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VELKOMMEN

til Biennalen for Kunsthandvaerk

0g Design 2013

B-13 er den niende i reekken af Biennaler, men den farste
produceret af Danske Kunsthandvasrkere uden museums-
partner. At det er lykkedes, skyldes mange menneskers
engagerede arbejde og lidenskabelige interesse kombine-
ret med gkonomisk stotte og tillid til foreningen fra fonde
og institutioner (se side 108). For det vil jeg gerne udtrykke
en stor TAK!

Biennalens koncept er at vaere en censureret udstilling,

et dbent rum og en mulighed for, at veletablerede som
nyetablerede kunsthandvasrkere og designere kan vise
deres nyeste vaerker og vinde Biennaleprisen pa 100.000 kr.
Den aktuelle Biennale viser udelukkende vaerker af danske
udevere, men sikres et internationalt blik herpa i sammen-
saetningen af akterer iidé- og censorgruppen og i Biennale-
priskomiteen.

B-13 startede i 2012, hvor idégruppen madtes om
spgrgsmalene:
Hvad fortaeller kunsthandvaerket om i dag?

Hvilke problematikker er relevante i kunsthandvaerket
og det relaterede designbegrebs diskurs i 2013?

ldégruppens mange refleksioner er opsummeret i titlen pa
Biennalen 2013: VIDEN og DIALOG. Jeg viderebringer her et
ekstrakt af idegruppens refleksioner:

- Det er tydeligt, at samtidens kunsthandvaerk afspejler en
akademisering af omradet med starre krav til teoretiske
kundskaber. Det til trods har kunsthandvaerkets metodik

i dag ny aktualiteti et vestligt veerdisyn med fokus pa
materialitet, hAndvaerkskunnen, medskabelse og genska-
belse. Den enkelte kunsthandvaerker artikulerer uartiku-
leret kundskab igennem processuel bevidstgarelse af en
arbejdsproces fyldt med undersggelser og beslutninger,
der farst bliver bevidste, nar han/hun forseger at formulere
hvad han/hun ger og hvorfor.

- Samtidens kunsthandvaerk udfordrer begrebet tid i
dialogen mellem analoge og digitale processer. Nar tekni-
ske undersggelser fx gar brug af skitser pa drejebaenk og
3D-printer, er det ikke kun et teknisk made, men i lige sa hgj
grad et mgde mellem forskellige tankegange. Den samme
udfordring genkendes i mange keramiske vaerker, hvor dia-
logen foregar bade kunstnerisk og kunsthandvasrkermaes-
sigt mellem rat og forarbejdet materiale.

I den vigtige globale dialog har kunsthandveerket og dets
metodik et stort potentiale i inkluderende mader omkring
globale samarbejder. Kunsthandveaerket kan i mange sam-
menhasnge formidle mere end viden og handvaerk, nemlig
et menneske- og samfundssyn pa ansvarlighed i alle dele
af samarbejdets processer. Kunsthandvaerket kan trans-
formere det almindelige til det saerlige for almindelige men-
nesker og er med sit metaforiske potentiale, sin mytefor-
teelling, sine tegn og symboler og sin poetiske funktion et
globalt og kulturelt kommunikationsveerktgj og et nutidigt
og relevant vidensvaerktgj.

Med disse refleksioner vil jeg byde alle ind til dialog med de
mange vaerker i Rundetarns smukke sal.

Hanne Lange Houlberg
Formand for Danske Kunsthandvaerkere
og del af idégruppen B-13



WELCOME

to the Biennale for Craft

and Design 2013

B-13 is the ninth Biennale but the first to be produced by
the Danish Arts and Crafts Association without a museum
partner. This has only been possible thanks to the dedi-
cated and passionate efforts and commitment of a large
group of people in combination with the economic support
from foundations and institutions and their confidence in
the association (see page 108). We are deeply grateful for
this support!

The concept of the Biennale is to stage a juried exhibition,
an open space and an opportunity for established and up-
and-coming makers and designers to display their latest
works and compete for the Biennale Prize of DKK 100,000.
The current Biennale only includes works by Danish mak-
ers and designers, but the international outlook is secured
by the combination of members in the idea group, the jury
and the committee for the Biennale Prize.

B-13 beganin 2012, when the idea group met to discuss
two key questions:

What are the topics addressed by contemporary craft
and design?

What are the relevant issues in the discourse of craft
and the related concept of design in 2013?

The many reflections of the idea group are summarised in
the title of the Biennale 2013: KNOWLEDGE and DIALOGUE.
Let me offer an extract of the idea group’s reflections:

- Itis clear that contemporary craft and design reflect a
growing emphasis on academic qualities and theoretical
knowledge. Nevertheless, the methodology of contem-
porary craft holds renewed currency in a Western value
perspective that focuses on the properties of materials,
craftsmanship, co-creation and recreation. The individual
makers articulate unarticulated knowledge in a proces-
sual reflection on a working process that is full of inquir-
ies and decisions which are only raised to the conscious
level when the makers attempt to articulate what they are
doing, and why.
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- Contemporary craft challenges the concept of time in

a dialogue between analogue and digital processes. For
example, when technical inquiries involve drafts devel-
oped on a lathe or a 3D printer, that constitutes not only a
meeting of techniques but also, and equally, a meeting of
mindsets. A similar challenge is evident in many ceramic
works, where a dialogue unfolds between raw and pro-
cessed materials in a framework that is both artistic and
craft-based.

In the important global dialogue, craft and its methodol-
ogy hold a huge potential for framing inclusive meetings
around global collaboration. In many contexts, craft can
convey more than knowledge and craftsmanship by also
offering an understanding of the human condition and
community thatinvolves a sense of responsibility at every
stage of the collaborative process. Craft has the capac-
ity to transform the commonplace into the extraordinary
for ordinary people, and with its metaphoric potential and
its myths, signs, symbols and poetic function it offers a
global and cultural communication instrument and a con-
temporary and relevant knowledge instrument.

With these reflections linvite you all to take partin the
dialogue with the many works on display in the beautiful
exhibition space at the Round Tower.

Hanne Lange Houlberg
Chairman of Danish Arts and
Crafts Association and a member
of the idea group B-13



ANNE TOPH@J

STELVISION 6
MATERIALE: Porcelaen, stentgj
MAL: Varierede mal

Anne Tophagj kalder selv sit veerk for stelvision
—en fysisk vision, der fabulerer og leger med
farver, former, funktionalitet, teksturer, glasurer
0g samveer — mums ...

DINNERWAREVISION 6
MATERIALS: Porcelain, stoneware
DIMENSIONS: Various

Anne Tophgj calls her work Dinnerwarevision —
a physical vision that explores and plays with
colours, shapes, functional features, textures,
glazes and shared meals —yum ...

WWW: Atop.dk
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ANNETTE DAM

SOFASTYKKER 1-3
MATERIALE: Mixed media
MAL: 35x 25 x4 cm

Et sofastykke til dit bryst? Asger Jorns modi-
fikationer af a&eldre loppemarkedsmalerier og
omverdenens klichéagtige betragtning af
sofastykker som helhed, har givet Annette Dam
inspiration til denne trilogi af ukonventionelle og
baerbare sofastykker.

SOFA SECTIONS 1-3
MATERIALS: Mixed media
DIMENSIONS: 35x 25 x4 cm

A sofa section for your lapel? The Danish pain-
ter Asger Jorn’s modifications of old paintings
boughtin flea markets and the general concept
of art works that are purchased because they
match the sofa provided Annette Dam’s inspi-
ration for this trilogy of unconventional and
wearable sofa sections.

WWW: Goldfingers.dk




LOUISE BIRCH

JUXTAPOSE
MATERIALE: Foto, lertgj, tusch pa papir
MAL: 3x Al

Louise Birch traekker keramikken ud af dens tredi-
mensionelle verden og saetter den sammen med
en todimensionel tegning. En stoflig og sanselig
genstand treekkes ind i tegneseriens fiktive
univers og bliver noget andet og nyt og saledes
en beerer af nye referencer.

JUXTAPOSE

MATERIALS: Photo, earthenware, Indian ink on
paper

DIMENSIONS: 3 x Al

Louise Birch draws ceramics out of its three-
dimensional world and juxtaposes it with a
two-dimensional drawing. A textural and sen-
suous object is drawn into a fictive comic book
universe where it becomes something entirely
different and new, a bearer of new references.

WWW: Louisebirch.com
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LIS BIGGAS

FAMILIE AF 5 PIGHVAR-AFTRYK
MATERIALE: Stentgj og glasur
MAL: 40 x50 cm

En pighvar danner overfladeafsast for denne
serie af aftryki stentgj og glasur, der flakser
halen nedivores ubevidste viden om den natur,
der omgiver os.

FAMILY OF FIVE TURBOT IMPRESSIONS
MATERIALS: Stoneware and glaze
DIMENSIONS: 40 x 50 cm

A turbot forms the surface concept for this
series of imprints in stoneware and glaze.
With a flick of the tail, they slip right into our
unconscious knowledge about the nature that
surrounds us.

WWW: Lisbiggas.dk




MARIANNE NIELSEN

RODGRON PLANTE
MATERIALE: Glaseret stentgj
MAL: 31x14,5¢cm

Motiv eller genstand? Marianne Nielsen ger begge
dele i dette vaerk, der bade er et traditionstungt
motiv 0g en genstand, der ligner noget, den ikke er.
Fortolkning eller repraesentation. Materialitet eller
gestetik? Dgm selv.

RODGRON PLANTE / REDDISH-GREEN PLANT
MATERIALS: Glazed stoneware
DIMENSIONS: 31x14.5¢cm

Motif or object? Marianne Nielsen presents both
in this work, which is simultaneously a motif that
is steeped in tradition and an object that looks like
somethingitis not. Interpretation or representati-
on? Material or aesthetic study? You be the judge.

WWW: Mariannenielsen.com
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CLAUS BJERRE

KATTETASKE
MATERIALE: Plastik
MAL:40x50x10¢cm

Miauuuwww - hvad ville der egentlig ske,
hvis du nu vitterligt havde en taske til din
kat? En totalt customized kattetaske, der
passede helt ngjagtig til DIN kat? Futuriske
plasticlgjer...

CAT BAG
MATERIALS: Plastic
DIMENSIONS: 40 x50 x 10 cm

Miauuuwww - what would happenif you
actually had a bag for your cat? A totally
customised cat bag that fit YOUR cat per-
fectly? Futuristic plastic craziness ..

WWW: Clausbjerre.dk



PERNILLE MOURITZEN

BYBILLEDER - CITYSCAPES
MATERIALE: Salv, guld og diamanter
MAL: 4 x4 x B8 cm

Arkitektoniske parafraser til dine haender -
disse miniature cityscapes mimer faktuelle
storbyer, nu hvor halvdelen af verdens befolk-
ning leveridem - hvor vil du bo?

CITYSCAPES
MATERIALS: Silver, gold and diamonds
DIMENSIONS: 4 x4 x6cm

Architectural paraphrases for your hands —
these miniature cityscapes echo actual cities
now that half the world’s population lives in
urban areas. Where would you prefer to live?

WWW: Pernillemouritzen.dk
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LONE SKOV MADSEN

SORT OBJEKT1
MATERIALE: Stentgj
MAL:33x16,5x16 cm

Som bittesma prikker pa huden er dette
veerk deekket med dots af glasur — sortisort
—ietorganisk, men stramt formsprog, der er
umiskendeligt Lone Skov Madsensk.

BLACK OBJECT 1
MATERIALS: Stoneware
DIMENSIONS: 33 x16.5x16 cm

Like tiny pinpricks on the skin, this work
is covered in glaze dots — black on black
—inanorganic but tight idiom that is
unmistakably Lone Skov Madsen.

WWW: Copenhagenceramics.blogspot.dk
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HELLE TROLLE

WATCH THE WEATHER CHANGE
MATERIALE: 100 % merceriseret bomuld,
metallisk og iriserende polyestertrad
MAL:365x75¢cm

Hvad sker der, nar data antager visuel form?

| Helle Trolles tilfaelde omsaettes faktuelle
vejrdata fra DMI til en poetisk fortaelling, der
demonstrerer arets temperaturskift i glidende
overgange. GAr man taet pa vaerket, oplever man
en reekke oplysende detaljer.

WATCH THE WEATHER CHANGE

MATERIALS: 100% mercerised cotton, metallic
and iridising polyester thread

DIMENSIONS: 365 x 75 cm

What happens when data takes on visual
form? Helle Trolle has transformed factual
weather data from the Danish Meteorological
Institute into a poetic narrative that demon-
strates the temperature variations across the
seasons in smooth transitions. Up close, the
work reveals a wealth of illuminating details.

WWW: Tekstile-illusioner.dk
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Hantverkets aterkomst
| designvarlden

Dennis Dahlgvist

The Reappearance
of crafts In the world
of design
>

SE // Efter ndstan ett sekel i skamvran ar hantverket
antligen tillbaka i designvarlden. Redan 2011 presente-
rade Victoria & Albert utstaliningen Power of Making. The
importance of Being Skilled. Samtidigt slog boken Hands
On. Dutch Design in the 21st Century — vilken avslojade att
manga av landets stjarndesigners numer arbetar for hand
—ner som en bomb i designvarlden. Effekten av utstalining-
en och boken syntes omedelbart p& designhdgskolorna -
dar manga studenter atervande till hantverket.

Till exempel student Som Supawan som 2012 gjorde succé
pa den svenske konstnarlige hogskola Konstfack med sina
tillbucklade McDonaldskartonger i keramik. Och mode-
designer Fiffi Wilton p& Beckmans Designhdgskola som
visade plagg med handgjorda allmogeornament fran sin
hembygd.

PARADIGMSKIFT EN REALITET

Men aven pa den aktuelle danske Biennale for Konsthant-
verk och Design finns flera exempel pa det har avgodrande
paradigmskiftet. Det vill sdga formgivare som vagrar att
stalla upp pa en av designvarldens mest grundldggande
modernistiska »sanningar«; att en designer ar en person
som ritar saker vilka sedan serietillverkas av maskiner.

Tekstildesigner Jane Ingerslev's Mega Doily mattor — som
mest av allt liknar gigantiska grytlappar — ar ju en typ av
produkt som brukar vara fabrikstillverkad. Men trots att det
tar langre tid och blir mycket dyrare ar mattorna alltsa vir-
kade for hand. Ett annat tydligt exempel ar modedesignern
Julie Bundgaard-Nielsen’'s Reduce romantiska ‘tvangstroja’
- en knypplad klanning med brutala skinndetaljer.

