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DEN SIDSTE Bl

Bien
Luften
Vandet
Jorden
har vi faet gratis.

Uden disse 4 og meget mere var vi her ikke.

| vores materialistiske skonomi, som dominerer alt,
taelles kun det hvorpa der kan tjenes penge.
Bien
Luften
Vandet
Jorden
har vi faet gratis.

Det har i markedet ingen nominel veerdi.
Det mest veerdifulde i livet er vaerdilest pa markedet.

Vores moderne samfund bygger pa: Kemikalier,
sprejtegifte, kunstgedning, kul, olie, biler og ufattelige
maengder af kad. Det giver vaekst og profit.

Det har veerdi.

De gaver vi har faet, seetter vi ikke pris pa.
Mens det der nu systematisk nedbryder
vores livsgrundlag lovprises.

Verden gar ikke under, som Sgren Kierkegaard
forudsagde, i et stort grin.

Men som Albert Einstein forudsagde,
der vi med den sidste bi.

Den sterste tragedie er dog — man kan ikke
savne hvad man ikke har kendt.

THE LAST BEE

The bee
The air
The water
The earth
we got for free.

Without those 4 and much more we were not here.

In our economic system, in which materialistic values dominate
everything, it is all about the money and the amount you earn.

The bee
The air
The water
The earth
we got for free.

It has no nominal value on the market.
The most valuable in life is worthless in the economic system.

Our modern society and lifestyle dependent on the
use of: Chemicals, pesticides, fertilisers, coal, oil, cars,
unimaginable amounts of meat. This increases profits.

It has value.

We do not appreciate the gifts, we have received. Whereas the
things that systematically breaks down our lifeblood get praised.

The world is not going to end, as Seren
Kierkegaard predicted with a huge smile.

But as Albert Einstein predicted, »If the bee
disappeared off the surface of the globe then man
would only have four years of life left.«

However, the greatest tragedy is — you can't
miss what you have not known.







Jeg bygger en mur af jord. »Af jord
er du kommet, til jord skal du blive«
De to huse, Kunsthal 44Mwoen, Mon

04.06. - 17.09.2017

Min ferste mur var ‘Menneskemuren' i 1982, oprindelig til en
nordisk udstilling pa The Solomon R. Guggenheim Museum i
New York. Det var en optimistisk global mur med repraesen-
tanter fra hele verdens kulturer og en karikeret kapitalist abe
pa toppen.

7 ar senere faldt Berlinmuren, verden var aben, men jeg kun-
ne ikke deltage i den hybris. Verden spildte 90'erne pa tabeligt
misbrug af muligheder og med 9/11 og Irakkrigen, reg det hele
pa gulvet. Nu bygges der atter mure i Israel, i Europa og maske
Trumps mur mod Mexico. Da Henning i 2001 udstillede fluxus
klaveret, '‘Beuys Pit 75 VALHALLA' - pa Venedig Biennalen
skrev han pa veeggen: System of Freedom: »those who build a
wall around their own spirituality — risk to lose — it«.

‘La Maison Imaginiare' er ren materiale — et taktilt udtryk, ud
fra den forstaelse at ethvert materiale giver bade en vej til den
tangentielle og den fysiske materie, og form som er levende og
pavirker os fysisk og dermed som konstanteret mentalt. Nar vi
bevager os gennem et byrum, jo mere ensartet og homogent
arkitekturen udformes og udferes, i jo hgjere grad begraenses
vores mentale tilstand. Jo mere forudsigelig og monoton brug
af materialer, desto mindre kan vi tolke os selv ind i byen.



Arkitektura Natura 2017, 200 x 1000 x 50 cm




I build a wall of land. »From earth you
have come, to earth you will stay«.
The Two Houses, Kunsthal 44Maen, Man

04.06. - 17.09.2017

My first wall was 'The Human Wall' in 1982. Originally built for a Nordic exhibition at
The Solomon R. Guggenheim Museum in New York. It was an optimistic global wall
with representatives of cultures around the world and a caricatured capitalist monkey
on the top. Seven years later, when the Berlin Wall fell, and the world opened. How-
ever, | could not engage with the hubris. The world wasted the 90's on foolish abuse of
opportunities and with the 9/11 and the Iraq War, everything fell to the ground. Now
walls are being built in Israel, Europe, and perhaps Trump's wall between the US and
Mexico. When Henning Christiansen exhibited the Fluxus piano ‘Beuys Pit Valhalla',
1996, at the 2001 Venice Biennale, he commented on the notion of the wall, »System
of Freedom: those who build a wall around their own spirituality — risk to lose — it«.

"The House of Imagination" is pure material — a tactile expression, on the under-
standing that any material gives both a way to tangential and physical matter, and
shape that is alive and affects us physically and thus, as found mentally. The more
homogeneous architecture is designed and performed, to a large extend, the more
limited our mental state becomes. The more predictable and monotonous the use of
materials are, the less we can interpret ourselves into the city.

