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1.1. 
Painting is an object. 

1.2. 
Painting is a screen for mental projections. 

1.
Painting is.



2.
Painting is a proposition. 

2.1.
As an object the painting proposes itself as an object in 
the world. 

2.1.1. 
This proposition exists in the continuum of non-figurative 
art, ABC art, Minimal art, Object-art etc.  

2.1.2.
There is nothing inside this object. 

2.1.3.
The object exists within a context of relations to other 
objects, e.g. other works of art, but also doors, windows, 
walls, floors, ceilings, corners, pillars, stairs, etc. 

2.1.4.
The object is an event in an institutional context. 



2.2.
As a screen for mental projections painting proposes  
itself as a statement about a represented world. 

2.2.1.
The proposition is about a specific way of organising space 
in a limited field of possibility. 

2.2.2.
Mental projections can be organised through linear-per-
spective, disjunctive space or layered space.  

2.2.3.
A mental projection is the thoughtful making of space. 

2.2.4.
In the construction of the image the artist needs the  
power of imagination, recollection and association.  

2.
Painting is a proposition. 



3. 
Painting gives itself as a phenomenon to the world.

3.1. 
As an object phenomenon, the question is of the choice of 
the supporting material, what the surface is and which  
materials are used. 

3.1.1.
The object becomes visible within a context, and this con-
text becomes an inseparable part of the object. 

3.1.2.
The object can be critical. 

3.1.3.
The object can be advanced. 

3.1.4. 

The object can be strange. 



3. 
Painting gives itself as a phenomenon to the world.

3.2. 
As a screen for mental projection, the question is of the 
motif, mode of expression and mode of representation with-
in the phenomenon. 

3.2.1. 
What the mind envisions through imagination and invention 
it desires to objectify through the mental projection. The 
attempt to objectify is also a distortion. 

3.2.2.
The act of imagination can be critical. 

3.2.3.
The act of invention can be critical. 

3.2.4. 
The act of distortion can be critical. 



4. 
Painting can be resistant to itself 
and to its logic of presentation. 

4.1. 
If the painting as an object defies the logic of immediate 
recognition it can resist the powers of convention. 

4.1.1.
If the painting defies the imposed institutional limits it 
can be resistant. 

4.1.2.
Such resistance can be an act of questioning and de-au-
thorisation of a given power-system. 



4. 
Painting can be resistant to itself 
and to its logic of presentation. 

4.2.
Through the construction of a parallel world the mental 
screen of projections becomes resistant.

4.2.1.
A parallel world can act as a mirror or critique of the 
common world – or even as an image of utopia. 

4.2.2.
A de-familiarised world in a painting can be uncanny. 



5. 
Painting is produced. 

5.1. 
As an object the painting can be produced in an 
industrial fashion. 

5.1.1.
The artist does not have to touch the object. 

5.1.2.
The artist does not have to feel the object. 

5.1.3.
The production of a painting can be outsourced. 

5.1.4. 
The painting can be multiplied. 

5.1.5. 
The painting can be printed. 



5. 
Painting is produced. 

5.2.
The production of mental projections is not necessarily 
the equivalent of the inner world of the artist. 

5.2.1. 
Mental projections can be produced through the placement 
of the artist’s eye in new perspectives. 

5.2.2.
Mental projections can appear through research, interven-
tion and experimentation. 

5.2.3.
Mental projections can be intelligent. 

5.2.4.
Mental projections can be striking. 

5.2.5. 
Mental projections can haunt the mind as a ghost haunts  
a house. 



6.1.
As a formal proposition the diagram states a relationship 
between objects, surfaces, volumes or imagery. 

6.1.1. 
The diagram can also involve the physical installation and 
the space surrounding the objects. 

6.1.2.
Objects have surfaces with different kinds of intensity 
and temperatures. 

6.1.3.
The non-figurative object can relate to a sign in a repre-
sentational painting. 

6.1.4. 
The sign can be anything insofar as it has significance. 

6.1.5.
A sign could be a form, shape, colour or symbol. 

6.1.6.
Significance is produced through relations of resemblance, 
repetition and difference. 

6.
Painting can be diagrammatical, as in a thinking of 
relations between objects and mental projections. 



6.2. 
Diagrams can appear between representative paintings 
through the display of works in orders of symmetry, grid, 
clustering, distance, dispersion and condensation. 

