa skuldrene

mens grindetagen er pa vej

to change what was intended

to tug an oar through the heavy sea
to force the sea to succumb

force it to bow itself

yield to me

clap for me

like the sea that clapped rocks

on its shoulders

while the pilot-whale fog approaches

2020

Installation med staltrad, fiskesngre, uld,

silke, hor og sten / Installation with steel wire,

fishing line, wool, silk, linen and stones

| kunstnerens eje /
Courtesy of the artist

Hanni Bjartalid
(1968, FO)

Uden titel / Untitled, 2015-20

Tree, akryl og spraymaling /
Wood, acrylic and spray-paint

Privateje / Private collection

077,2014-20
077/2,2014-20

Jolle / Dinghy, 2018-20

Uden titel / Untitled, 2018-20
Tree, akryl og spraymaling /
Wood, acrylic and spray-paint
Alle i kunstnerens eje /

All courtesy of the artist

Randi Samsonsen
(1977, FO)

Uden titel / Untitled, 2020

Velour, spraymaling /
Velour, spray-paint

THE ONLY WAY IS ORANGE AND THE
RIGHT IS GREEN, 2020

Uden titel / Untitled, 2020
Uden titel / Untitled, 2020

Velour, spraymaling og kobberrar /
Velour, spray-paint and copper rod

DON'T TOUCH MY SILVER BALLS, 2020

Viscose folie, reb og bomuld /
Viscose foil, rope and cotton

Alle i kunstnerens eje /
All courtesy of the artist
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Steinprent
Feergernes Grafiske Veerksted /
Faroe Islands Graphic Workshop

Bjorn Norgaard (1947, DK)
Uden titel / Untitled, 2017
Litografi / Lithograph

Privateje / Private collection

lan McKeever (1943, UK)
Uden titel / Untitled, 2015
Litografi / Lithograph

Steinprent

Claus Carstensen (1957, DK)
Ape Rules, 2018
Litografi / Lithograph

Steinprent

Litografier pas. 80-81/
Lithographs on p. 80-81

Mie Morkeberg (1980, DK)
Knud Odde (1955, DK)

Bjarne Werner Sgrensen (1960, DK)
Torbjorn Olsen (1956, FO)
Marius Olsen (1963, FO)

Silja Strem (1987, FO)

Frida Matras Brekku (1969, FO)
John Karner (1967, DK)

Anna Seppala (1974, Fl)
Zacharias Heinesen (1936, FO)
Zven Balslev (1977, DK)

Barour Jakupsson (1943, FO)
Trondur Patursson (1944, FO)
@ssur Johannesen (1970, FO)
Barour Oskarsson (1972, FO)
Carl Johan Jensen (1957, FO)
Peter Laugesen (1942, DK)
Téroddur Poulsen (1957, FO)
Peter Carlsen (1955, DK)
Anker Mortensen (1961, FO)
Jonas Hvid Sendergaard (1977, DK)
Erik Heide (1934, DK)

Kathrine Zrtebjerg (1969, DK)
Kirstine Roepstorff (1972, DK)

Margrethe Odgaard (1978, DK)
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