La Maison Imaginiare /
The House of Imagination
2017 (2™ edition), destrueret

Stakkels bamse /
Poor Teddy Bear
2016




Saesonabning den 3. juni 2017. Abningstale ved Kunsthal 44Maens kunstneriske leder René Block
Seasonal opening on the 3 of June 2017. Opening speech by the Kunsthal's artistic director, René Block

| samtale med billedkunstner Martin Erik Andersen pa marken
mellem 'Arkitektura Natura' og Michael Sailstorfers 'Brenner’
Artist talk with the visual artist Martin Erik Andersen on the field
between ‘Arkitektura Natura' and Michael Sailstorfer's 'Brenner’

Michael Sailstorfer, installation view

Nedrivning af 'La Maison Imaginaire' ‘The House of Imagination’ gets demolished

B NV

‘Henning Christiansen: Beuys Pit 75 Valhalla', 1996 ‘Gute Heute, Leute', video documentation, 2006
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Stevens Vaughn, Sigurdur Gudmundsson og Bjern Nergaard
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Ars — Scientia - lustitia
Bjorn Norgaard / Stevens Vaughn, Nothing Gallery, Xiamen, China
09.04. - 08.05.2017



Scientia / Science 250x74x65cm
lustitia / Justice 200x70x55cm
Installationsbilleder / Installation views

Ars / Art 300x74x55cm




Ars — Scientia — lustitia / Art — Science - Justice 2017
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Fusion — The International Exhibition of Contemporary Ceramic Art
AMNUA, Nanjing, China, 15.04. - 23.04.2017

Femkantede krystaller /
Pentagonal crystals 2017
Gren / Green 38x22x21cm

Violet / Violet 23 x23 x23 cm

Lyse bld / Light blue 21 x30x24 cm

Gul / Yellow 22 x 23 x 25 cm

Mearke bl / Dark blue 26 x 24 x 24 cm
Pink / Pink 31x22x19cm

Mellembla / Middle blue 19 x27 x 26 cm
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I perceive piece by piece
Wall opening at Ikast-Brande Gymnasium, 18.05.2017

In connection with the construction of the stainless steel interi-
or space for the chapel ‘Tear this Temple down' at Ikast Church,
it was necessary to produce matrices from parts of the motifs
in cast iron.

They look like individual relief pieces, casted from my origi-
nal model, and are approx. 150 larger or smaller works of art.
Together they appear as fragments of a whole at the chapel of
Ikast Church.

To bring them together to create a wall would therefore
both be to tell this story, and at the same time to present them
as an independent work where figures, portraits and other
elements are being perceived as independent artistic expres-
sions. The relief wall makes a frieze, ie. a serie of images that
tell a story.

12

It is a story of how we experience life on a daily basis —
piece by piece. We go shopping, we go to school, we bike,
we come home, etc. But sometimes it is important that we sit
down and see our lives in a greater perspective. As Paulus
says in 1 Corinthians 13:9-13 »For we know in part, and we
prophesy in part.«

As an image we experience the relief wall in pieces, while
we in the chapel recognize the whole. The wall is divided
into 6 parts in two colors to create a visual rhythm — »chap-
ters« in the frieze. The relief wall is situated between north
and south in the longitudinal direction and faces the east with
the morning sun when the students arrive. In the afternoon
the students can enjoy the afternoon sun on the bench fac-
ing west.

It would be nice if the reliefs become part of the art in Ikast.
They actually belong here.

The wall is 2 meters high and 15 meters long.

Nu erkender jeg stykkevis
Indvielse af murprojekt til Ikast-Brande Gymnasium, 18.05.2017

| forbindelse med udferelsen af det indre rum i rustfrit stal til
kapellet 'Riv dette Tempel ned' ved lkast kirke, viste det sig
nedvendigt grundet reliefformens kompleksitet, at fremstille
matricer af en del af motiverne i stabejern.

Det vil sige, at de fremstar som selvsteendige reliefstum-
per, stebt ud fra min originale modellering, og som sadan ca.
150 sterre eller mindre kunstvaerker. Samlet fremstar de som
fragmenter af en helhed, helheden ses ved kapellet ved lkast
Kirke.

At samle dem i et mur-forlab, ville derfor bade vare at for-
teelle denne historie og samtidig vil det fremsta som et selv-
staendigt vaerk, hvor figurer, portraetter og andre elementer
opleves som selvsteendige kunstneriske udtryk. Murforlgbet
danner da en frise, dvs. et billedforleb der fortaeller en historie.

Det er en historie om, hvorledes vi i dagligdagen oplever
livet stykkevis, vi handler ind, vi er i skole, vi cykler, vi kom-
mer hjem osv., men af og til er det vigtigt, at vi satter os ned
og ser vores liv i en stgrre sammenhang. Som Paulus siger
det i forste korintherbrev kapitel 13 vers 9-13 »Her om hele
livets gade«.

Billedmaessigt oplever vi i muren relieffet i stykkevis, mens
i kapellet erkender hele sammenhangen. | principskitsen er
muren delt i 6 felter i to farver, for at skabe et visuelt rytmisk
forleb »kapitler« i billedfortzllingen. Muren star nord-syd i
leengderetningen, reliefsiden mod @st, morgen sol nar de med-
er i skole, vest siden med banke, sa eleverne kan nyde efter-
middagssolen.

Det kunne vere fint om reliefferne (stebejernsmatricerne)
pa denne made kunne blive en del af kunsten i Ikast, her herer
de faktisk hjemme.

Muren er 2 meter hgj og 15 meter lang.
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En hyldest til Traekfuglene
‘En vidunderlig verden’, Johannes Larsen Museet
02.12.2017 - 04.02.2018

12017 fejrede Johannes Larsen Museet 150-aret for den dan-
ske kunstner Johannes Larsens fedsel. | den anledning blev
jeg inviteret til at deltage i hyldestudstillingen 'En vidunderlig
verden'.