6.2.1.
Mental projections can receive their meaning in a diagram 
through their narrative, composition and reference.

6.2.2.
Painting can appear with other types of media in order to 
explore the difference in material and mode of production. 

6.2.3.
The explored difference between the objects and the mental 
projections becomes a space of reflective reasoning. 

6.2.4.
A space of reflective reasoning is produced through the 
title of the exhibition or project, the number and qual-
ity of works presented, what they represent through their 
imagery or status as objects, and finally through their in-
dividual titles. 

6.2.5.
A space of reflective reasoning produces distance, but also 
new relations to the world. 

6.2.6. 
The diagram is an attempt to grasp the constitutive forces 
at a given moment of a given topic and thereby becomes its 
own force-field. 

6.
Painting can be diagrammatical, as in a thinking of 
relations between objects and mental projections. 



7.1.
As an object the painting can place itself within a con-
text that is governed by internal and external forces ex-
isting in a social space. 

7.1.1. 
The painting can use the functionality of something else 
to present itself – e.g. billboards, walls or scaffolding. 

7.
Painting can be an intervention. 



7.2.
As a mental projection the representation can animate the 
public space by becoming performative. 

7.2.1.
The mental projection is performative if it proposes  
itself as the realisation of the actual space. 

7.
Painting can be an intervention. 



8.1.
Painting placed in or on a site becomes specific to that 
site as an object placed in physical space. 

8.1.1.
Paint applied directly on the wall, floor, ceiling, door, 
window etc. becomes specific to the site. 

8.
Painting can be site-specific. 



8.2.
As a mental projection the motif can depict the actual 
scenery in which the painting is placed. 

8.2.1.
This depiction of an actual site can be imaginary, uncanny 
or false.  

8.
Painting can be site-specific. 



9.1. 
As an object it distorts by having no specific function 
other than being this object. 

9.1.1. 
When placed as an object the painting distorts the flow of 
reality. 

9.1.2.
This distortion interrupts the convention of perceiving 
reality. 

9.1.3.
A distortion is a crack in our notion of the real, because 
it opens towards a non-real dimension of our perception of 
the world where we might encounter irrational forces. 

9. 
Painting is the distortion of reality. 



9.2.
As a mental projection of the real, the motif will always 
distort the representation of the real. 

9.2.1. 
A painting can be a production of otherness to the viewer, 
but also to the artist. 

9.2.2. 
A painting can be a straying through an infinite nothing-
ness. 

9.2.3. 
A painting can produce effects that change our presence in 
the world and change ourselves. 

9. 
Painting is the distortion of reality. 



10.1. 
As an object the surfaces can preserve various strokes, 
gestures and transparencies.

10.1.1.
The execution points towards an executing body. 

10.1.2.
The executing body is a painting muscle. 

10.1.3.
A painting muscle is the power to produce painting. 

10. 
Painting is executed with a specific speed inherent to the work. 



10.2. 
The surface of a painting becomes the user-surface through 
which the viewer engages with the painting. 

10.2.1.
Various types of mental projections can have different 
speeds in relation to each other in a sequence: slow, fast, 
stop, slow, stop, fast, faster, fastest. 

10.2.2. 
The formal dynamic can be enhanced through the difference 
between the hard lines and the soft lines. 

10.2.3.
Reduction, intensification and necessity produce cartharsis. 

10. 
Painting is executed with a specific speed inherent to the work. 



11.1. 
In painting as object, the object itself becomes matter 
embedded with mind. 

11.1.1.
Painting can be formless or informel. 

11.1.2.
Sometimes a painting must be physical disgusting. 

11.
Painting is the constant collision between mind and matter. 



11.2. 
In painting as a mental projection, the painting becomes 
mind embedded with matter. 

11.2.1.
This matter embedded with mind constitutes the opacity of 
the painting. 

11.2.2.
Painting can be tragic, because a painter’s solitude can 
be monstrous.

11.
Painting is the constant collision between mind and matter. 



12.1.
The form of the painting as object is the grammar of the 
relationships between size, shape, surface, distance, co-
lour, energy, temperature and volume. 

12.1.1. 
A form is an aesthetic strategy to produce the object-
event. 

12.1.2.
An interesting form is delirious. 

12.
Form matters. 



12.2. 
The form of the painting as a mental projection is the  
architecture of the image, keeping the planes and lines  
in order. 