I modevarlden ar hantverkets dterkomstingen nyhet. P4
Power of Making visades bland annat en stickad klanning
av modedesignern Sandra Backlund som slog igenom 2007
nar hon samarbetade med det franske modehus Louis
Vuitton och vann forsta pris pa den velkennte modefestival
Hyéres. Men aven modedesigner Nicolas Ghesquiere har
kryddat sina senaste kollektioner for modehuset Balen-
ciaga med handgjorda detaljer.

Hantverkets aterkomst &r ett slags efterlangtad uppgo-
relse med modernisternas patologiska maskindyrkan; pa
Bauhaus kladde kunstnar Oskar Schiemmer till och med ut
personalen till maskiner (robotar). Nar skolan 6ppnade 1919
var den helt hantverksbaserad men redan 1923 tog »robo-
tarna« — med arkitekt och stifter Walter Gropius i spetsen
- Over och forvisade hantverket fran Bauhaus.

Istallet for hantverk inriktades utbildningen helt och hallert
pa att formge (rita) produkter som sedan kunde serietillver-
kas pa ett rationellt satt av maskiner till den stora massan.
Vilket innebar att hantverket betraktades som efterblivet
och att kvinnorna — som tidigare spelat en ledande roll pa
Bauhaus — forsvann fran skolans verkstader.

HOLLANDSKE FIRST MOVERS

Att hantverkets aterkomst &r en del av den postmoderna
kritiken av modernismen bevisas av att fenomenet forst
dok upp hos det hollandske konceptuella Droog Design pa
90-talet. De forsta exemplen var Marcel Wanders Knotted
Chair (1996) och Gijs Bakkers Knitted Maria (1997) - tva
verk som banade vag for en hantverksboom inom hollandsk
designibarjan av 2000-talet. Férutom att hollandarna upp-
havde hantverkets forvisning sa befriade man &ven genren
frAn dess egna hamningar. Istéllet for att vara fixerad vid
traditionell form, funktion och naturmaterial sa satte Wan-
dersiden forst. Knotted Chair ar till exempel forstarkt med
syntetiskt epoxylim och Wanders Crochet Chair (2006)

ar en hybrid av modern industridesign och traditionellt
hantverk.

Under de senaste aren har hantverkets segertag accele-
rerat — ndgot som boken Hands On verkligen bekraftar. Den
hollandska hantverksboomen innebar ocksa att kvinnorna
ar tillbaka vid rodret i designvarlden. De storsta stjarnornai
Holland ar nu bland andra Kiki van Eijk som gor ett slags Iuf-
farslgjd och Christien Meindertsma som blandar repslageri
och stickning. Det var ju verkligen pa tiden, eller hur?

/ DENNIS DAHLQVIST

Dennis Dahlquist er uddannet journalist
0g doktor fra den kunstvidenskabelige
institution i Stockholm. Dennis Dahlgvist
har arbejdet som kunst-, arkitektur- og
designkritiker i flere sammenhange og
taget initiativ til den uofficielle kunstmes-
se i Stockholm, ligesom han forelaeser i
samtidskunst. | dag er han bl.a. ansat ved
Kulturnyhederne pa SVT.




26

UK // After almost 100 years in the doghouse, crafts have
finally returned to the world of design. Already in 2011

the Victoria and Albert Museum put on the exhibition
Power of Making. The importance of Being Skilled. At the
same time the book Hands On. Dutch Designin the 21st
Century — which revealed that many of the country’s top
designers today are working by hand — dropped like a
bomb in the design world. The impact of the exhibition and
the book was immediately seen at the schools of design,
where many students returned to crafts. For example, the
student Som Supawan, who achieved success at Konst-
fack, University College of Arts, Crafts and Design, in 2012
with his crumpled ceramic McDonald’s boxes, and fashion
designer Fiffi Wilton at Beckmans College of Design, who
showed clothes with hand-embroidered peasant orna-
mentation from her home village.

PARADIGM SHIFT

But examples of this decisive paradigm shift can also

be found at the current Danish Biennale for Crafts and
Design: designers who dare oppose one of the most
fundamental modernist "truths” in the world of design

- that a designer is a person who draws things that are
later mass-produced by machines. Textile designer Jane
Ingerslev’s Mega Doily rugs, which resemble gigantic pot-
holders more than anything, are a type of product usually
made on machines. But even though it takes longer and is
much more expensive, these rugs are crocheted by hand.
Another clear example is fashion designer Mette Julie
Bundgaard-Nielsen’s romantic "straitjacket” Reduce, a
lace dress with brutal details in leather.

The reappearance of crafts is not new in the world of
fashion. At Power of Making one of the exhibits was a
knitted dress by fashion designer Sandra Backlund, who
broke through in 2007 when she collaborated with the
French fashion house Louis Vuitton and won first prize
at the well-known fashion festival Hyeres. But fashion
designer Nicolas Ghesquiére has also spiced up his most
recent collections for the fashion house Balenciaga with
handmade details. In a sense, the return of craftsis a
long-awaited break with the modernists’ morbid idolisa-
tion of machines. At Bauhaus the artist Oskar Schlem-
mer even dressed the staff as machines (robots). When
the school was founded in 1919, it was based on crafts
through and through, but already in 1923 "the robots” -
led by architect and founder Walter Gropius — took over
and banished crafts from Bauhaus. Instead the education
was entirely accommodated to designing (i.e. drawing)
products that could be mass-produced by machineina
rational manner for the mass market. As a result, crafts
were now regarded as obsolete, and the women — who
previously had played a leading role at Bauhaus - disap-
peared from the school’'s workshops.

7

DUTCH FIRST-MOVERS

That the re-emergence of crafts is part of the postmod-
ern criticism of modernism is proved by the fact that

the phenomenon first emerged at the conceptual Dutch
firm Droog Design in the 1990s. The first examples were
Marcel Wander’s Knotted Chair (1996) and Gijs Bakker’s
Knitted Maria (1997) - two works that paved the way for
a true crafts boom in Dutch design at the beginning of
the 21st century. In addition to ending the banishment

of crafts from the world of design, the Dutch also liber-
ated the genre from its own inhibitions. Instead of being
fixated on traditional forms, functions and natural materi-
als, Wanders gave the idea pride of place. Knotted Chair,
for example, is reinforced with synthetic epoxy glue, and
Wander’s Crochet Chair (2008) is a hybrid between mod-
ernindustrial design and traditional crafts.

In recent years the success of crafts has proceeded with
gathering speed, which Hands On confirms in earnest.
The Dutch crafts boom also means that women are once
more at the helm in the world of design. The biggest stars
in the Netherlands now are designers such as Kiki van Eijk,
who makes a kind of vagabond woodwork, and Christien
Meindertsma, who mixes rope making and knitting. And
it's really about time. / DENNIS DAHLQVIST

Dennis Dahlgvist is a trained journalist
and holds a doctorate from the Depart-
ment of Art History at Stockholm Uni-
versity. Dennis Dahlgvist has worked as
an art, architecture and design critic in
various contexts and is the initiator of
the unofficial art fair in Stockholm . He
currently works as a lecturer on con-
temporary art and also covers culture
news for the public service broadcaster
Sveriges Television, SVT.
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Nomineret til Biennaleprisen / Nominated for the Biennale Prize

Inger Heeball

DET DANSKE LAND - VEKST

Inger Heeball er en fortaeller, der er i teet kontakt med sine
omgivelser. Hendes keramiske tableauer forholder sig til den
virkelighed, hun er en del af, og det, hun har pa hjerte, er for-
teellinger med komplekse tolkninger. Hun deler sine ople-
velser, holdninger og erfaringer pa en made, der er 8ben

for beskuerens egen oplevelse i et visuelt univers, der blot
iagttager og synligger. | Det danske land — vaskst fremstiller
hun i miniatureform et motorvejsbyggeri, komplet med treeer,
vandlgb, maskiner og kgretgjer. P& den ene side plgjer vejnet-
tets rigide strukturer sigigennem det levende naturomrade,
og pa den anden side fremkommer der i dette helikopterper-
spektiv grafisk interessante linjer og strukturer i landskabet.

Inger Heeball skaber pa den ene side en underliggende
fortaelling om, hvad samfundets krav om vaekst betyder

for vores omgivelser, men pa den anden side er der er ogsa
den umiddelbare fascination af, hvad stor maskinkraft kan
udrette. Der er en legende umiddelbarhed, detaljesans og

en figurativ forteelleglaede i hendes vaerker, der gar, at man
inviteres heltindenfor i det lille landskab og naesten drages
til at se, om man selv kan deltage: grave i bunken, flytte pa en
lille bil. P& den made bliver man som beskuer en del af selve
forandringsprocessen. Det er ikke kun noget, der foregar for
ginene af 0s, noget, vi passivt iagttager. Vileger her, maske
ikke helt opmasrksomme pa konsekvenserne, men fordy-
bede i fascinationen over, hvad der kan lade sig gare. Det
uglaserede radler fremstar rat, naesten dbent og ubeskyttet,
som materiale fra det landskab fortaellingen udspringer af,
og her kammer landskaberne naesten helt ind under huden.
Den sanselige appel bliver naermest kropslig. Vores krop er
verdens krop. Linjer, strukturer, interventioner i det levende
materiale - og endelig, det faerdige resultat der optimerer
funktionen — bliver i disse tableauer et billede pa de sam-
fundsmaessige vaerdier, der ligger til grund for den made,

vi betragter liv pa: helst skal det tilpasses en form, viiden
moderne verden har betegnet som ... vagkst ...
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THE DANISH LANDSCAPE - GROWTH

Inger Heeball is a storyteller in close contact with her sur-
roundings. Her ceramic tableaux address to reality that she
is a part of and tell stories with complex interpretations.
She shares her experiences, attitudes and perceptions in

a manner that is open to the beholder’s own experience in
a visual universe that merely observes and renders visible.
In The Danish Landscape — Growth she presents a minia-
ture version of an ongoing highway construction project,
complete with trees, streams, machinery and vehicles. On
the one hand, the rigid structures of the road project plough
through the living natural area, and on the other hand, the
helicopter perspective brings out graphically interesting
lines and structures in the landscape.

On the one hand, Inger Heebgll creates an underlying narra-
tive about how society’s demands for growth impacts our
environment, but on the other hand, there is also a sponta-
neous fascination with the power of machinery. Thereis a
playful sense of spontaneity, detailing and figurative joy of
storytelling in her works that invites the beholder into this
tiny landscape and almost makes us want to participate:

to dig in the mound of dirt, to move a little car. Thus, we

are drawn into the transformation process. This is not just
something that happens before our eyes as we observe
passively. We are playing, perhaps not quite aware of the
consequences but engrossed in our fascination with the
possibilities. The unglazed red clay appears raw, almost
open and unprotected, like material from the landscape
that the story springs from, and here the landscapes
almost get under our skin. The sensuous appeal takes on
an almost bodily sense. Our body is the world’s body. Lines,
structures, interventions in the living material and, finally,
the end-result that optimises the intended function come
together in these tableaux to form an image of the valuesin
society that shape our perception of life: ideally conforming
to a format that we in the modern world characterise as ...
growth..
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INGER HEEB@LL

DET DANSKE LAND - VEKST
MATERIALE: Radler
MAL: B tableauer 419 x 26 x 8 cm

Seks tableauer i rgdler manifesterer samfun-
dets krav om vaekst i form af motorvejsbyg-
gerier, maskinkraefter og en lineaer dominans
af naturen - og fascineres af det selvsamme
—man-made naturein clay..

THE DANISH LANDSCAPE - GROWTH
MATERIALS: Red clay
DIMENSIONS: 6 tableaux, each19x 26 x 6 cm

Six red clay tableaux manifest society’s
demands for growth in the form of motorway
projects, machine power and a linear domina-
tion of nature — and a fascination with these
forces. Man-made naturein clay...




Se filmen pa / Watch the film at
Biennalen2013.dk

34

Nomineret til Biennaleprisen / Nominated for the Biennale Prize

Kristine Tillge Lund

ARCADE

| sit seneste veaerk, Arcade, traeder Kristine Tillge Lund et
skridt tilbage fra forestillingen om, at keramikeren ngdven-
digvis har haenderne dybt begravet i materialet. | stedet
betragter hun tingene i den store skala, og ser pa de betyd-
ninger, som keramikken har i vores sociale miljg. Hendes
arbejde er koncentreret omkring en undersggelse af ler som
erfaring og materiale ud fra den erkendelse, at ler og keramik
eksisterer alle steder omkring os. Ofte ubemaerket som en
integreret del af vores fysiske omgivelser, men stadig med
et veeld af betydninger, som vi registrerer pa mere ubevidste
plan.

| dette tilfeelde arbejder Kristine Tillge Lund med hvide, indu-
strielle fliser — et materiale, der naermest har non-eksistens:
Hvide fliser anvendes for det meste i et anonymiseret miljg,
hvor funktionen er i hgjsaedet. Det er kliniske, hygigjinemaes-
sige avervejelser, der ligger til grund for opsaetningen af
disse fliser, 0g de sociale, sestetiske 0g sanselige oplevel-

ser er enten sekundeere eller helt fravaerende. Med Arcade
vender Kristine Tillge Lund tingene pa hovedet. Ved at skabe
objekter og rumlige strukturer, der forholder sig til det omgi-
vende rum, og som inviterer til bevaegelse og udforskning, far
de industrielle fliser en helt ny betydning. De skaber et socialt
miljg, der lsegger op til sansede, perceptuelle erfaringer. Bade
individuelt og som gruppe indeholder objekterne henvisnin-
ger til broer, spraekker, fordybninger, rum, beholdere og via-
dukter. Alt sammen sammenhasnge, hvor man mader og erfa-
rer keramik som materiale. Som rumlige objekter tydeliggar
de selve madet mellem form, struktur, krop, bevasgelse og
funktion. Hvad sker der med kroppen i dette glatte, anonyme
milje? Hvad sker der, ndr sammenhasngen er overraskende,
nar formen og funktionen ikke umiddelbart kan aflseses, og
nar vi tvinges til at tage stilling til objekternes eksistens?
Hvad sker der, nar vi magder et andet menneske i dette miljg?
Som keramik, kunstvaerk og samtidig anonymiseret materiale
er veerkerne i stand til at opretholde en raeskke modstridende
egenskaber. De bliver en vaesentlig faktor for en materiel

og social erfaring, fordi de bryder med de koder, vi ubevidst
navigerer efterivores kendte omgivelser.
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ARCADE

In her latest work, Arcade, Kristine Tillge Lund takes a step
back from the notion that a ceramist necessarily has to
have his or her hands buried deep in the material. Instead
she examines things on a larger scale and considers the
meaning that ceramics takes on in our social environment.
Her work investigates clay as an experience and a mate-
rial based on the observation that clay and ceramics exist
everywhere around us. Often in unnoticed forms, as an
integrated part of our physical environment, but still with
a wealth of meanings that we register on a more subcon-
scious level.