Min far havde en stor bogsamling, jeg tidligt fra barn af gik
pa tur i. En af de beger der gjorde et stort indtryk var ‘Traek-
fuglene' af forfatter Steen Steensen Blicher med trasnit af
Johannes Larsen.

Jeg er ikke litterat men billedhugger, sa jeg er pa tynd is,
digtene oplever jeg ikke som national romantik egentlig, men
oplysningstidens universelle romantik, natur er besjalet, sa
menneskets sjelelige beveaegelser kan laeses ind i naturen
og hans syntaktiske beskrivelse af verden som overgang til
noget andet nzsten religiest, prerafaelistisk i sine billeddan-
nelser.

Man bliver fedt for at de, maske er mysteriet ikke for eller
efter, men selve det at vi er her.

Hannah Arendt skriver, at det smukkeste i '‘Det Ny Testa-
mente' er ordene »et barn er fedt« noget unikt er kommet
ind i verden og konsekvenserne af dette unikke menneskets
handlinger er uoverskuelige, da ingen kender fremtiden,
derfor gar bade Karl Marxs socialisme og Adam Smiths libe-
ralisme ud pa at forudse og dermed kontrollere individets
handlinger, udfra rent nytte begrundede argumenter, verden
bliver tingsliggjort.

Dette at vi er fadt med muligheden for at handle, men at
vores handlinger konsekvens er ukendte, kan opleves som en
determinisme der enten overvindes i hybris eller i det tragiske.
Hos Blicher er »Weltschmerz« ikke som den enkeltes tragiske
skaebne, men som et grundvilkar.

Det vidunderlige sammenspil mellem Steen Steensen
Blicher besjalede natur poesi og Johannes Larsens »naturrea-
lisme«, hvor naturen ses som en »vardi« i sig selv, en moder-
ne naesten videnskabelig forstaelse for naturen, som et selv-
steendigt faanomen uafhangigt af menneskets kvababelser,
hvor han nasten som videnskabsmanden med sit mikroskop,
overferer natur iagttagelser til stokkens fysiske muligheder
og den grafiske abstraktion. Denne realistiske iagttagelse af
naturen, fuglene, viser en respekt, fascination og betagelse
af det iagttagede, »objektet« bliver en passion, en liden-
skab hvor S.S. Blichers romantiske symbolisme og Johannes
Larsens realistiske fascination, for mig i hvert tilfelde, bliver
et dybt betagende sammenspil, som har fulgt mig siden det
store barn medte det.

At denne Larsen sa i 1960 var formand for ‘Naturfonden for
Danmarks naturvardier' og den nuvaerende Larsen som mi-
nister for Danmarks naturveerdier, ser disse som et middel til
vaekst uden egenveerdi, men kastet for svin og havbrug, kalder
pa eftertanke og understreger, at uden man lytter til De skenne
Kunster, gar det galt.
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Laerken / The Lark Hornuglen / The Owl Viben / Lapwing Steeren / Starling

Droslen / The True Thrush Skovduen / The Common Wood Pigeon Falken / The Falcon Gardesmutten (Thomas i Gjeerdet)

Muusvaagen / The Common Buzzard Svalen / The Swallow Vagtlen / The Common Quail Ternen / The Tern



Rerdrummen / The Eurasian Bittern

Gjogen / The Common Cuckoo

Bruushanen / Danis Bruushane

Lyngspurven / The Sparrow

AR
T

Silkehalen / The Bohemian Waxwing

Rylen / Dunlin

Solsorten / The Common Blackbird

Horsegommen / Snipe

Nattergalen / The Thrush Nightingale

Svanen / The Swan

A tribute to the Migratory birds

The Johannes Larsen Museum in Kerteminde reveals the joy
of the Danish artist Johannes Larsen's world on the occasion
of the 150" anniversary of the artist's birth. On that occa-
sion, | was invited to take part in the exhibition ‘A Wonderful
World'".

My father had a huge book collection that | from an early
age started to read. One of the books that made a big impres-
sion was 'the Migratory birds' by the Danish author and lyric
Steen Steensen Blicher that included woodcuts by Johannes
Larsen.

| am not a writer, but a sculptor so | am on thin ice and | do
not see the poems as national romance as such, but that the
universal romance of Enlightenment is that of nature has a spirit
and the movement of the human soul can be read into nature
and Blicher's description of the world as a place of transit to
almost religious or pre-Pre-Raphaelite imagery.

You are born to die. Maybe the mystery is not before or after,
but the fact that you are here.

Hannah Arendt writes that the most beautiful thing written in
the The New Testament is the sentence »a child is born«. Some-
thing unique has entered the world, and the consequences of
how this unique human being is going to act is unpredictable,
since no one knows what the future holds. Therefore, both Karl
Marx's theory of Socialism and Adam Smith's theory of Liberal-
ism is about foreseeing the actions of the individual, based on
well-reasoned arguments. The world is being clarified as a way
of objectifying the world.

The fact that we were born with opportunities to act, but
always in a constant movement into the unknown, can be
perceived as determinism that either overcome in hubris or
in tragedy. For Blicher »Weltschmerz« (a feeling of melan-
choly) is not a tragedy of an individual, but a fundamental
condition.