12.2.1.
A form is an aesthetic strategy to produce the image-event.  

12.2.2.
A form makes the viewer oscillate between reality and illu-
sion. 

12.
Form matters. 



13.1. 
An artistic method is a personalised procedure to produce 
a specific paint-event in an object. 

13.1.1.
Within the same artist several methods can co-exist.

13. 
Each painting reveals a method of painting. 



13.2. 
A painter must de-authorise what-ever applied method in 
order to progress. 

13.2.1.
Innovations and experimentations are born out of conflicts 
within the artist and dissatisfaction with existing aes-
thetic regimes. 

13. 
Each painting reveals a method of painting. 



14. 
Painting is absolute visibility. 

14.1. 
As an object the painting can be visible within the  
social. 

14.1.1.
As an object the painting can be integrated into already 
existing contexts. 

14.1.2.
Paint can be applied onto existing objects and spaces. 

14.1.3.
Paint can oscillate between opaque, transparent or dust. 



14. 
Painting is absolute visibility. 

14.2. 
As a mental projection the painting can be what-ever  
visibility. 

14.2.1.
To paint light is to illuminate the world. 

14.2.2.
A painting can become ineffable space. 

14.2.3.
Some artistic oeuvres are like watching a thunderstorm  
approaching on the horizon.



15.1. 
The object is a framed or unlimited surface that gives 
itself as an intensification of colour or the explosion of 
matter.

15.1.2.
This surface can produce the idea of infinity.  

15.
Painting saturates the world. 



15.2. 
The mental projection within the frame saturates the mind 
of the beholder. 

15.2.1.
The mental projection is a Mentalscape. 

15.
Painting saturates the world. 



16.
Painting is enigmatic. 



works



Domino
2010
135x100cm
oil on canvas



Directing the economy
2011
100x130cm
oil on canvas

Driveway
2007

134x184 cm
oil on canvas





the Future as a sphere
2011

153x182 cm
oil on canvas



ghost
2012
55x70cm
oil on canvas



grey sphere
2012

55x70cm
oil on canvas



the garage
2010
103x155 cm
oil on canvas



complex
2012

186x140cm
oil on canvas

pyramiD
2012

55x70cm
oil on canvas





pattern prooF
2012
265x239cm
acrylic on mDF



real house
2009

102x140cm
oil on canvas

that man will be revolutionary who can revolutionize himselF
2011

134x184 cm
oil on canvas







spacey
2008

127x165cm
oil on canvas

escape button
2009
130x100cm
oil on canvas



the institution
2010
130x100cm
oil on canvas



whitewasheD
2011

150x100cm
oil on canvas



proJects anD installations



here is the Future
2011
270x520cm
acrylic on billboard

  sitespecific painting in front of the exhibition space røn-
nesbækholm (Dk) announcing house to be buildt. made 
in collaboration with local contractor peter Jakobsen. 





black clouD machine
2010
280x965cm
acrylic on wall, oil on canvas.

  the installation was conceived for the group-show paint-
erly Delight (silkeborg bad, 2010 and ystad art museum, 
2011) as a response to the growing social unrest in the 
aftermath of the financial crisis beginning with the col-
lapse of lehman brothers in new york, september 2008.  





our new latin Quarters
2011
244x122x732cm
oil on canvas., sound-loop, mDF. 

  the idea behind this project was to explicate the economic 
forces surrounding the exhibition-space kunsthallen 
brandts that presented the prize-show enter ii in which 
i participated. my black-box contained a recording from 
the local shopping arcade which presented itself as a latin 
quarter in order to attract the segment of the creative 
class. around the box there was paintings pointing 
towards different elements from this relation between the 
cultural institution and the ongoing process of gentrifica-
tion in the city of odense. 





the ramp
2007
244x244x520cm
oil on canvas., video-loop, mDF. 

  i buildt the ramp in my studio-space at the academy in 
copenhagen. the idea was to construct an immersive 
space for experiencing painting together with the video-
screen. 





out oF weDDing
2009
230x910cm
oil on canvas., inkjet-jet, pencil drawing, video-loop. 

  in this installation i wanted to explore the relations 
between the inside and outside of the wall, between the 
painted space and painting as pure object. through the 
black square that from a distance looked like a black 
painting the viewer could climb to the back and watch a 
small video-loop. 
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