In this case, Kristine Tillge Lund works with white industrial
tiles — a material that almost takes on a state of non-exist-
ence: White tiles are mostly used in anonymous settings
where the emphasis is on functional concerns. The tiles are
chosen for their clinical, hygienic properties, while social,
aesthetic and sensual experiences are either secondary

or absent. In Arcade, Kristine Tillge Lund turns this condi-
tion upside down. By creating objects and spatial struc-
tures that relate to their surrounding space and encourage
movement and exploration she attributes new meaning

to the industrial tiles. The tiles create a social space that
invites sensory, perceptual experiences. Both individually
and as a group the objects contain references to bridges,
cracks, dents, spaces, containers and viaducts. Contexts
where we encounter and experience ceramics as a mate-
rial. As spatial objects they highlight the encounter of form,
structure, body, movement and function. What happens to
the body in this slick, anonymous environment? What hap-
pens when the context takes us by surprise, when form and
function defy decoding, and when we are forced to address
the existence of the objects? What happens when we
encounter someone else in this environment? As ceram-
ics, works of art yet also anonymous material, the works
are capable of maintaining multiple contradictory quali-
ties. They become a key factor for providing a material and
social experience by deviating from the codes that we use
subconsciously to navigate in our familiar surroundings.
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KRISTINE TILLGE LUND

ARCADE
MATERIALE: Industrielle fliser
MAL:9x (1x1xD)m

Arcade udforsker de offentlige rum, som
keramik ofte indgar i, og er en konstruktion af
forskellige moduler, der hver iszer indeholder
henvisninger til broer, spraekker, beholdere,
rum og viadukter.

ARCADE
MATERIALS: Industrial tiles
DIMENSIONS: 9x (1x1x1)m

Arcade explores the public spaces where
ceramics is a common material. The work
is constructed of modules with references
to bridges, cracks, containers, rooms and
viaducts.

WWW: Kristinetillgelund.com/
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Mette Julie Bundgaard-Nielsen

REDUCE

Med veaerket Reduce bringer Mette Julie Bundgaard-Nielsen
den traditionelle kniplingsteknik direkte ind i et nyt artusinde.
Reduce er en kniplet jakke, der passer ind i sdvel den nye
steampunk fashion-trend som i en fetichistisk undergrunds-
natklub, og selvom veaerket ligger meget langt fra knipling som
traditionelt hdndarbejde knyttet til borgerkulturens hjemlige
sysler, er Reduce alligevel en sand bemestring af bade en
handvaerksmaessig og en agstetisk tradition. 200 individuelt
kniplede trekantsmoduler er hAndsyet sammen efter et 'biku-
besystem’, der skaber en tredimensionel effekt. Kniplingerne
er monteret pa et skulder-baerestykke og en lgs kravestand

i kerneleeder og syet med traditionelle sadelmagersting. Jak-
ken er baeredygtig, da kniplingstraden er lavet af opkradsede
gamle jeans samt antibakterielle fibre, og kernelaederet er

et langtidsholdbart materiale. Selve kniplingsstykket kan
afmonteres og foldes sammen til én samlet sekstant, der kan
lzegges i pres og derved bevare kniplingens tredimensionelle
form. Materialerne er holdtilyse og ferske farver, der refere-
rer til traditionel knipling og samtidig er en fortolkning af det
skandinaviske designs naturnaere enkelhed.

Mette Julie Bundgaard-Nielsen har med Reduce gnsket at
genintroducere knipling som samtidigt hAndvaerk, der tager
hensyn til bdde producent/udever og forbruger. Hermed har
hun for det farste gentaenkt produktkategorien og det aesteti-
ske udtryk, og for det andet har hun med udviklingen af modu-
let og trekantsmgnsteret reduceret kompleksiteten i fremstil-
lingsprocessen og tilpasset mgnstret til en moderne aestetik.
Resultatet er et vaerk, der som al anden haute couture saetter
en dagsorden for, hvor samfundet er pa vej hen, bade kunst-
nerisk og kommercielt, i den made det anviser kulturelle
strgmninger pa, for de er synlige andetsteds. Reduce vokser
ud af tid og tradition og peger samtidig pa veerdier, vi i hgj grad
har brug for: skenhed, sanselighed, baeredygtighed og origina-
litetien form, der udfordrer de kulturelle stereotyper.
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REDUCE

With Reduce, Mette Julie Bundgaard-Nielsen brings the
traditional lace technique into a new millennium. Reduce is
a lace jacket that fits equally well into the new steampunk
fashion trend and into a fetishist underground nightclub,
and even if the work is a far cry from the concept of lace as
a traditional needlecraft associated with domestic middle-
class pursuits, Reduce still represents true mastery of both
a traditional craft and an aesthetic tradition. 200 individually
made triangle lace modules have been hand-sewn together
in a’honeycomb system’ that achieves a three-dimensional
effect. The lace modules are mounted on a shoulder section
and a loose collar made in butt leather and sewn with tradi-
tional saddle stitches. The jacket is sustainable, as the lace
is made of old discarded jeans and anti-bacterial fibres, and
butt leather is a durable long-life material. The lace can be
detached and folded into a sextant, which can be pressed to
preserve its three-dimensional form. The materials are kept
in light colours, both in reference to traditional lace-making
and as an interpretation of the simple and natural style of
Scandinavian design.

Mette Julie Bundgaard-Nielsen created Reduce because
she wanted to reintroduce lace as a contemporary craft
that shows concern for both the maker/producer and the
consumer. In this process, she has rethought the prod-

uct category and the aesthetic expression, and with the
development of the module and the triangular pattern she
has reduced the complexity of the production process and
adapted the pattern to a modern aesthetic. The resultis a
work that, like all haute couture, sets an agenda for where
society is headed, both artistically and commercially, by indi-
cating cultural trends before they become widely evident.
Reduce has sprung from time and tradition and points to
values that are sorely needed: beauty, sensuousness, sus-
tainability and originality in a form that challenges cultural
stereotypes.
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BUNDGAARD-NIELSEN

REDUCE

MATERIALE: Baeredygtig trad, vintage jeans,
antibakteriel fiber, kernelaeder

MAL: 2 kg

En kniplet jakke bestdende af 200 trekanter
sammensat efter bikubesystemet, der séledes
skaber 3D-effekt. Fortid smelter sammen med
nutid i denne beklaedningsgenstand, der har
kniplingsteknikker, materialitet og moderne
skandinavisk livsstil som fokus — med forstem-
mende undertoner af speendetrgjemetaforik.

REDUCE

MATERIALS: Sustainable thread, vintage jeans,
antibacterial fibre, butt leather

DIMENSIONS: 2 kg

A lace jacket consisting of 200 triangle modu-
les put together in a honeycomb structure to
achieve a 3D effect. Past fuses with present

in this item of clothing , which draws on lace
techniques, textural effects and modern Scan-
dinavian living — with a disturbing underlying
imagery of straitjackets and restraints.
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Gitte Nygaard og Josepine Winther

MAKERS MOVE

Makers Move er et banebydende projekt indenfor smyk-
kekunsten. Gitte Nygaard og Josephine Winter har med et
enkelt greb sat fokus pa et aspekt af smykker, som vi ofte
overser —nemlig det personlige og relationelle — og de betyd-
ninger, der opstar i udvekslingen mellem objekt og baerer
over tid, og som ofte rummer dybe symbolske lag. Her finder
vilag, der raekker langt udover smykkets egentlige vaerdi og
det vi umiddelbart ser, ndr smykket baeres eller udstilles. Lag,
der kan inddrage bade fortid og nutid, baerer og giver samt
livsfaser og steder.

For at undersgge disse aspekter har Gitte Nygaard og Jose-
phine Winter med Makers Move bevaeget sig ud af veerkste-
det og vaek fra de omgivelser, hvor smykket bliver til og til-
lzegges sin oprindelige veerdi — og ud midt i det levede livide
Kgbenhavnske gader. Her mgder de almindelige mennesker
og lader dem fortaelle deres historier, og udforsker pa den
made de menneskelige erfaringer, der knytter sig til smykker
eller andre sma objekter. Makers Move er et mobilt smyk-
kevaerksted pa en ombygget transportcykel. Gitte Nygaard
0g Josephine Winther betegner projektet som 'a medium of
exchange’, og hermed peger de pa, at Makers Move er en
udveksling. Til gengeeld for deres historier far folk en lille tin-
afstebning af deres objekt eller smykke, fremstillet pa stedet
og monteret i et vedhaeng. P4 den made er et nyt symbol
skabt: et symbol for den historie, det oprindelige smykke
rummer, men samtidig et symbol pa det nye mede: madet
mellem Makers Move og de tilfaeldigt forbipasserende. Ved at
flytte veerkstedet og den normalt usynlige proces bag smyk-
kets fremstilling ud i det &bne byrum synliggaer Makers Move
pa samme tid den handvaerksmaessige bearbejdning, der gar
det oprindelige smykke seerligt: skabt over tid, i relationen
mellem smykkekunstner og materiale. Hvilken betydning far
disse nye smykker for den baerer, der bringer dem videre,

for de mennesker der vil komme til at hare historien — og for
de mennesker der har skabt dem? Nye smykkerelationer og
historier er hermed skabt.
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MAKERS MOVE

Makers Move is a ground-breaking project in jewellery art.
In a simple move, Gitte Nygaard and Josephine Winter focus
on an aspect of jewellery that we often neglect - the per-
sonal and relational aspect — and the meanings that emerge
in the exchange between object and wearer over time, and
which often have profound symbolic layers. Here are layers
that reach far beyond the actual value of the jewellery and
beyond what we see when jewellery is worn or exhibited.
Layers that canincorporate past and present, wearer and
giver, stages and places in life.

To examine these aspects Gitte Nygaard and Josephine
Winter created Makers Move, which takes them out of

the workshop and away from the settings where jewel-
lery is created and attributed with its original value — and
into the lived life in the streets of Copenhagen. Here they
meet ordinary people and let them tell their stories, explor-
ing the human experiences related to jewellery or other
small objects. Makers Move is a mobile jewellery workshop
on a converted carrier bike. Gitte Nygaard and Josephine
Winther call the project “a medium of exchange”. In return
for their stories, people receive a small pewter cast of their
object or jewellery, made right there on the spot and mount-
ed in a pendant. This creates a new symbol: a symbol of the
story embedded in the original jewellery but also a symbol
of this new encounter: the meeting between Makers Move
and random passers-by. By moving the workshop and the
normally invisible production process into the open urban
space Makers Move also reveals the craft process that
makes the original piece special: created over time in the
relationship between the jewellery artist and the material.
What meaning will this new jewellery hold for the wearer
who carries it into the world, for the people who hear the
story — and for the people who made it? New jewellery rela-
tions and stories have been created.



GITTE NYGAARD OG
JOSEPHINE WINTHER

MAKERS MOVE

MATERIALE: Guldsmede, veerktgj, stabte tin-
vedhaeng, ombygget cykel

MAL:2x2m

Et mobilt smykkeveerksted, der interagerer
direkte med sit publikum og skaber smykker
on location med saerlig fokus pa tilblivelse og
smykket som personlig forteelling. Makers
Move steber nemlig aftryk af personlige objek-
ter til vedhang i bytte for objekternes historie.

MAKERS MOVE

MATERIALS: Goldsmiths, tools,

cast pewter pendants, converted bicycle
DIMENSIONS:2x2m

A mobile jewellery workshop that interacts
directly with its audience and creates new
jewellery on location with particular empha-
sis on the creative process and on jewellery
as a personal narrative. Makers Move creates
pewter casts based on people’s prized per-
sonal objects. The castitems can be worn as
pendants, and the makers trade their work for
the story behind the object.

WWW: Makersmove.com
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Anne Fabricius Maller

FALMET | LENES VINDUE, FALMET PA MIT TAG

Stoftrykker Anne Fabricius Maller er kendt for sin eksperi-
menterende tilgang til stof og menstring. Med simple greb
forarbejder hun tekstiler, sa tilfeeldighed og omgivelser ofte
saetter spor og spiller ind. | dette projekt er hendes tilgang

til at arbejde med tekstil helt tonet ned: Hun ger s lidt som
muligt. Indfarvet silke, foldet i lseg pa kryds og tvaers og haef-
tet med trad er lagt til at falme i solen i drevis. Solen og tiden
ger arbejdet, og i denne langsomme transformationsproces
fremkommer et mgnster, der baerer vidne om denne helt
essentielle kvalitet: tdimodighed. Ting tager den tid, de tager,
og resultatet af en handling fremkommer maske hverken
idag ellerimorgen, og dog er den der, derude i fremtiden.
Veerkerne er tidlgse, men baerer samtidig preeg af tid og sted.
Den tarre, falmede farve vidner om det levede, ubemaerkede
liv, og kontrasten mellem det blegede ydre og det staerkt
farvede indre, der har veeret beskyttet, bliver en poetisk
mindelse om, at uanset hvad livet byder o0s, er vores kerne
beskyttet.