The wonderful interaction between Steen Steensen Blicher's
poems about nature and Johannes Larsen's »natural realismx,
transmits nature and observations to the physical possibilities of
the wood and the graphical abstraction. Larsen saw nature as a
»value« in itself and as a scientist with his microscope he would
transform his observation as independent phenomenons to
physical possibilities and the graphic abstractions. This way of
observing nature in a realistic way. The birds shows a respect,
fascination and perception of the observed. »The object« be-
comes a passion, an enthusiasm between Blicher's romantic
symbolism and Johannes Larsen's realistic view. This combina-
tion has inspired me since | was a child, and it continues ...

It is striking to think back that this Larsen was in the 1960's
the chairman of the ‘Nature Foundation for Denmark's Natural
Values' when the current Minister for Environment and Food
of Denmark, another Larsen, Esben Lunde Larsen looks at our
nature as a resource for growth, explorting livestock and aqua-
culture without giving reflection. It points out that if we neglect
the voice of the Arts, it will fail.
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Tan Pings abningstale
Horsens Kunstmuseum, 09.09.2017

Kare geester, mine damer og herrer,

Ferst vil jeg gerne takke lederen af Horsens Kunstmuseum
Claus Hagedorn-Olsen og museumsinspekter Julie Horne
Meller for deres arbejde med udstillingen. Det er pa grund af
deres indsats, at jeg har haft mulighed for at sta her og mede jer
i dag. Jeg vil ogsa gerne tak- ke hele holdet fra museet for deres
store arbejdsindsats. Tusind tak. Desuden vil jeg sige tak til Hr.
Nergaard. Han har vaeret min ven i mange ar. Vi har samarbej-
det mange gange pa kunst- og kunstundervisningsomradet.
Undervejs er vores venskab blevet staerkere og staerkere. Ud
fra vores udstilling i dag kan | se, at vi pa mange mader er tet
knyttet i vores kunst.

Vores forskelle er tydelige. Hans arbejde fokuserer pa det
tredimensionelle, hvor skulpturer udger en stor del, mens jeg
selv beskaftiger mig med det todimensionelle som malerier.
Hans vaerker er konkrete og fortaller historier, mens mine er
abstrakte og uden for tid. Han er en vestlig kunstner, mens jeg
kommer fra @sten. Men han kan godt lide at drikke te, og jeg
foretraekker kaffe.

Ved en udstilling med to forskellige kunstnere, indser vi ogsa
forskellen mellem de to kulturer, mellem kunst og kunstens veer-
dier og de bagvedliggende kulturelle forskelligheder. Men jeg
synes, det er vigtigere at se pa de ting, vi har til feelles. Vi har
begge to erfaring med at studere og arbejde i andre lande. Hvad
vigtigere er, i disse tider, ser vi begge hele verdens kultur som
naering for vores kunstvaerker. Det er de samme af verdens ud-
fordringer, som vi drages af og gerne vil fordybe os i med vores
kunst. Jeg vil gerne takke ham for at bygge sadan en bro mellem
0s, sa vi kan have en rigtig dialog pa et kunstnerisk grundlag.

I lang tid har jeg nu veeret kunstner og samtidig administreret
en kunstskole. Jeg kalder mig altid en »amaterkunstner«, fordi
jeg har meget arbejde pa skolen og ved siden af skal finde tid til
min egen kunst. Kunsten udger et szrligt sted i mit hjerte, hvor
jeg kan slappe af. Tiden jeg bruger i mit studio er den tid, hvor
jeg er mest glad.

Nar jeg kigger pa alle mine nye laerreder, er min forste op-
gave at veelge ét ud og grunde det. Det tager cirka 10 minut-
ter at gore et 2 x 3 meter leerred klar, hvilket ogsa feles som et
hardt arbejde, og jeg feler mig ikke som kunstner, men som en
almindelig maler. De 10 minutter jeg bruger pa at grunde laer-
redet kan hjaelpe mig med at temme mit hoved for tanker — det
er ellers altid fyldt med masser af skolerelateret arbejde, som
gor mit hoved langsomt. Derudover hjalper de 10 minutter
mig til at glemme erfaringer fra fortiden, og de lader mig leegge
min opmaerksomhed i selve processen i hgjere grad end pa det
feerdige resultat. Nar jeg gang pa gang daekker mine malerier,
er det fordi mine vaerker hele tiden befinder sig et sted i mel-
lem at vaere ikke-feerdige og pa ny veere pabegyndte. Uanset
hvor perfekt billedet ser ud, er der mulighed for at daekke det
til igen. Jo mere perfekt billedet er, desto mere betydningsfuld
bliver daekningen af det ogsa. Imellem mine »daekninger« ma-
ler jeg linjer med en pensel. Linjerne efterlader karakteristiske

aftryk pa laerredet og ligeledes aftryk i mit hjerte og saetter mine
folelser fri.

For mig er »at daekke« en omvzltning af de almindelige vi-
sioner og ideer, en omveeltning mellem de karakteristiske linjer
og den ensartede daekning. Det vaekker mig fra min tiltagende
felelsesleshed og lader min sjel blive genfadt pa ny.

Sidste ar udstillede jeg projektet »Hvide veegge« pa Shanghai
Kunst- museum. Jeg samarbejdede med Casterly fra Schweiz i
fem dage. Vi skabte veaerker pa en 1600 m? blank vaeg pa museet.
Det blev som et enormt lzerred. Vi fyldte vaeggen med vores ma-
lerier. Det vigtigste var, at jeg efter abningen af udstillingen lidt
efter lidt daekkede alle linjer og aftryk med hvid maling.