Tiden gar, og tiden star stille. Der er en nagsten zen-agtig for-
nemmelse over disse tekstiler. Nar tekstilet efter den lange
blegningsproces endelig foldes ud, fremkommer et righoldigt
menster, der er stramt grafisk, men 0gsa varieret og levende.
Her bliver gjeblikket af starste vigtighed. Den lange, stille,
naesten tidlgse proces bringes til ende i et enkelt gjeblik,

hvor tekstilets aestetiske kvaliteter udfoldes for verden. En
proces er afsluttet og en ny begynder. Tekstilet bliver pa den
made et levende objekt, der er i konstant udveksling med
sine omgivelser. Uanset om det viderebearbejdes i en ny form
og funktion eller om det forbliver som et billede, minder man-
stringens levende og dog repetitive enkelhed os om, at alteri
beveaegelse ogiforandring. Selv nar intet sker, sker der noget,
0g heriligger en dyb menneskelig visdom for et samfund, der
opfatter tiden som endelig.
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FADED IN LENE’S WINDOW, FADED ON MY ROOF

The textile printer Anne Fabricius Maller is known for her
experimental approach to textiles and patterns. She relies
on simple techniques and often allows the surroundings
and random occurrences to leave their mark and influence
the process. In this project her textile approach is com-
pletely toned down: She does as little as possible. Dyed silk,
folded in pleats that go this way and that, stitched up with
thread and then left to fade in the sun for years. Sunlight
and time do the work, and in this slow transformation pro-
cess a pattern emerges that bears witness to an essential
guality: patience. Things take the time they take, and the
result of an act may not be apparent today or tomorrow, but
itis out there, somewhere in the future. The works are time-
less yet marked by time and place. The dry, faded colour

is testimony to the lived, unnoticed life, and the contrast
between the bleached exterior and the intense colour

of the sheltered interior becomes a poetic reminder that
whatever life throws at us, our core remains protected.

Time goes by, and time stands still. There is an almost
Zen-like feel about these textiles. When the textile is finally
unfolded after the long fading process, a rich pattern
appears that is tight and graphic yet also varied and vibrant.
and varied and vibrant. The single moment becomes crucial.
The drawn-out, silent, almost timeless process is brought
toan end in aninstant, and the aesthetic qualities of the
textile are unfolded for the world to behold. A process

has been completed, and a new process begins. Thus,

the textile becomes a living object engaged in an ongoing
exchange with its surroundings. Whether it is processed
further in a new form and function or whether it remains an
image, the vibrant yet repetitive simplicity of the pattern
reminds us that everything is in motion and in transforma-
tion. Even when nothing is happening, something is happen-
ing; an observation that holds profound human wisdom for
a society that perceives time as finite.
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ANNE FABRICIUS M@LLER

FALMET PA MIT TAG
MATERIALE: Bomuld
MAL:70 x 178 cm

Fold, riog laeg herefter det sammensyede tekstil
pa dit tag. Kun solen og tiden kender resultatet.
Omtrent sddan er tekstildesignerens originale
0g naturlige falmeproces, der kan sammenlig-
nes med en fotoregistrering med meget lang
eksponeringstid. Nar tiden erinde, er et nyt
maonster fodt.

FADED ON MY ROOF
MATERIALS: Cotton
DIMENSIONS: 70 x178 cm

Fold, stitch, and then place the textile on your
roof. Only time and the sun know the eventual
outcome. This summarises the original and
natural fading process that was used here, and
which is miniscent of photographic registrati-
on with an extremely long exposure time. When
the time isripe, a new patternis born.

WWW: Aaa-fff-mmm.dk
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Katrine Borup

BODYPARTy

Katrine Borup har igennem en arraskke udforsket kroppen og
smykket som omdrejningspunkt for et engagement i samti-
dens holdninger og vaerdier. Som en art etnograf udforsker
hun, hvordan der bag de ting, vi opfatter som en naturlig del
af samfundslivet, gemmer sig et veeld af forestillinger og
overbevisninger, som der er god grund til at traekke fremi
lyset og saette spergsmalstegn ved. BODYPARTY er en serie
smykker, der hver for sig efterligner kropsdele, organer og
vesvstyper. | serien stiller Katrine Borup spergsmalstegn ved
forholdet mellem sygdom og sundhed, der er fremherskende
i hele vores moderne, individorienterede perfektionskultur.
Viggres ansvarlige for vores egen sundhed, men i lige s hgj
grad for vores sygdom, og bag den tilsyneladende frihed, lig-
ger der en moralistisk forestilling om, at svaret er kontrol og
beherskelse af nydelse, lyst og ansvarsfri given-slip. BODY-
PARTYy er en fest. Det er en fejring af kroppen, af barnligheden
0g det umiddelbare. Det er en leg med betydninger, mate-
rialer, funktioner og forventninger, der pakker et vaesentligt
budskab ud af en sanseligtinspirerende og humaoristisk form.

For Katrine Borup er selve virkeligheden det materiale, hun
bearbejder. Med et helt udsaedvanligt blik for tings kulturelle
referencer og for materialer og deres egenskaber har hun
igennem sit virke transformeret pengesedler, grydeskeer,
plaster og stearinlys til kulturkritiske ikoner. | BODYPARTyY

er alle smykker lavet af balloner, der ikke kun overrasker i
materialevalget, men 0gsad i den made, ballonens egenska-
ber er udnyttet pa i vaerkets funktion, som eksempelvis
mavesaekken, der kan pustes op. Rygerlunger, osteoporose,
discosprolaps og celleforandringer bliver til objekter, der kan
baeres pa kroppen, og referencen bliver unaegtelig humori-
stisk, nar et vaerk hedder 'Drowning by E-numbers (udsnit af
min smukt sminkede tyndtarm forstarret 10 gange)’, og der
som materiale angives fglgende: ‘Ballonender fra lange tynde
ballondyrsballoner, sytad’. Katrine Borups blik for modsaet-
ninger ger hende til en skarp iagttager af den made, vi gar
kroppen til en del af en vaerdipolitisk dagsorden pa, og pa den
made er hun som smykkekunstner med til at igangsastte en
vaesentlig debat.
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BODYPARTy

For several years, Katrine Borup has been exploring the
body and jewellery as a way of addressing contemporary
attitudes and values. Aimost like an ethnographer she
explores the wealth of conceptions and convictions that
exist behind the things that we perceive as a natural part
of society, and which are worth drawing into the light and
guestioning. BODYPARTYy is a series of jewellery where the
individual pieces resemble body parts, organs and tissue
types. In the series Katrine Borup questions the prevailing
relationship between disease and health in our modern,
individually oriented culture of perfection. We are made
responsible for our own health but equally for our own dis-
ease, and behind this apparent freedom lies the moralistic
notion that the answer lies in controlling and restraining
pleasure, enjoyment and carefree abandon. BODYPARTy is a
party. It celebrates the body, childishness and spontaneity.
It plays with meanings, materials, functions and expecta-
tions and extracts an important message from a sensu-
ously inspiring and humorous form.

Katrine Borup uses reality itself as her chosen material.
With an extraordinary eye for the cultural references of
things and for materials and their qualities, she has trans-
formed bank notes, ladles, plasters and candles into icons
that carry a message of cultural criticism. In BODYPARTYy all
the pieces are made of balloons, and it is not only the choice
of material that is surprising but also her functional use of
the properties of the balloon, for example in the inflatable
stomach. Smoker’s lungs, osteoporosis, prolapsed discs
and cell changes become objects that can be worn on the
body, and the reference clearly takes on a humorous tone
when a work is called "Drowning by E-numbers (a section
of my beautifully colour-enhanced small intestine enlarged
ten times)”, and the list of materials reads "balloon ends
from long, thin balloon animal balloons, thread”. Katrine
Borup’s eye for contrasts makes her a keen observer of
our way of making the human body part of a political value
agenda, and thus as a jewellery artist she initiates an
important debate.



KATRINE BORUP

BODYPARTYIL IV
MATERIALE: sammensyede ballonmundinger,

‘ sglv og elastiksnor
MAL:
25-3cmx6m

Med udgangspunkt i kroppens organer saetter
Katrine Borup fokus pa sundhed, videnskab

og oplysning. Alle vaerker er skabt i balloner,

der netop star i opposition til det fornuftige og
videnskabelige ved at veere fest, farver og bal-
lade — og refleksion i den stgrre sammenhaeng ...

BODYPARTY IL lll, IV

MATERIALS: Balloons, plaster, cigarillos, elastic,
silver, leather string, corks, calcium tablets;

BP Ill: also thread

DIMENSIONS:

BP1:29x37x1.5cm

BPIl:17x10x7 cm

BP Ill: 27.5 x 8 x 8 cm without the thread

Inspired by the organs of the human body,
Katrine Borup focuses on health, science and
information. The works are all made of bal-
loons, which strike a contrast to the rational
and scientific, representing excitement, fun
and hilarity — and, in a larger context, reflec-
tion.

WWW: Katrineborup.dk
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Jessica Hemmings

Craft and Communication:

Still Much to Learn

>

DK // 11942 udgav den japanske forfatter Uno Chiyo bogen
Dukkemageren. | bogen beskriver fortaelleren, hvordan kend-
skabet til hdndvaerket bliver overleveret fra den ene dukke-
mager til den anden:

»Nar jeg begynder at undervise en leerling i at lave dukker,
fortaeller jeg ham lige fra starten, at jeg ikke har taenkt mig at
forklare hver eneste lille ting. Jeg viser ham et af de dukkeho-
veder, jeg har skaret, og beder ham om at prgve at skeere et
ligesddan. Nar han sd gar i gang, siger jeg, 'det ser fint ud eller
‘det duer ikke. Men det, jeg ikke kan fortaelle ham, er, hvordan
han skal gare det helt faerdigt, give det den sidste finish ... Jeg
teenker sa ngje over det, atjeg bliver fuldstaendig opslugt af
mine tanker, og s begynder jeg at skasre. Men selv om jeg
ikke med ord kan forklare mine lzerlinge alt, hvad de skal gore,
sd viser jeg det med mine haender. Det kommer nok ud pa ét.«

Chiyo minder os om, at viden kan overleveres pa mange
mader. HAndvaerk kan beskrives og forklares med talte eller
skrevne ord, men der er 0gsa tidspunkter, hvor viden bedst
deles ved at blive vist eller falt.

KONCEPTUELT KUNSTHANDV/ARK

Den begejstring for det konceptuelle, som for nylig har grebet
kunsthandvaerket, har givet faget en fornemmelse af et
indhold, som raskker ud over materialerne og den handvasrks-
maessige kunnen. P4 den made har nutidens kunsthandvaerk
faet mulighed for at sige mere, end at det er veludfart eller
har taget lang tid at lave — efter vores dages standard. Kunst-
handvaerk kan kommentere kultur, politik, skonomi — emner,
der holder os vAgne om natten, og som samfundet faktisk
burde gare noget ved. Disse budskaber er i virkeligheden

ikke nye for kunsthandvaerket, men ulempen ved nutidens
interesse for det konceptuelle er, at det kan veere sveert at
forsta. | veerste fald bruger gaesterne pa udstillingerne mere
tid pa at laese forklaringerne end pé at kigge og fole pa de
udstillede genstande. Og publikum kan ligefrem fole sig frem-
medgjort og ende med at holde sig helt vaek.

Interessen for det konceptuelle er maske delvis en reaktion
pa en kritisk tilgang til kunsthandvaerk, som fremstillede det
som en oplevelse, der ligger hinsides sproget. | den yderste
ende af dette spektrum har vi den afdade britiske kritiker
Peter Dormer, som i The Language and Practical Philosophy
of Craft skrev: »Der kan ikke opstilles nogen generel teori,
som daekker alle kunsthandvaerkets discipliner, og det vil sige,
at enhver indsigt i motiver og vaerdier, som kunsthandvaer-
keren formidler, kan udledes af veerket og af, hvad han eller
hun gar, men det kan ikke med nogen dybde udtrykkes i ord
..naesten intet af det, der er vigtigt i kunsthandvaerk, kan
udtrykkes iord og seetninger.«

Dormers udtalelse om, at kunsthandvaerk er noget, vi ikke
kan forklare fyldestgagrende med sproget, er temmelig for-
uroligende - isaer for en forfatter! Men det er lige s proble-
matisk, hvis et kunsthandveerk ikke lasngere laegger vasgt pa
de materialer, det bruger. Det konceptuelle indhold bliver vel
oftest forklaret for publikum gennem en kritikers eller kura-
tors skriftlige analyse. Sommetider rammer det fremstillerens
erklaerede intentioner; men lige s& ofte bliver de beskrevne
intentioner ikke bekraeftet af udeveren, og det overlades i
stedet til beskueren at fortolke sig frem til dem.

TOMME ORD 0G SKBNHED SOM TABU

| bogen Museum Legs: Fatigue and hope in the face of art
skriver den amerikanske forfatter Amy Whittaker meget
humoristisk om dette dilemma i forbindelse med kunst. »|
veerste fald fremmaner sedlen pa vaeggen eller en hypote-
tisk talsmand et indhold, som slet ikke er der ... og tillaegger
vaerket en storhed og en hensigt, som ikke eksisterer: Denne
tegning af en taendstikmand er post-renaessance, post-
post-moderne 0g neo-ekspressionistisk. Den er derfor
bevidst naiv ..« Den slags sprog udelukker en stor del af
publikum. Det er ogsd, som Whittaker siger, det rene vravl.

Vi er ngdt til at kunne forsta vor tids kunsthandvaerk. Det
kan vi ggre gennem de anvendte materialer eller de idéer, der
kommer til udtryk, eller ideelt set gennem vaerker, der fun-
gerer pa begge niveauer. Det bliver mere og mere vanskeligt
for de udtryksformer, der falder uden for nutidens visuelle
trends. Skenhed er for eksempel tilsyneladende blevet et
tabu. Den akademiske verden har i hvert fald besluttet, at
skgnhed er et utilstraekkeligt resultat, hvis den ikke kan
forklares og fortolkes. Vurderinger, der bygger pa ‘akademi-
ske kriterier’, kan veere produktive og skabe fornyelse, men

i virkeligheden skaber de ofte blot varm luft. Efterfelgende
forklaringer fra kunsthandvaerkere og kritikere bliver brugt il
at udfylde et felti et skema snarere end til at udtrykke eller
forklare en betydning.

MULTI-TRANS-INTER-TVARFAGLIGHED

Mens skenhed nu afvises af nogle som dybt uinteressant,
kommer kunsthandvaerkerens saerlige materialeforstaelse i
konflikt med en anden populzer tendens i moderne forskning:
tvaerfaglighed. Ret skal vaere ret — tvaerfaglighed er en stra-
tegi, der kan give fremragende resultater, nar den fungerer.
Men den er svaer at praktisere for kunsthandvaerkerne. Multi-
trans-inter-tveer-: Hvad man end kalder det, er det i virkelig-
heden meget vanskeligt for den enkelte udaver at blive eks-
pertiet bredt udvalg af materialer. Det tager simpelthen for
lang tid. Det tvaerfaglige samarbejde favoriserer til gengzeld
samarbejdet mellem flere fag eller uddelegering af fremstillin-
gen tilen anden person eller gruppe for at bevare kvaliteteni
udfarelsen. Det kan give den enkelte frihed til at strejfe rundt
mellem materialedisciplinerne.
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En kunsthandveerker, der uddelegerer det praktiske arbejde
til andre, bliver uundgaeligt idémager i stedet for. Den uhel-
dige bivirkning af det er, at idémageren ikke sa let kan reagere
pa tilfaeldet og leere af sit materiale.

Hvor star kunsthandvaerket sa i dag? Nutidens kunst-
handvaerk er drevet af et indgdende materialekendskab.
Men det har ofte langt mere pa hjerte end blot at bekraefte
kunsthandvaerkerens faglige dygtighed. Kunsthandvaerkets
stadigt mere konceptuelle dagsorden kan berige omradet,
men kun hvis kunsthandvaerkets budskaber stér lige s
steerkt som de faglige faerdigheder, der indgar i at skabe
veerket. Materialerne har stadig meget at lsere 0s, og vi har
stadig meget at laere om, hvordan man bedst formidler disse
indsigter. / JESSICA HEMMINGS

Jessica Hemmings, fedt i Storbritannien
Professor i visuel kultur og leder af Fakul-
tetet for Visuel Kultur pa National College
of Art and Design i Dublin, Irland.

Hendes kommende bog praesenterer
kunstnere og designere, der arbejder

i krydsfeltet mellem forskellige kultu-

rer med tekstiler som udtryksmiddel
(Bloomsbury 2014).
Jessicahemmings.com

Jessica Hemmings, born in Great Britain.
Professor of Visual Culture and Head

of the Faculty of Visual Culture at the
National College of Art and Design in
Dublin, Ireland. Her latest projectis a
forthcoming book that considers exam-
ples of artists and designers who work
at the intersection of multiple cultural
influences with textiles as their vehicle
(Bloomsbury: 2014).
www.jessicahemmings.com
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UK // In 1942 the Japanese author Uno Chiyo published The
Puppet Maker. In it Chiyo’s narrator describes how know-
ledge of a craft is passed from one maker to the next:

Whenever | get set to teach someone a thing or two about
carving, | tell him right from the start that I'm not going to
sit there and explain every little thing. | show him one of

the puppet heads I've carved and tell him to try and carve
one like it. Then, as he goes along, | tell him ‘that looks fine,’
or ‘that’s no good.’ But what | can’t ever tell him is how he
should make the final strokes, the finishing touches.. .. |
think on them so hard | become completely swallowed up in
my thoughts, and then | proceed to carve. But evenif | can’t
come right out and explain to my students all they should
do, | show them with my hands. | guess it amounts to the
same thing.

Chiyo offers us a reminder that knowledge is transmitted
in multiple ways. Craft can be captured and articulated in
spoken or written words, but there are also times when
knowledge is best shared when shown or felt.

CONCEPTUAL CRAFTS

Craft’s recent infatuation with concept has injected the dis-
cipline with a sense of content that goes beyond the materi-
als and skills of its making. This has allowed contemporary
craft to say more than just being well made or taking — by
today’s standards — a long time to make. Craft can commu-
nicate commentaries about culture, politics, economics; the
stuff that keeps us up at night and the things that society
really should set about trying to change. These messages
are not in reality new to craft, but the downside of the cur-
rent interestin conceptis that it can be impenetrable to
access. In the worse case, viewers spend more time in craft
exhibitions reading explanations than looking at or feeling
the objects on display. In fact, taken a step further viewers
can feel alienated and don’t visit at all.

This interest in the conceptual may in part be a reaction
against a critical approach to craft that proposed craft as
an experience that exists beyond language. At the extreme
end of this spectrum we have the late British critic Peter
Dormer who wrote in The Language and Practical Philoso-
phy of Craft:

There can be no general theory covering the craft disci-
plines, and consequently whatever clarification of motives
and values the craftsperson achieves can be inferred from
the work and what he or she does but cannot, with any
depth be putinto words ... almost nothing that is important
about craft can be put into words and propaositions.
Dormer’s assertion that craft is something we cannot
adequately capture in language is a troubling assertion

- particularly for a writer! But equally difficult territory is
inhabited by crafts that no longer place importance on the
materials of their making. Arguably, conceptual content is



often conveyed to the viewing public through the written
analysis of a critic or curator. At times this chimes perfectly
with the stated intentions of the maker; but as often as not
these intentions are left unconfirmed by the maker for the
viewer alone to decipher.

EMPTY WORDS AND THE TABOO OF BEAUTY

The American author Amy Whittaker in Museum Legs:
fatigue and hope in the face of art writes with great humour
about this dilemma in relation to Fine Art. “Worst-case
scenario, the wall label, or hypothetical spokesperson,
provides content where none existed in the first place ... It
confers greatness and intention that do not exist: The stick
figure drawing is post-Renaissance, post-post-modern, and
neo-expressionist. It is therefore intentionally naive ..” Such
language excludes a healthy portion of the viewing public. It
is also, as Whittaker mocks, pure nonsense.

We have to be able to understand contemporary craft. This
can occur through the materials deployed, or the ideas
executed, or ideally work that operates on both levels.
Increasingly, this is made difficult for some types of practice
that find themselves on the outside of current visual trends.
Beauty, for instance, seems to have grown into a taboo.
Academia at least has deemed beauty an inadequate result
if it cannot be explained and expanded upon. While the
touchstone of ‘academic rigour’ can be productive and bring
about innovation, a far more common reality is the genera-
tion of hot air. Retrospective explanations by makers and
critics alike are used to fill a box rather than communicate
or clarify meaning.

MULTI-TRANS-INTER-CROSS-DISCIPLINARITY

With beauty now deemed by some as deeply uninteresting,
a maker’s particular knowledge of their craft materials rubs
up against another popular line of research thinking today:
the interdisciplinary. In fairness, inter-disciplinarity is a
strategy which, when it works, can work spectacularly well.
But it is a tough approach for the crafts to do well. Multi-
trans-inter-cross: regardless of nomenclature it is in reality
very difficult for one practitioner to become expertin their
knowledge of a vast range of materials. It simply takes too
long. Instead these ways of working favour collaborative
practice or the delegation of fabrication to another individ-
ual or team to preserve standards of making. This allows an

individual freedom to roam amongst the material disciplines.
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A maker delegating hands-on work to others inevitably
occupies the position of ideas generator instead. The
unfortunate upshot of this is the inability of the maker to
respond as easily to chance - to let the materials of their
work become their teacher. Where does all of this leave

us? Contemporary craft embodies an intimate knowledge
of materials. But it often has far more to say than simply
confirming the maker’s physical skills. The increasingly con-
ceptual agenda of contemporary craft practice can enrich
the field, but only if craft’s messages are as articulate as
the skills used in the object’s creation. The materials of craft
continue to have much they can teach us, and there is still
much to learn about how we choose to communicate these
lessons. / JESSICA HEMMINGS
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BIRGITTE HOLMSTEEN

TAG HVAD DU VIL, VERDEN ER DIN?
MATERIALE: Papir, tree, lak og stal
MAL:120x50x1,8 cm

Tag hvad du vil = verden er din? Det moralske
anliggende i veerkets titel udgeres af 200 bro-
cher, der tilsammen skaber et verdenskort og
seetter begreber som global ansvarlighed, krise,
gjerskab og tilharsforhold pa dagsordenen.

TAKE WHAT YOU WANT, THE WORLD IS YOURS?
MATERIALS: Paper, wood, lacquer and steel
DIMENSIONS: 120 x50x 1.8 cm

Take what you want - the world is yours? This
moral concern forms the title of this work,
which consists of 200 brooches. Together they
form a world map that puts the issues of global
responsibility, crisis, ownership and our sense
of belonging on the agenda.

WWW: Birgitteholmsteen.dk



ANJA MARGRETHE
BACHE

TEKSTILE PANELER
MATERIALE: Beton-keramik
MAL:160 x50 x 1-2 cm

Tre vaegpaneler i betonkeramik leger
med tekstile illusioner - lette som
legende og hullede blonder, tunge i
materiale og teknik.

TEXTILE PANELS
MATERIALS: Concrete ceramics
DIMENSIONS: 160 x50 x 1-2cm

Three wall panels in concrete cera-
mics play with textile illusions - light
like frilly, delicate lace yet weighty in
material and technique.

WWW: Anjabache.com
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CHRISTINA SCHOU
CHRISTENSEN

BRUNE BEN
MATERIALE: Stentgj og glasur
MAL:50 x40 cm

Materialitet og sanselighed indkapsler Christina
Schou Christensens veerker i deres anderledes,
undersggende og legende natur, 0og man er
hensat til barndommens sandkasseveerksted af
eksperimenter.

BROWN BONES
MATERIALS: Stoneware and glaze
DIMENSIONS: 50 x40 cm

A textural and sensuous character encapsu-
lates Christina Schou Christensen’s works in
their unusual, explorative and playful nature,
which brings up images of the sandbox of
childhood and its form experiments.

WWW: Christinaschouchristensen.dk



JEAN-FRANCOIS THIERION

IN MEMORIAM

MATERIALE: Stentgj

MAL: 72 x 29 x 29 cm

Detligner noget fra rodekassen i slgjdiokalet, men
tag ikke fejl: Thierions vaerk er lavet helt og fuldt i
stentgj 0g gar netop det: spiller forventningerne
et pudsienteksturogien farve, der er helt og
aldeles atypisk for stentgj som materiale. Cool.

IN MEMORIAM
MATERIALS: Stoneware
DIMENSIONS: 72 x 29 x 29 cm

It may look like something that was made out of
the bits and pieces in the reject bin in woodwork
class, but make no mistake: Thierion’s work is
stoneware all the way, playing with our expecta-
tions in a texture and a colour that are complet-
ely atypical for the material. Cool!

WWW: Keramik.dk
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I
JANE INGERSLEV

MEGA DOILY

MATERIALE: Overskudsjersey fra tekstilpro-
duktioniPortugal

MAL:@:80cm

Hemsl6jd og hygge er traditionelle skandina-
viske aspekteriindretningen. Jane Ingerslev
nyfortolker denne stearinlysromantiske
tendens med oversize kludetaepper, inspireret
af mormors grydelapper og parfumeflakoner,
men haeklet i overskudstekstil fra en portugisisk
modeproducent. Stop materialespild nul!

MEGA DOILY

MATERIALS: Surplus jersey material from tex-
tile production in Portugal

DIMENSIONS: @80 cm

The folk craft culture and cosy interiors are
well-known aspects of traditional Scandina-
vian interior design. Jane Ingerslev reinter-
prets the style with oversize rugs inspired by
grandma’s potholders and perfume flasks but
crocheted out of surplus fabric from a Por-
tuguese fashion manufacturer. Let’s put an end
to waste - right now!

WWW: Qutdated.dk



CLAYDIES

SOAP
MATERIALE: Blaler
MAL:9xB5x3cm

At vaske haender er i savel praktik som i sym-
bolik en universel handling. Disse saeber i blaler
ligner andre saber i funktion og udseende, men
man bliver beskidt, nar man vasker sig — dog
med den fordel, at man far renset og exfolieret
haenderne som en vaskeasgte keramiker.

SOAP
MATERIALS: Blue clay
DIMENSIONS:9x6.5x3cm

Washing one’s hands is a universal act with
both practical and symbolic meaning. These
blue clay soaps resemble other soaps in func-
tion and appearance, but they will make your
hands dirty when you use them. On the other
hand, the “soaps” also exfoliate your skin,
removing impurities.

WWW: Claydies.dk
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DITTE HAMMERSTREM

THIRD DRAFT
MATERIALE: Bronze
MAL: 43 x 45 x 89 cm

Skitse eller original? Denne stol fastholder designe-
rens skitsepraegede udgangspunkt pa trods af at den,
paradoksalt nok, er stgbtibronze. For hvordan bevarer
man skitsens levende udtryk i udviklingsfasen, hvor
produktionsvenlige kompromiser skal indgas?

Udfaert af: Broncestaberiet Leif Jensen ApS
v/ Peter Jensen

THIRD DRAFT
MATERIALS: Bronze
DIMENSIONS: 43 x 45x 89 cm

Draft or original? This bronze chair preserves the
designer’s sketch-like vision although it is the final
cast version. Its expression highlights the desire to
preserve the vibrant expression of the draftin the
development phase where production-friendly com-
promises are necessary.

Produced by: Broncestgberiet Leif Jensen ApS,
represented by Peter Jensen

WWW: Hammerstroem.dk
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CHRISTIN JOHANSSON

MY LITTLE CIRCUS HORSE
MATERIALE: Keramik, tekstil, tree
MAL: 160 x 95 x 80 cm

Christin Johansson udforsker keramikken
som materiale igennem iscenesaettelser
—her mgder vi hendes alter ego Augustine
Adler og hendes univers befolket af dyr og
underfundige vaesener og mgblementer i
keramik, du maske har set for. Dram dig vaek
i et delvist surreelt gapintime..

MY LITTLE CIRCUS HORSE
MATERIALS: Ceramics, textile, wood
DIMENSIONS: 160 x 95 x 80 cm

Christin Johansson explores ceramics as a
material in staged tableaux — here we meet
her alter ego, Augustine Adler, and her
universe, which is full of animals and artful
creatures and furnishings in ceramics that
might resemble something you have seen
before. Lose yourself in this slightly surreal
gapintime..

WWW: Christin.dk
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HEIDI HENTZE

EPICENTER (llI)
MATERIALE: Porceleen og fibre
MAL:16 x 30 x 36 cm.

Geomorfologiske grid skubber til origamiske
referencer af jordskaelvets ukontrollerbare
metaforik. Heidi Hentze balancerer pa teknik-
kens sanselige metodekant med disse transpa-
rente og sprade konstruktioner, der forekommer
enkle i al deres narrative og handvasrksmass-
sige kompleksitet.

EPICENTRE (llI)
MATERIALS: Porcelain and fibres
DIMENSIONS: 16 x 30 x 36 cm

Geo-morphological grids spark origami
references and uncontrollable earthquake
metaphors. Heidi Hentze is balancing on the
sensuous methodological edge of technique in
these crisp, transparent constructions, which
appear simple despite their narrative and tech-
nical complexity.
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HELLE BJERRUM

NONSENS
MATERIALE: Akryl, sglv
MAL:120x 9 mm

Nonsens smykkerne er del af projektet Status,
hvor Helle Bjerrum reflekterer, underseger og
rejser en reekke spergsmal angaende veerdi-
begreberismykker. Nonsens refererer til alle
de immaterielle vaerdier, der ikke kommer pa
vaegtskalen, nar guldsmede udregner veerdien
af gammelt guld og salv.