Mine malerier er ikke kun en proces af at fylde lzerredet, men
at slette, at samle energi ved at deekke lag efter lag. Selvom linjer-
ne bliver daekket, eksisterer de stadig pa materialeniveau under
de mange lag. Ligesom menneskets historie, pa trods af utallige
naturkatastrofer og menneskeskabte gdelaeggelser kan vi stadig
se og fele historiens aftryk og kulturens andedraet. »At daekke« er
som en overlejring af tiden skaret i skiver. Vaeggen i museet blev
efterhanden malet hvid igen, og det gik pludselig op for mig, at
rummet sa meget sterre ud end den ferste gang, jeg opholdte
mig der. Det gav mig en steerk vilje til at male det hvide rumigen,
som en scene der indeholder s mange historier.

De vaerker, | ser i dag, er ikke »fra hvid til hvid«, men fra mit
projekt »fra farve til sort«, som jeg har arbejdet pa siden 2015. |
de sidste to ar er der sket meget. Praesidentvalget i USA, Brexit,
Flygtningkrisen i Europa samt mange slags terrorangreb. | 2017
vil man bygge en mur mellem to lande, kinesisk og indisk mili-
teer slas pa den kinesisk-indiske graense, smog i Kina. Det hele
er dramatisk og fyldt med usikkerheder.

Nar man som selvsteendig kunstner star ansigt til ansigt med
alle den slags faanomer, er den eneste made at »daekke« dem til
med »tiden«, med sort farve, lag efter lag, fra skinnende til mat.
Det giver et kort pusterum fra den kvaelende verden. Den sorte
farve er, foruden at vaere en vaeg du kan betragte og teenke ind-
ad, ogsa som et ufatteligt dybt hul, hvor du ikke kan felge din
egen vilje. Men det sorte ligner mere et spejl. Kig pa dig selv.
Hvem er du i den her verden? Hvordan skal du eksistere her?

Efter jeg ankom og besagte Horsens Kunstmuseum, malede
jegilgbet af to dage et nyt maleri i gangen derude. Jeg vil navn-
give det »Eventyr«. Bade gangen og maleriet ligner en bro mel-
lem jeg og Bjern, mellem danske og kinesiske kunstnere. Tak.

Tan Ping's opening speech
Horsens Art Museum, 09.09.2017

Dear guests, ladies and gentlemen,

First of all, | would like to thank Claus Hagedorn-Olsen, the
director of Horsens Art Museum and Julie Horne Maller,
the curator for their work with the exhibition. Their hard
work to implement this exhibition is the main reason | am
able to be standing in front of you today. | would also like
to thank the entire team from the museum for their great
work. Thank you very much! In addition, | would like to
thank Mr. Nergaard. He has been my friend for many years
now. We have collaborated many times and | have invited
him to hold lectures at the Academy several times now.
Through out the years our friendship has grown stronger
and stronger. The exhibition that we are about to open here
at Horsens Kunstmuseum shows how closely connected we
are through art.

Our differences are obvious. His work focuses on the
three-dimensional aspect with sculptures as one of his main
mediums. | like to focus on the two-dimensional - like paint-
ings. His work is straight forward and he like to tell stories.
My work is more abstract and out of time. He is a Western
artist while | come from the East. But he likes to drink tea, and
| prefer coffee.

At an exhibition with two different artists, we realise the
differences between the two cultures, between art, art values
and the underlying cultural differences. But | actually think it
is more important to look at the things we have in common.
We both have the experience to work with our materials in
different countries. Ans what is more important is the way
that we approach art — we both see the world's culture as in-
spiration for our artworks. We are drawn to the same type of
challenges that the world is facing and we want to address
these issues through our works. | would like to thank him for
making this bridge between us, that creates a real artistic fun-
dation for our dialogues.

| have been an artist for a long time now and at the same
time | have been involved in administering an art academy. | call
myself an amateur artist, since | have to make time to make my
own art next to my work at the academy. Art means a lot to me
and it makes me relaxed. | am most happy in the studio.

When | look at all my new canvases, | have to select one
that | want to make my painting one. It takes about 10 min-
utes to prepare a 2 x 3 meter canvas, which is a hard job and
| always feel more like a regular painter than an artist when
I do it. The 10 minutes | spend on preparing the canvas |
use to clear my mind - it is always filled with school-related
work, which makes everything go a bit slow. In addition, the
10 minutes help me to forget about my past experiences, and
makes me focus on the process itself rather than the finished
result. When | repeatedly paint over my old paintings, it is
because my works are somewhere between being unfinished
and starting all over again. No matter how beautiful the paint-
ing is, there is always a possibility to cover it again. The more

beautiful a painting is, it becomes the more interesting for me
to paint a new layer on top. In between the different layers of
paint | make lines with a brush. The lines leave a characteristic
print on the canvas and and also in my heart. My emotions
get released.

When | »cover« the traditional visions and ideas, | want to
make this overheating between the characteristic lines and the
monotone surface. This brings me a numbness and my soul is
reborn again.

Last year | exhibited the »White Walls« project at the
Shanghai Art Museum. | collaborated with Casterly from
Switzerland for five days. We created works on a 1600 m* blank
wall at the museum. It was like painting on a huge canvas. We
filled the wall with our paintings. After the opening the most
important thing for me was to cover all the lines and prints with
white paint.

My paintings are not just a process of covering the entire
canvas with paint, but it is also about deleting and gaining en-
ergy by covering one layer after another. Even though the lines
are covered, they still exist. Despite numerous natural disasters
and man-made destructions, we can still see and feel the im-
pressions from the history of the human being and culture as
away of life.

»To cover« s like an overlay of time cut into slices. The walls
at the museum were gradually painted white again, and to me it
seems like the space was bigger than the first time | saw it and
made the first painting. This gave me a strong desire to paint
the white room again, just like a scene that holds on to so many
stories.

The works, that you are going to see today, are not »from
white to white«, but from my project »from color to black, that
| have been working on since 2015. Over the last two years
a lot of things has happened. The election in the US, Brexit,
the European refugee crisis and all the different types of ter-
ror attacks. In 2017 they wanted to build a wall between two
countries, the Chinese and Indian military are fighting against
each other on the boarder between the China and India, smog
in China. Everything is dramatic and no one knows what is go-
ing to happened.

When you are faced with all these phenomenons as an
independent artist, the only way to cover them over time is
by using a black color, layer by layer, from shiny to mattes. It
gives a short break from this growing number of suffocating
dead zones across the world. Besides being a black color it
also offers a space for reflection, like an incredibly deep hole
where you can not follow your own will. But the black color
looks more like a mirror. Take a look at yourself. Who are you
in this World ? How do you want to exist here? How do you
want your life to be?

When | arrived and came inside Horsens Art Museum, |
started to paint on the wall outside in the hallway. In two days |
have made a new painting for the wall. The title of the work is
‘The Adventure'. The hallway and the painting make a bridge
between me and Bjern, a bridge for the exchange between
Danish and Chinese artists. Thank you.
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Konsekvensen af et menneskes
handlinger er uforudsigelige

Vi er pa den ene side en del af en global realitet domineret af
nye digitale teknologier, en neoliberalistisk markedsgkonomi
og en bevagelse og transport af mennesker som aldrig fer i
historien.

Samtidigt lever vi i mangfoldige lokale og regionale sprog,
kulturelle traditioner og politiske virkeligheder, som giver os
forskellige udgangspunkter for at medes i de falles globale
realiteter.

Kort sagt er der dem, der rejser fordi de kan og har lyst og
dem, der rejser af ned og tvang. | disse mange mellemrum; ost-
vest, nord-syd, menneske-marked, ude-hjemme, sanseappara-
tet-astrofysikken osv. er mennesket og kunsten.

Kina er ikke et land, en nation i europzeisk forstand, Kina er
en civilisation ikke ulig det russiske eller europaeiske univers,
altsa en geofysisk ramme om et skaebnefellesskab med en raek-
ke felles identifikationspunkter som sprog, religion og kultur,
der i forskellig grad deler historie. Fra tidligste tid er det isaer
skrifttegnene, der har udgjort kittet i den kinesiske civilisation.

Den europziske og kinesiske udvikling har haft meget for-
skellige traditioner og filosofiske systemer som deres udgangs-
punkt, og selvom der i Kina helt tilbage i 1920-30 har veeret mo-
dernistiske »lommerc, er det dominerende stadig en artusinde
ar lang historie afbrudt af ca. 100 ars fremmed herredemme fra
1800-tallet frem til republikken i 1949, da blev kineserne medt
af det »moderne« pa den harde made. | en forenklet sort-hvid
optik er Kina en undertrykkende magt, der stort set kun levner
plads til een rigtig kunstner, som sa oven i kebet er landets dis-
sident par excellence.

Hvis vi ensker dialog med Kina — hvad enten det som her
er kunstnere eller andre — er det nedvendigt at vi gar til sam-
talen med respekt og forstaelse. Ai Weiweis kvaliteter ufortalt
og uden at ga i knaefald for det kinesiske systems behandling af
visse kunstnere og samfundskaempere, kan vi kun skabe udvik-
ling ved at anerkende, at vores udgangspunkter er grundlaeg-
gende forskellige.

Den vestlige tradition tilsiger, at vores (vestlige) vardier,
iseer frihedsrettighederne og hermed individets integritet, er
ukraenkelige — og universelle. Dette syn deles ikke ngdvendig-
vis af alle kinesere.

Som dominerende magt i et par arhundreder har vi pa mere
eller mindre charmerende vis segt at udbrede disse vardier til
alle verdens folkeslag. Jeg star for retten til at tro, teenke og tale
frit som gzeldende for alle folkeslag, men i den globale realitet
ma vi i dialog, monologens tid er forbi.

Tan Ping tog som mange af sine samtidige pa udenlandske
(studie)ophold i kelvandet pa begivenhederne i foraret 1989 i
Beijing. De fleste nok fordi de var usikre pa, hvorledes den po-
litiske udvikling i landet ville reagere pa unge kunstnere, men
der var andre, der brugte anledningen som en naturlig forlaen-
gelse af deres studier.

Tan Ping var pa DAAD ophold i Berlin (vi har i nu 10 ar talt
tysk sammen). Disse kunstnere vendte tilbage efter udlands-
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opholdene for at tage del i udviklingen af det nye Kina. De er
kunstnere som vi, men i en anden virkelighed, den kinesiske,
de tror pa dialogens og de mange skridts vej.