NONSENSE
MATERIALS: Acrylic, silver
DIMENSIONS:

The Nonsense jewellery is part of the Sta-

tus project, where Helle Bjerrum reflects on,
examines and explores the concept of value in
jewellery. Nonsense refers to all the immaterial
values that do not weigh down the scales when
a goldsmith calculates the value of old gold and
silver.

WWW: Hellebjerrum.dk

IBEN WEST OG
BIRGITTE MUNK

SAMLET
MATERIALE: Storskrald
MAL:ca.3x5m

Tre storskraldsbunker gar i form- og materia-
ledialog, nar dette veerk opfares stedspecifikt i
Rundetarn. Nu ser du ikke kun den usynlige bag-
side, men patina og huller, der tilsammen skaber
nye billeder og nye forteellinger i kontrasternes
krydsfelt.

COLLECTED
MATERIALS: Bulky Waste
DIMENSIONS: Approximately 3x5m

Three piles of bulky waste engage in a dialogue
of form and materials when this site-specific
work is created inside the Round Tower. Here
you see not only the normally invisible back of
things but also the patina and the holes, which
interact to create new images and new nar-
ratives in this cross-field of contrasts.

WWW: Ibenwest.dk // Muuni.dk

71



TINARATZER OG
MARTINE MYRUP

+++++
MATERIALE: Tekstil
MAL: 15 x 25 cm afhaenger af vaerk

En brevveksling over Atlanten fra Danmark til
Canada med reflekterende undervisningsef-
fekt. For de to udevere har brugt hinandens
tekstiler og skabt en taktil patchworkproces
og et veerk, der bade referer til tidligere tiders
analoge broderi og traditioner og til nutidens
digitale metodik, tilsat hinandens forskellige
arbejdsmetoder.

F++++
MATERIALS: Textile
DIMENSIONS: 15 x 25 cm afhanger af veerk

An exchange of letters across the Atlantic
from Denmark to Canada with a reflective
educational impact. The two makers have
used each other’s textiles to create a tactile
patchwork process and a work that refers
both to old embroidery techniques and
analogue traditions and to contemporary
digital methods, subjected to each other’s
methods.

WWW: Ratzer.dk
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MALENE KASTALJE

UDBRUD #1
MATERIALE: Silikone
MAL: 44 x20x3cm

Udbrud er titlen, der antyder etindre kacs, en
tilstand af uro og opbrud. Smykkerne er historier
om at blive forladt: forladt af en keerlighed, af
sine barn, af muligheder — men netop 0gsa en
afslutning, for, at noget nyt og frugtbart kan
begynde.

ERUPTION #1
MATERIALS: Silicone
DIMENSIONS: 44 x 20 x 3cm

The title, Eruption, suggests aninner chaos, a
state of turbulence and transformation. The
jewellery tells stories of abandonment: by a
lover, by one’s children, by hope. But the story
also marks an end that might lead into a diffe-
rent story about new and fruitful beginnings.

WWW: Malenekastalje.blogspot.dk
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MARIE-LOUISE
KRISTENSEN

SAO PAULO ROCKS

MATERIALE: Guld, salv, diamanter, porcelaen,
trae, emalje

MAL:80g

Veerkernes titel siger det hele - for smyk-
kekunstnerens korte, men intense ophold i
S8o0 Paolo fornemmes i smykkernes heftige
0g snapshotagtige billedsprog, der seetter
enareifartogdynamik.

SAO PAULO ROCKS

MATERIALS: Gold, silver, diamonds, porce-
lain, wood, enamel

DIMENSIONS: 60 g

WWW: M-lo.dk

Thetitle saysitall. The jewellery artist’s
brief but intense stay in Sdo Paolo is evi-
dentin the fierce and snapshot-like expres-
sion that is driven by tempo and dynamism.

WWW: M-lo.dk
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JULIE BARTHOLDY

TOOLS
MATERIALE: Lertgj, alkydmaling
MAL:150 x 100 x 50 cm

Mystiske i deres fingerklemmende
udtryk, delikate i deres glinsende over-
flader, leekre i deres farvesammensaet-
ning. Men 0gsa helt igennem meerkelige
vaesener, der befinder sig i mellemrum-
met mellem skulptur og objekt. Keramik
eller kunst. Keramisk kunst?

TOOLS

MATERIALS: Earthenware, alkyd gloss
paint

DIMENSIONS: 150 x 100 x50 cm

Mystical in their finger-squeezing
expression, delicate in their glistening
surfaces, seductive in their colour
scheme. But also thoroughly odd crea-
tures that exist in the space between
sculpture and object. Ceramics or art.
Ceramic art?

WWW: Juliebartholdy.com




JANNE KROGH HANSEN

STRIKKEN
MATERIALE: salv, finsalv, trae
MAL:70x70 cm

14 smykker tematiserer relationer, naervaer
og fraveer. Her fortolker de afkortede strik-
kepinde tid og kontinuitet — og prasstatio-
neniat skabe noget fra bunden og give det
tilandre. Pindene mimer ogsa skrivered-
skaber, som netop fastholder relationeri
skrevne ord.

STITCHED UP
MATERIALE: Silver, fine silver, wood
MAL:70x70¢cm

14 pieces of jewellery that address issues
of relationships, presence and absence.
Here, the shortened knitting needles inter-
pret time and continuity — and the achieve-
ment of creating something from scratch
and giving it to others. The knitting needles
also resemble writing utensils, which serve
to maintain and preserve relationshipsin
written words.

WWW: Goldfingers.dk
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LISE SEIER PETERSEN

UDEN TITEL - TILEGNET HERAKLIT 0G LACAN
MATERIALE: terra cotta, pibeler
MAL:30x30cm

Med en fod i Heraklits fortidige og foranderlige
flod og enivores altid tilgaengelige digitale nutid
reflekterer vaerket over relationen mellem fortid
0g nutid - med den nymoderne QR-kode som
bindeled.

NO TITLE - DEDICATED TO
HERACLITUS AND LACAN
MATERIALS: Terracotta, pipeclay
DIMENSIONS: 30x 30cm

With one foot in Heraclitus’ ancient and ever-
changingriver and one foot in our constantly
accessible digital present, this work reflects
on the relationship between past and present
with the modern QR-code as the link.

WWW: Liseseierpetersen.dk



PERNILLE SNEDKER
HANSEN

MARBELOUS WOOD, REFRACTION
MATERIALE: Marmoreret trae
MAL:3x3m

Et kalejdoskopisk gulv, der kravler op pa vaeg-
gen? Det er en realitet med Refraction, der ind-
farver gulvbrasdder efter gamle bogbindermar-
moreringsmetoder. Refraction er inspireret af
lysets brydning gennem en prisme i bAde form
og farve, hvor gulvet lasgges i knaek, og farverne
vibrerer og sitrer i konstante forlab.

MARBELOUS WOOD, REFRACTION
MATERIALS: Marbled wood
DIMENSIONS:3x3 m

A kaleidoscopic floor that climbs the walls?
Thatis Refraction. The work consists of floor
boards that have been dyed using old mar-
bling techniques from the bookbinding trade.
Refractionisinspired by the refraction of light
through a prism, both in form and colour. The
floor is laid in angular sequences where the
colours vibrate and scintillate

WWW: Snedkerstudio.dk
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MANUEL CANU

PAPLADS #1
MATERIALE: Ler og trae
MAL:5xBx2m

En stedsspecifik og keramisk proces i
rummet, hvor leret tarrer op, spraskker
og afdaskker spor — som et arkitekto-
nisk ornament, der udforsker relationen
mellem design og kulturel identitet i det
samfund, vi alle er en del af og seetter
vores praeg pa.

INPLACE #1
MATERIALS: Clay and wood
DIMENSIONS:5x6x2m

A site-specific and ceramic process in
space, where the clay dries, cracks and
reveals traces of the process - like an
architectural ornament exploring the
relationship between design and cultural
identity in the society that we all belong
to and leave our mark on.

WWW: Manuelcanu.com



Tavse
skrig

Jivan Astfalck

Taclt
Shouting
>

DK // Tavs viden er et begreb, som ofte bruges, nar det er
sveert at finde ord, ndr det, man laver, har kreevet mange ars
gvelse, for det blev lettere, og sammenhangen i ens kreative
praksis blev tydelig. Somme tider harer jeg det anvendt, nar
det at blive bedegmt for disse faerdigheder fgles lidt uforsta-
eligt for en kunsthandvaerker eller kunstner. Kunsthandvaer-
kere, der har brugt &r pa at tilegne sig faerdigheder, viden og
forstdelse af materialer og teknikker, kan tit godt lide begre-
bet; det siger noget om deres vaerkstedsarbejde, kraever ikke
endelgse analyser og er for dem simpelt hen grundlaget for
meningsfuldt skabende arbejde og sestetisk fantasi.

Men tingene er aldrig s enkle, og i en tid, hvor udstillinger er
kurateret, indholdet styret, og publikums adgang stottet gko-
nomisk, mens andre former for stgtte rammes af nedskaerin-
ger, er der et problematisk forhold mellem den tavse ska-
bende virksomhed og de strukturelle rammer, som kraeves

og maske er ngdvendige for akademisk forskning, teoretiske
afhandlinger og journalistisk formidling. De fleste af de krea-
tive udevere, jeg kender, hader at blive mgdt med forventnin-
ger om at forklare andre, hvad der foregar i deres vaerksteder,
deres private og intenst psykologiske rum. Ofte modarbejder
de denne indblanding i deres arbejde, enten ved helt at neegte
at gd ind i kognitive spekulationer eller ved at kaste sig ud i
metafortaellinger, som fortaeller ‘en’ historie om deres arbej-
de. Sdledes ser jeg begrebet tavs viden brugt, sommetider
som forsvar, til at deekke over det, jeg kalder folelsesdelen

af deres designpraksis, mens den anden halvdel — den del,
som er analytisk, baseret pa viden og bevidst engageret i at
udvikle en ny forstdelse — forbliver underudviklet. Teenkning i
forbindelse med kreativ praksis, 0gsa begrebsmaessig taenk-
ning, skal laeres, indaves, ligefrem traenes, far magien opstar,
0g den bliver tavs og brugbar; en form for tasnkning, som er
bevidst om de lagdelte referencesystemer, hvor vi opererer
kunstnerisk, kulturelt og historisk.

POLANYIS DIMENSIONER

Efter min mening lenner det sig altid at ga tilbage til en idés
oprindelse 0g i dette tilfaelde at laese, hvad Michael Polanyi
skriver om tavs viden. Han udviklede en teoretisk ramme,

der var robust og fleksibel nok til at rumme videnskabelig
ikke-empirisk forskning og danne modvaegt til de erkendel-
sesmetoder, der underminerede den enkle sandhed, at vi

ved mere, end vi kan udtrykke, og som desuden inkluderede
psykologiske og ontologiske dimensioner. Dimensioner som,
kunne man haevde i forbindelse med det kreative arbejde
med kunst og kunsthandvaerk, raekker ud over de objektivt
kvantificerbare traek ved en kunstgenstand. Hvad er det, der
ger en smuk genstand smuk og et design intelligent? Hvad er
det, der beriger o0s, ud over den tilfredsstillelse, der kommer af
en forbrugeradfaerd — hvis man overhovedet er s& heldig at
leve i et forbrugersamfund... skal vi gje en ting for at have del
i den og fole os beriget? Skal al kunst ngdvendigvis geres op
i penge eller bedemmes via den politik, der styrer fremvisnin-
gen og udbredelsen af kulturen? Hvad med andre veerdier og
andre gkonomier, som eksisterer sidelgbende, men fungerer

anderledes? Intellektuelle, psykologiske og ofte private til-
gange til kulturproduktion, hgjt agtede af de fleste og mindre
0g mindre understgttet i de fleste hgjtudviklede lande.

Polanyi definerer tavs viden som viden om, hvad der er det
rigtige, i et flow af bevidst og ubevidst erkendelse. Tavs
viden kan opsta ud af intellektuel lidenskab, videnskabelige
visioner, erindringer eller uddannelsesmaessige perspektiver,
gennem visuelle forestillinger, sproglige eller andre symbol-
ske systemer eller udelukkende begrebsmaessigt. Polanyi
haesvder, at denne form for viden pavirkes steerkt af det sprog
0g den begrebsmasssige ramme, som det enkelte menneske
enten er vokset op med eller p4 anden made har valgt at
operere i. 0g som det allervigtigste er tavs viden kendeteg-
net ved, at der ikke synes at vaere noget deduktionssystem
eller nogen kriterier, man kan bruge til at bedemme og opstille
beviser for, hvad der er rigtigt og forkert, og dermed heller
ikke nogen teori eller noget evalueringshierarki. Kunsthand-
vaerk er et interessant omrade i den forbindelse, for hvis man
ikke fulgte etablerede regler og brugte tidligere opnaede
informationer om, hvordan materialer og teknikker virker,
ville der ikke veere noget kunsthandvaerk ... og hvis vi skal tro
Polanyi, ville der ikke veere nogen viden uden sprogligt struk-
turerede begrebsmasssige rammer. | den forstand kan rigtig-
heden af den anvendte viden kun udledes og understottes
pa den logiske fornufts plan, ikke ved at iagttage den tavse
viden i funktion. Denne konstatering indebeaerer ikke blot et
skift mellem to niveauer af viden, men kragver 0gsa, at man
bruger retorik og logik. Derudover forudsaetter det en evne til
at stille dialektiske spgrgsmal, som direkte pavirker, hvordan
man kan arbejde med disse pa forhand etablerede regler i sin
kunsthandvaerkspraksis og efterfalgende udvikle nye tanker
pa grundlag af sin erfaring.

En af mine kinesiske studerende skrev i en rapport: »...0g om
aftenen bruger jeg fornuften,« hvilket umiddelbart er ret mor-
somt, men som 0gsa er en alvorlig pdmindelse om, at nar man
ikke er vant til dialektiske overvejelser over sin egen kreative
praksis, foles fornuftsraesonnementer fremmedartede, som
et arbejde, der skal gares, og noget, der skal laeres, for det
kan blive en samtidig, tavs aktivitet, der understotter en intel-
ligent skabende praksis.