I de 15 ar jeg har arbejdet og forelast i Kina er bade verden
og Kina @ndret voldsomt, at forsta er ikke at acceptere, men
at konstatere med forbehold, Kina gar i mange retninger og
menstre, der for en vesterleending kan vere svere at aflese,
men mine mange ars samtaler med Tan Ping og andre kinesiske
kunstnere og en lige sa lang dialog med Eric

Messerschmidt, direktar for Det Danske Kulturcenter i
Beijing, har givet mig om ikke en forstaelse, sa en folelse af,
at kineserne trods deres »markedsekonomi« stadig har en helt
anden tids opfattelse i deres taenkning.

Som Vesten har udviklet sig de sidste 3 artier er hovedveeg-
ten pd det kortsigtede, med omskrivning af Primo Levi: marke-
det forer krig mod hukommelsen.

The consequences of human actions
are unpredictable

We are one side a part of a global reality dominated by new
digital technologies, a neoliberalist market economy and a mo-
tion and transport of people like never before in history.

Simultaneously we live in multiple local and regional langua-
ges, cultural traditions and political realities, that give us diffe-
rent starting points to meet in the shared global realities.

In brief, there are those who travel because they can and
want to, and those who travel in need and because they are
forced. In all these spaces; East-West, North-South, human-
market, out-home, sensory apparatus-astro physics etc. human
and art exist.

China is not a country or a nation in the European under-
standing. China is a civilisation not unlike the Russian or the
European universe, that is, a geophysical frame containing
a community of destiny with several points of identification
such as language, religion and culture, which to different de-
grees share a history. From earliest time it is in particular the

graphic character which has constituted the Chinese civilisa-
tion.

The European and Chinese development has had very dif-
ferent traditions and philosophical systems as their point of
origin and even though China back in the 1920s and 1930s
had modernistic pockets, the most dominant factor today is
the thousands-of-years long history interrupted by a roughly
100 year period of foreign control from 1800 and until the
republic in 1949, when the Chinese people were met by
the modern the hard way. In a simplified black/white view,
China is a suppressive power that only leaves space for one
real artist, which to top it all is the nation's dissident par
excellence.

If we wish to have a dialogue with China — whether with ar-
tists or others — it is necessary to approach it with respect and
understanding.With Ai Weiwei's qualities, with all due respect
to and without bending the knee to the Chinese governments
treatment of certain artists and freedom fighters, we can only
create development by recognizing that our starting points are
fundamentally different.

The western tradition summons that our (western) values, in
particular the rights of freedom and hereby the integrity of the
individual, are inviolable and universal. This idea is not neces-
sarily shared by all Chinese people.

As dominant power for a couple of hundred years we have
in more or less of a charming manner tried to spread these va-
lues to all nations of the worlds. | plead for the right to believe,
think and speak as being valid for all people, but in the global
reality we have to create dialogue - the era of the monologue
is over.

Tan Ping traveled, like many of his peers, to study abroad
in the wake of events in the spring of 1989 in Beijing. Most of
them probably traveled because of the uncertainty about how
the political development in the country would react towards
young artists, but others used the opportunity as a natural ex-
tension to their studies.

Tan Ping was on a DAAD residence in Berlin (we have been
speaking German for 10 years). These artists returned from
the exchange visits to take part in the development of the
new China. They are artists like us, but in another reality: the
Chinese. They believe in the path of dialogue and many steps.

For the 15 years | have worked and lectured in China,
the world, as well as China, have changed drastically. To
understand is not to accept but to determine with reserva-
tion. China moves in many directions and patterns that are
difficult for the westerner to read but with my many years of
conversation with Tan Ping and other Chinese artists as well
as dialogue with Eric Messerschmidt, manager of the Danish
Cultural Center in Beijing, have given me if not an under-
standing then at least a feeling that the Chinese despite their
»market economy« still have a way of thinking that belongs to
awhole other era.

As the West has evolved for the last 3 decades the main fo-
cus has been on the short termed. With a rewriting of Primo
Levi: The market wage war against memory.

Picture 1: Abningsseminar / Opening Seminar 09.09.2017.
Picture 2 from left: The director of Horsens Art Museum Claus

Hagedorn-Olsen, Minister of Culture Mette Bock, artist and
professor Bjern Nergaard, artist and professor Tan Ping.
Picture 3: Artist and professor Teng Fei, artist and professor
Tan Ping, DPhil, professor and former rector of The Royal
Danish Academy of Fine Arts Else Marie Bukdahl, artist and
professor Bjern Nergaard and artist Martin Erik Andersen.
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Tan Ping, Untitled, 2016, 160 x 200 cm

Tan Ping, Untitled, 2016, 160 x 200 cm

Tan Ping, Untitled, 2016, 160 x 200 cm
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Stylitter / Stylites 2016 Fake — som i et spejl / Fake - like in a mirror 2012

Historien om en moder / The Story of a Mother 2012, 435x 695 x 470 cm

Installationsbillede / Installation view

Fremmede! Ga ikke inden for gitteret
og muren, som omgiver templet. Den
der pagribes, vil kun have sig selv at
takke for den ded, der folger /
Stranger! Don't go inside the fence or
———— the wall, that surrounds the temple.
He who gets caught, will only have
himself to blame for the death to follow
2012, 250 x 450 x 200 cm

—_— Antisocial Sculpturam /
Antisocial Sculpturam 2013, 430 x 500 x 300 cm
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Byer for mennesker,

samfundet og fremtiden

Urban Lab konference ‘Fremtidens byrum — gentaenk
lesningerne' i det tidligere Horsens Statsfaengsel, 21.09.2017

1.