DEN BLINDE PLET

Polanyi naevner psykologien som et godt eksempel pa et fag,
der fremsaetter videnskabelige pastande, men hvis selvre-
flekterende metodologi, der minder om tavs viden, ikke selv
kan skelne mellem sande og falske slutninger og dermed er
blind for det logiske princip. Han skriver, at psykologien trods
denne tilsyneladende mangel er i stand til at kaste lys over de
betingelser, hvorunder forstaelse og brug af korrekte logiske
raesonnementer kan udvikles. Men, sparger han, ville det pa
den anden side ikke forekomme meningslgst at sperge efter
arsagerne til for eksempel et matematisk teorem — eller, vil
jeg gerne tilfgje, et maleri, et smykke eller et digt? Vi kan have
gode grunde til at veere interesserede i den kreative proces,



der forte til opdagelsen af det, og have lyst til at vide mere om,
hvordan udviklings- og problemlgsningsprocessen foregik
(hvis dette fx er eller var en del af en paedagogisk lzeringspro-
ces), men gyldigheden af teoremet eller vaerdien af kunstvaer-
ket kan kun forsvares ved henvisning til dets bevaeggrunde,
ikke ved at henvise til dets arsager.

Jeg beklager, kaere laesere og kunsthandvasrkere (samt mine
studerende), hvis | synes, dette er for tart, men jeg synes
selv, det er overordentlig spaendende ... fordi det for mig er en
meningsfuld made at tale om alle de tusindvis af sma underbe-
vidste elementer pa, som udger en idé, og den nassten fysiske
fornemmelse, jeg somme tider oplever, nar noget lykkes pa
veerkstedet. Polanyis made at forklare viden pa muligger en
sensitiv og fungerende dialog mellem rationelle og intuitive
processer, mellem intellektuelt engagement og sanseoplevel-
se, hvoraf ingen af delene kan udvikles succesfuldt uden den
anden. Hvis og nar veletableret viden af denne slags beriger
den kreative praksis langt ud over resultatets varestatus,
muligger det desuden en indlejring af vaerdier, som strengt
taget ikke er en del af genstanden selv, som f.eks. skenhed,
intelligens, forteelling, etik osv.

SAMMENHZNG OG INTUITION

Med hensyn til kulturel formidling kan dette dog kun fungere,
hvis udgveren — kunstneren — og beskueren deler denne viden.
Forst da kan der ske en formidling af viden ved hjzelp af den til
enhver tid dominerende terminologi. | sit essay Knowing and
Being forklarer Polanyi, at for at et videnskabeligt faellesskab,
ellerivores tilfaelde et faellesskab af anvendt praksis, skal
kunne fungere, ma der findes en stor maengde skjulte, men
alligevel tilgeengelige sandheder, som langt overgar, hvad den
enkelte kan overskue — der ma vaere arbejde for tusinder inden
for et uendeligt antal muligheder. Den enkelte begynder sa
med at opleve en dybere sammenhasng pa et enkelt punkt og
fortsaetter med at fole sig frem til en sddan sammenhasng.

En sddan intuition, som Polanyi kalder det, er ikke en altom-
fattende og umiddelbar viden, som den f.eks. beskrives af
filosoffer som Spinoza og Kant, men en hverdagsagtig evne til
at udfere kvalificerede gaet med en god chance for at geette
rigtigt. Hvad Polanyi ikke naevner i denne forbindelse, er, at
evnen til at omsaette folelser og underbevidste processer til
rationelle processer, hvilket absolut ikke er noget, alle umid-
delbart kan gare, skal vaere velintegreret og optraenet, for den
bliver selvreflekterende og automatisk. Han betragter den
form for forskning som én lang tavs integrationsproces, og det
folger deraf, at individet ma vaere uafhaengigt, fordi kun ens
egen personlige vision kan fare til reelle fremskridt inden for et
hvilket som helst forskningsfelt. Undersggelser kan gennem-
fores som en slags kortlasgning efter en bestemt plan, men
det vil aldrig fare til nye idéer eller nye begreber. Kortlaagninger
er kedelige, fordi de ma gennemferes efter pa forhand fastsat-
te regler, hvorimod videnskab og kunst er og skal vaere spaen-
dende. De bygger pa stort set udefinerbare spor, som kun kan

opfattes, mobiliseres og integreres gennem en lidenskabelig
reaktion pa deres skjulte betydning. Det gaelder ikke kun men-
tale, men 0gsa fysiske aktiviteter. Fornemmelsen af redskabet
i hAndfladen og fingrene er udefinerbar pd samme made som
de muskelbevaegelser, der udger en dygtig fysisk praestation.
Men - og det synes at vaere den afgegrende faktor — selv den
hajeste grad af intuitiv originalitet kan kun lykkes, ved at man i
udstrakt grad statter sig til den hidtil etablerede fortolknings-
maessige ramme, som den opererer inden for.

I TRULY BELIEVE ...

Det er interessant, at Polanyi mener, at visuel sansning har de
samme karakteristiske egenskaber: en koambination af kompe-
tent ggren og viden. Der er 0gsa noget nyt her, nemlig at det at
danne sig et billede af en ydre genstand hovedsageligt foregar
gennem interne handlinger og stimuli. Han skriver:

»En sanset genstand far en konstant starrelse, farve og form;
observationer, der er inkorporeret i en teori, bliver reduceret til
eksempler pa den; de forskellige dele blander deres isolerede
fremtraedener sammen til helhedens fremtraeden. Det er det
feenomenologiske sidestykke til den tavse viden, som fortael-
ler 0s, at vi har en virkelig, sammenhasngende helhed foran os.
P4 samme tid inkorporerer det den tavse videns ontologiske
pastand. Det at have en tavs viden indebaerer altsd en pastand
om, at dens resultat er et aspekt af virkeligheden, som i sig selv
stadig har mulighed for at afslere sin sandhed p& en uudtem-
melig reekke af ukendte og maske endnu utaenkelige mader.«

Det kragver viden at tale om at forstd en genstand eller en
situation eller at beherske en faerdighed, og for at viden og
forstaelse skal kunne fungere, ma enhver undersggelse tage
udgangspunktien sand eller i hvert fald delvist sand opfat-
telse af tingenes natur. En sadan forhandsviden er ngdvendig,
0g enhver opdagelse er kun et skridt hen imod bekraeftelsen af
denne forhandsviden. Polanyi understreger denne tanke ved
at formulere en teori vedrarende det virkelighedsbegreb, som
den tavse viden i sidste ende relaterer sig til. Han skriver:
»Vikan forklare denne evne, vi har til at vide mere, end vi kan
udtrykke, hvis vi tror pd eksistensen af en ydre virkelighed,
som vi kan komme i kontakt med. Det er netop det, jeg gar. Jeg
erkleerer, at jeg tror pa en ydre virkelighed, som jeg er i stand til
gradvis at opna viden om, 0g jeg betragter al sand forstaelse
som en tilkendegivelse af en sddan virkelighed, som, eftersom
den er virkelig, stadig kan afslare sig selv for vores dybere for-
stdelseiform af en uendelig rackke uventede manifestationer
..min henvisning til virkeligheden legitimerer mine anvendelser
af en udefinerbar viden, mens den samtidig holder udavel-
sen af sddanne handlinger inden for rammerne af en rationel
objektivitet.«

Hvad sker der sa, taenker jeg, nar vi ikke alene er iagttagere af
en tavs viden, men udgvere, som bruger netop detien for-
nuftsmaessigt struktureret skabelsesproces, som ellers ville
veere skjult, og skaber kunst, der taler om alt det, som der ikke
erord for? / JINAN ASTFALCK
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UK // Tacit knowledge, a notion often used when words are
difficult to find, when what one does took years to rehearse
and repeat before it became any easier to achieve and
when coherence in one’s creative making practice became
apparent. Sometimes | read or hear it said when being val-
ued for these skills seems a touch elusive to the maker and
the artist. Crafts persons who have spent years in acquiring
skills, knowledge and understanding of materials and tech-
nigues tend to like this notion; it informs their studio prac-
tice, does not need endless analysis and is quite simply for
them the basis of meaningful creative work and aesthetic
imagination.

But things are never that simple and in an age when pres-
entation is curated, content managed and audience access
funded where funds otherwise are being cut, the relation-
ship of tacit creative practice to the structural frameworks
demanded by, and arguably necessary in, academic scholar-
ship, theoretical dissemination and also journalistic audi-
ence communications is problematic. Most of the creative
practitioners | know hate the expectations to exteriorise
what happens in their studios, private and intensely psy-
chological spaces; they tend to counteract the intrusion
into their practice by either refusing cognitive engagements
altogether or engaging in meta-narratives which tell ‘a’
story of their work. And so, maybe sometimes in defence, |
see the notion of tacit knowledge used to screen what | call
the design practice of feeling, where the other half... the part
which is analytical, underpinned by knowledge and con-
sciously engaged with the development of nhew understand-
ing remains underdeveloped. Thinking in creative practice,
conceptual thinking too must be learned, rehearsed, trained
even; a kind of thinking that is aware of the multi-layered
reference systems in which we operate artistically, cultur-
ally and historically before - and this is where the magic
happens - it becomes tacit and useful.

POLANYI’S DIMENSIONS

Itis, to my mind, always rewarding to go back to the roots
of anidea and in this case to read Michael Polanyi on tacit
knowledge. He developed a theoretical framework robust
and flexible enough to account for scientific non-empirical
research and to counteract methods of knowing which
undermined the simple truth that we know more than what
we can say, including psychological and ontological dimen-
sions. Dimensions which, one could argue in our case of
creative studio practice, reach beyond the objectively
guantifiable features of an artistic object. What makes

a beautiful object beautiful and design intelligent? What
enriches us beyond the satisfaction experienced by con-
sumerist behaviour, should we be so privileged as to be able
to participate in consumerist society in the first place... do
we have to own in order to be part and feel enriched? Does
all art have to be measured in money or through the politics
which govern cultural exposure and dissemination? What
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about other values and economies which co-exist but func-
tion differently? Intellectual, psychological and often private
engagements with cultural production highly regarded by
most and less and less supported in most countries of the
developed world.

Polanyi explains tacit knowledge as the operation of the rules
of rightness which takes place within the flow of conscious
and unconscious awareness. Tacit knowledge might arise
from intellectual passion, scientific vision, memories or edu-
cational perspectives, by visual imagination, the aid of verbal
or other symbolic systems, or entirely conceptually. Polanyi
states that this kind of knowledge is profoundly influenced
by language and the conceptual framework that every
person has either been brought up in or otherwise chooses
to operate within. Most importantly, it is also a feature of
tacit knowledge that there doesn’t seem to be a system of
deduction, a framework to validate and establish proof of
right or wrong, and subsequently a theory and a hierarchy of
evaluation. Crafts practice is an interesting area to consider
in this respect because without following established rules
and engaging with pre-established information about how
materials and techniques work, there would be no crafts...
and if we are to believe Polanyi, without engaging in linguisti-
cally structured conceptual frameworks there would be no
knowledge. In this respect, correctness of knowledge applied
can only be deduced and supported on the level of logical
reason, not by observation of tacit knowledge in action. To
state this not only implies a transition between two levels

of knowledge, but also the requirement of the rhetoric of
reason and logic. Subsequently, it requires an aptitude for
dialectic enquiry, which informs directly what | am going to
do with those pre-established rules in my crafts practice and
in turn develop new thoughts shaped by the experience. One
of my Chinese students wrote in a report “and | do reason

in the evening”... which at first is so funny but then a serious
reminder that when one is not used to dialectic enquiry of
one’s own making practice, reasoning feels alien, a task to do
and something that needs learning before it can become a
concurrent tacit activity which underpins intelligent creative
practice.

THE BLIND SPOT

Polanyi uses psychology as a pertinent example of a disci-
pline making scientific claims, whose self-reflective meth-
odology, similar to tacit knowledge, cannot distinguish by
itself between true and false inferences and hence is blind
to the logical principle. He states that despite this apparent
lack, psychology is able to throw light on the conditions under
which the understanding and operation of correct logical
reasoning may develop. But then again, he asks, wouldn’t it
seem meaningless to speak of the causes of, for example

a mathematical theorem or, | would like to add, a painting, a
piece of jewellery or a poem? We may rightly be interested
in the creative process that favoured its discovery and like
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to know more about how the development and problem
solving process was structured (if this is or was part of an
educational learning experience, for example), but the valid-
ity of the theorem or the piece of art can only be justified by
reasons, not accounted for by its cause. My apologies to you,
the reader and maker of crafts (and my students), if you find
this too dry, | on the other hand find this exciting... because
to me this is a meaningful way to speak about those thou-
sands of tiny subconscious elements that make up anidea
and that almost physical sensation | sometimes experience
when something works out right in the studio. Polanyi's way
to explain knowledge allows for a sensitive and workable dia-
logue between rational and intuitive processes, intellectual
engagement and sensual perception, neither of which can
be developed successfully without the other. Furthermore, if
and when well established knowledge of this kind enriches
creative practice well beyond commodity status, it enables
an embedding of values that are not strictly speaking part of
the objectitself like, for example, beauty, intelligence, narra-
tive, ethics and so forth.

COHERENCE AND INTUITION

In terms of cultural dissemination this can only work, though,
if both the practitioner and artist and the audience and
viewer share knowledge of this knowledge... only then, using
currently fashionable terminology, can knowledge transfer
occur. In his essay, Knowing and Being, Polanyi explains that
for a scientific community, or in our case a community of
shared applied practice, to function there must be a great
many hidden and yet accessible truths, far exceeding the
capacity of one person to fathom - there must be work for
thousands within un-quantifiable possibilities. Each person
then starts by sensing a point of deepening coherence and
continues by feeling his/her way towards such coherence.

Such intuition, as Polanyi calls it, is not the supreme immedi-
ate knowledge, described for example by philosophers like
Spinoza and Kant, but a work-a-day skill for informed guess-
ing with a chance of guessing right. What Polanyi does not
mention at this point is that the ability to translate feelings
and subconscious perceptions into rational processes, which
by no means is a prerequisite available to everybody, has to
be well integrated and trained before it becomes self-reflec-
tive activity and of use. He regards research of this kind as
one continued act of tacit integration and it follows that
individual independence must be granted, because only one’s
own personal vision can achieve essential progress in what-
ever area of study. Inquiries can be conducted as surveys
according to plan, but in fact they will never add up to new
ideas or break conceptual ground. Surveying is dull because
its performance is closely prescribed by predetermined rules,
while science and art are and must be exciting. They rely on
largely un-specifiable clues which can be sensed, mobilised
and integrated only by a passionate response to their hidden
meaning. This applies not only to mental activity but also to




physical activity. The actual impact of the tool in our palm
and fingers is un-specifiable in the same sense in which the
muscular acts composing a skilful performance are un-
specifiable. But, and this seems to be the decisive factor of
the problem, even the highest degree of intuitive originality
can only operate successfully by relying to a considerable
extent on the hitherto accepted interpretative framework
in which it exists.

I TRULY BELIEVE ...

Itis interesting to note that Polanyi regards visual percep-
tion as presenting the main characteristics of a combined
skilful doing and knowing. There is also something new
here, namely the fact that a major part of the shaping of

the image of an external object occurs via internal actions
and stimuli. He writes: “A perceived object acquires con-
stant size, colour and shape; observations incorporatedin a
theory are reduced to mere instances of it; the parts merge
their isolated appearance into the appearance of the whole.
This is the phenomenal accompaniment of tacit knowledge,
which tells us that we have a real coherent entity before us.
At the same time it embodies the ontological claim of tacit
knowing. The act of tacit knowing thus implies the claim
thatits resultis an aspect of reality which, as such, may yet
reveal its truth in an inexhaustible range of unknown and
perhaps still unthinkable ways.”

It requires knowledge to speak of understanding an object
or a situation, or of mastering a skill, and for the operation
of knowledge and understanding to succeed it is neces-
sary that any inquiry starts from a true, or at least partly
true, conception of the nature of things. Such foreknowl-
edge is needed and all discovery is but a step towards the
verification of such foreknowledge. Polanyi emphasises

his thought by theorising the notion of reality to which tacit
knowledge ultimately relates. He writes: “We can account
for this capacity of ours to know more than we can tell if
we believe in the presence of an external reality with which
we can establish contact. This | do. | declare myself com-
mitted to the belief in an external reality gradually acces-
sible to knowing, and | regard all true understanding as an
intimation of such a reality which, being real, may yet reveal
itself to our deepened understanding in an indefinite range
of unexpected manifestations .. my reference to reality
legitimates my acts of un-specifiable knowing, even while it
duly keeps the exercise of such acts within the bounds of a
rational objectivity.”

What then, | wonder, happens when we are not only observ-
ers of tacit knowledge but practitioners who put into a
reflectively structured creative making process that which
would otherwise be hidden from view, creating art that
speaks about all that for which there are no words.

/ JIVAN ASTFALCK
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NIKOLINE LIV ANDERSEN

DANSEN MED DET DBVSTUMME GJE
MATERIALE: Sugerar, uld, papmaché, silke, mink,
reev, ged, metalfolie, laeder, akryl
MAL:@.3mH:22m

En tekstil beklzedningsparafrase over de klas-
siske japanske aber, der ikke vil se, ikke vil hare,
med tilhgrende kritiske undertoner iscenesat

i et overdadigt rokokoinspireret formsprog
forteeller historier om magtbalancer, kapitalisme
0g ytringsfrihed.

DANCING WITH THE DEAF-MUTE EYE
MATERIALS: Straws, wool, papier-maché, silk,
mink, fox, goat, metal foil, leather, acrylic
DIMENSIONS: @3 mH:2.2m

A textile clothing paraphrase of the classical
Japanese see-no-evil, hear-no-evil monkeys in
an exuberant rococo-inspired idiom with criti-
cal undertones, relating stories about balances
of power, capitalism and freedom of speech.

WWW: Nikolinelivandersen.dk



MALENE HARTMANN
RASMUSSEN

VERMIS
MATERIALE: Papirtapet
MAL: 74 x 300 cm

Liv og dad er ikke det umiddelbare tema ved
forste gjekast pa dette tapet, der mere mimer
blomstermotiverne fra Arts & Crafts-beveaegel-
sens tapeter. Men ondsindede orme spreder
uhygge som en potent natur, der per natur har til
hensigt at sprede sig og tage over.

VERMIS
MATERIALS: Wallpaper
DIMENSIONS: 74 x 300 cm

The underlying theme of life and death may
not stand out immediately in this wallpaper,
which at first glance is more reminiscent of the
floral motifs of the Arts & Crafts movement.
But wicked worms spread a sinister gloom as
heralds of Nature and its powerful intention of
spreading and taking over — because thatis its
nature.

WWW: Malenehartmannrasmussen.com
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MARIE TORBENSDATTER
HERMANN

UNTITLED #1
MATERIALE: Stentgjsler,garn og tree
MAL: 56 x15 x 93 cm.

En gulv-abstraktion over hverdagslivet som
et fastfrosset ogirrationelt stilleben af de
objekter, viomgiver os med i hverdagen og
maske derfor ikke laengere ser ...

UNTITLED #1
MATERIALS: Stoneware clay, yarn and wood
DIMENSIONS: 56 x15x 93 cm

A floor-based abstraction on everyday life
as afrozen and irrational still life of the
objects we live with all the time and per-
haps nolonger notice....

WWW: Mariehermann.dk



SARAH VEDEL
HURTIGKARL

DINING SHORE
MATERIALE: Porcelan, salv
MAL:13x4x3-8cm

| det kontrastfylde felt mellem natur og
kultur, mellem artusinders evolution og men-
neskeskabte kulturprodukter, mgdes disse
spiseredskaber i krabbeklo og ske —

i porcelaen og salv.

DINING SHORE
MATERIALS: Porcelain, silver
DIMENSIONS: 13 x4 x 3-8 cm

In the contrast-rich field between nature and
culture, between millennia of evolution and
man-made cultural products, these eating
utensils emerge: crab claw and spoon in
porcelain and silver.

WWW: Sarahhurtigkarl.com
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RASMUS B. FEX

JASON
MATERIALE: Asketree, lseder, stengips
MAL: 45 x 45 x 150 cm

Thorvaldsens klassiske skulpturer af de
graeske guder med deres potente og maskuline
kropslighed er tematisk afsaet for dette stykke
konceptuelle mgbelkunsthandvaerk.

JASON

MATERIALS: Ash wood, leather, stone cast
plaster

DIMENSIONS: 45 x 45 x150cm

Thorvaldsen’s classic sculptures of Greek gods
with their potent and masculine bodies form
the thematic point of departure for this hand-
crafted piece of conceptual furniture.

WWW: Bfex.dk
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KARIN HELENE VON SCHANTZ

THINGS AND THOUGHTS
MATERIALE: Blog og mixed media
MAL: a workin progress ...

Videndeling, inspiration og dialog. Denne globale
treenighed af ideologi er afsaettet for dette interaktive
veerk, der vokser under udstillingen. Fri taenkning, med-
skabelse og kommunikation er de baerende elementer i
processen, der tager kunsthandvaerket ud i verden og
pa de sociale medier via dialog pa bloggen
Thingsandthoughts.dk.

THINGS AND THOUGHTS
MATERIALS: Blog and mixed media
DIMENSIONS: a work in progress

Knowledge sharing, inspiration and dialogue. This glo-
bal trinity of ideology is the basis for this interactive
work that grows and develops during the exhibition
period. Freedom of thought, co-creation and commu-
nication are the key elements in a process that brings
craftinto the world and into the arena of social media
via dialogue on the blog Thingsandthoughts.dk.

WWW: Thingsandthoughts.dk
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STINE LINNEMANN

VAVERENS VAERKTOJSKASSE
MATERIALE: Tree og vaevede tekstiler
MAL:50 x150 cm

Vis mig din veerkstejskasse, 0g jeg skal sige dig,
hvem du er. Stine Linnemann viser tekstilpraver
fra sit veerksted i denne kasse — med sikker
farvesans og sirligt veevede strukturer og
teksturer.

THE WEAVER’S TOOLBOX
MATERIALS: Wood and woven textiles
DIMENSIONS: 50 x 150 cm

Show me your toolbox, and | will tell you who
you are. Stine Linnemann presents a toolbox
full of fabric samples from her workshop with
an exquisite grasp of colours and delicately
woven structures and textures.

WWW: Stinelinnemann.tumblr.com
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POUL CHRISTIANSEN

KASTEL

MATERIALE: Dibond alusandwich-plade
0g massivttrae

MAL:110x35x35¢cm

Fold dit eget mgbel — omtrent sddan

var idéen, der via det nye materiale
Dibond nu kan lade sig gare i praksis.
Fraes, klem og tryk, og vupti, en moderne
opbevaringsstation med reminiscenser
af chatollets hemmelige gemmer er en
realitet.

CITADEL

MATERIALS: Dibond aluminium sand-
wich board and solid wood
DIMENSIONS:110x35x35¢cm

Fold your own furniture — that was,
more or less, the idea, which the new

material Dibond has now made feasible.

Cut, squeeze and push, and hey, presto:
amodern storage station with remini-
scences of the traditional bureau with
its hidden compartments.

WWW: Komplot.dk
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VIBEKE RYTTER

STJERNESTOV FRA INDLANDSISEN
MATERIALE: Papir-lertgj med transfermaerker,
mixed media

MAL:50x30x2cm

Arkitektoniske typologier, forskydninger og
landskaber er afsaetidenne serie af keramiske
vaegophaeng. Her har stjernestev lagt sig pa
Indlandsisen og skabt amorfe mgnstre oven i
smeltevandsseerne.

STARDUST FROM THE ICE CAP

MATERIALS: Paper earthenware with transfer
decals, mixed media

DIMENSIONS: 50x30x2cm

Architectural typologies, dislocations and
landscapes form the point of departure for this
series of wall-mounted ceramic displays. Here,
stardust has settled on the ice cap, creating
amorphous patterns in the meltwater lakes.

WWW: ark@vibekerytter.dk
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BIRIGTTE MUNK

ORGANIC CUT UP/DOWN
MATERIALE: Filt
MAL: 250 x 80 cm

Et sanseligt tekstilt veerk, der er laserskaret ud
fra den samme tegning, der som titlen antyder,
vender bade op og ned. P4 trods af det kantede
udtryk fremstar veerket som en organisk og
naesten kropslig helhed.

ORGANIC CUT UP/DOWN
MATERIALS: Felt
DIMENSIONS: 250 x 60 cm

A sensuous textile work created with laser-
cutting based on a drawing that has been
turned both ways. Despite its angular shapes
the work has an organic and almost bodily
expression.

WWW: Muuni.com
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THERESE MURCH-
JORGENSEN

PERFECTLY CHEWED
MATERIALE: Salv, bld maling og forgyldning
MAL:5x1cm

Vikender det allesammen — kruseduller pa et
stykke papir eller en tygget haette fra en kugle-
pen er ofte resultatet af et mindre interessant
mgde. Therese March-Jargensen har taget
kendsgerningen et aestetisk stykke videre.

PERFECTLY CHEWED
MATERIALS: Silver, blue paint and gilt
DIMENSIONS:5x1cm

We’ve all done it - come away from aless than
interesting meeting with doodles on a piece of
paper or a chewed-up cap from a pen. Therese
March-Jargensen has taken these familiar
outcomes one aesthetic step further.

WWW:Theresemorch.com



PETER MOELL DAMMAND

WHITE REPEATED BOMBER #1
MATERIALE: Papir
MAL:56,5x92x6cm

Genkendelige og hverdagslige tematikker som
krig og fred er temaerne i Moell Dammands kon-
ceptuelle og stiliserede aestetik. Virkeligheden
kan veere svaer at begribe — 0og kan man egentlig
se krigen for bare vaben?

WHITE REPEATED BOMBER #1
MATERIALS: Paper
DIMENSIONS: 56.5x92x6 cm

Recognisable and familiar issues such as war
and peace are the themes in Peter Méell Dam-
mand’s conceptual and stylised aesthetics.
Reality can be hard to grasp — and sometimes
we can’'t even see the war for the guns!

WWW: Dammand.dk




ANNE BJORN

LAGPALAG
MATERIALE: Papirgarn, akryl
MAL: 180 x175 cm

Seks lag vaevninger i papirgarn i forskudte lag
udger dette veerk, der seetter spgrgsmalstegn
ved vores sammensatte verden - helt ned

i grundsubstansen, hvor det materielle og
ikke-materialle bringes i dialog — med digitale
undertoner.

LAYER UPON LAYER
MATERIALS: Paper yarn, acrylic
DIMENSIONS: 160 x 175 cm

Six transposed layers of woven paper yarn
weaves form this work, which questions our
complex world right down into the fundamen-
tal substance where the material and the
immaterial engage in dialogue — with digital
undertones.

WWW: Annebjorn.dk
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RIKKE LUNNEMANN

PLACEBO OF HIGH CARAT

MATERIALE: 18 kt guld, sterling salv, oxyderet
salv, pilleglas

MAL: Glas:50x 35 cm // FAr: 7 x 8 x5 mm

Maude i Matador far skyld for meget, men der er
ingen tvivl om, at hun til tider led af det. Indbildt
syge og hypokondri — Rikke Lunnemann stikker
fingerenind, hvor det ger ondt, for at fa os til at
skrue forventningerne ned og veerdsaette de
sma glaeder i hverdagen — uden piller.

PLACEBO OF HIGH CARAT

MATERIALS: 18-carat gold, sterling silver, oxidi-
sed silver, pill bottles

DIMENSIONS: Bottle: 50 x 35¢cm //

Sheep: 7x6 x5 mm

Imagined diseases and hypochondria. Rikke
Lunnemann puts her finger on a sore spot, invi-
ting us to lower our expectations and apprecia-
te the little things in life — without medication.

WWW: Lunnemann.eu



MALENE PEDERSEN

DE ANDRES ERFARING - USELESS OBJECTS
MATERIALE: Fotos af knogler indsyetitang
MAL:61x108 cm

Veerkets titel seetter dagsordenen for dette
veerk, der er 24 billeder af knogler fra dyr indsyet
i tang. Montagen mellem to stykker akryl far
objekterne til at svaeve og sender tankerne i
retning af Peter Pan pa @nskegen.

OTHER PEOPLE’S EXPERIENCE

— USELESS OBJECTS

MATERIALS: Photos of bones sewnupin
seaweed

DIMENSIONS: 61x 108 cm

The title sets the agenda for this work, which
consists of 24 photos of animal bones sewn up
inseaweed. Arranged between two sections
of acrylic, the objects appear to float in space,
sparking notions of Peter Panin Neverland.
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