ET GODT HUS KAN IKKE BZARE EN DARLIG BYPLAN, MEN
EN GOD BYPLAN KAN GODT B/RE FLERE DARLIGE HUSE

En by plan kraever en vision for byen, der udspringer af en vi-
sion for mennesket, samfundet og fremtiden.

| efterkrigstiden til 80'erne var det velfeerdsstaten laes Kaj
Ove Petersens Konkurrencestaten, som forsgger at beskrive de
faktiske forhold.

Visionen om velfeerdsstaten er drammen om et solidarisk
samfund, der forudsatter en engageret, oplyst og idealistisk
borger.

| start 70'erne far denne vision problemer, og den neolibe-
ralistiske vision udbredes til alle samfundsomrader i lgbet af
80'erne og 90'erne, cooperate governance, new public ma-
negement osv. isaer af Margeret Thatcher og Ronald Reagan
senere Blair og Lykketoft. Konkurrencestaten er vor tids vision,
tidsand, der forudsaetter det opportunistiske menneske, indivi-
det skal szette egeninteressen ferst, da staten antages at veere
summen af egennytte, staten er en virksomhed, det handler om
at skaere omkostninger og maksimere PROFITTEN, det er ikke
de demokratisk valgte politikere der skaber visioner, men Mck-
insey og Goldmann Sachs.

Derfor ser byen idag ud, som den ger.

Karl Marx og Adam Smith sammenblander ifelge Hannah
Arendt, handling, fremstilling og produktion.(Adam Smith
mener at kunstnere er uduelige parasitter, Karl Marx mener
ingenting)

Idag har erfaring og handvaerk dvs. fremstilling (work, werk,
virke) ingen plads i byggeriet.

Et hus i dag produceres som en forbrugsvare, keb og smid
vaek, og finansieres kortsigtet.

2.

BYPLAN - BYRUM - HONEN OG AGGET
BYPLAN — HUS — HELHED OG DELTALJE
BYPLAN — SKAL - PROFIT OG MENNESKE

Byplanen og de byrum byplanen danner har, som det ses af den
efterfalgende hurtige lidt tilfeldige billedserie, skiftet voldsomt
gennem tiden.

Det der ma overvejes, er den megen snak om byrum og til-
svarende stilhed om byplaner, som ingen vil have, for ikke at
tale om Landsplaner, ferst bygger konkurrencestaten sin areal
og profit maximere bydel, derefter skal ulykken legitimeres af
nogle arkitektoniske og kunstnerisk astetiske gvelser ...

Altsa hvad begr komme farst, en god byplan indeholder vel
gode byrum.

Byplanen skaber rammen for husene og husene skaber ram-
men for byrummene.
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Da byerne skal konkurrere med hinanden, skal arkitekternes
huse rumme sa mange kvadratmeter som muligt eller umuligt,
udtrykket er primeert kvantitet, og sa skal huset veere sa spek-
takulaert som muligt, Herning skal have det hgjeste hus, Arhus
det mest specielle hus pa havnen, og Kebenhavn overga dem
begge.

For en billedhugger ligner det ofte forvoksede skulpturer fra
50'erne og 60'erne, og bybilledet et byggemarked.

Det svaere er ikke at lave et ikonisk spektakuleert hus, men et
almindeligt godt hus af hgj aestetisk vaerdi der ser ud som om,
det altid har vaeret der.

Et man bade kan ga forbi i sine egne tanker eller stoppe op
og beundre.

(Terring Gymnasiums rektor om en udsmykning af Arme og
Ben: det skal vaere noget sarligt, men jeg gider ikke hgre om
det hver morgen hos bageren).

Byplan i Kebenhavns kommune bestar lige nu i at fylde hul-
ler ud, i en skala der stikker voldsomt ud fra bybilledet, at bygge
stort i Nordhavn, Sydhavn og Qrestad kan give disse bydele
deres karakter, men midt i den eksisterende by kraever det stor
omtanke.

Iseer er det her et problem at huse tegnes digitalt, de mister
sansen for materialitet og proportioner, de rammer gade niveau
som de starter i toppen, mod gade skal skaleres til mennesket
mod byen skaleres til de omliggende huse, vi skal bygge byer til
mennesker ikke diverse bygherrers ambitioner.

3.

MILI@ — MATERIALER - LEVETID / ERFARING
MILIG — INDEKLIMA — MENTALT / FYSISK
MILIG — ASTETISK — DET SK@NNE / SJALEN

Termokandehuse, High tech, at beregne sig til en bedre ver-
den.

Hvor der i 50'erne var nogle hundrede materialer pa en byg-
geplads, er der idag flere tusinde.

Hvor handvarkets erfaring gennem generationer kunne be-
demme kvaliteten af tree, sten, martel, maling etc. er der idag
ingenerens beregninger og producentens datablad.

Hvor leveranderer tidligere gennem generationer havde
produceret byggematerialer og kendte deres produkter skifter
de idag ejere, navne, abner og lukker hurtigere end huset byg-
ges.

Mange af disse materialer pavirker bade beboerne af huse-
nes mentale og fysiske tilstand, interessen for at fa profit er stor,
interessen for menneskets velbefindende i disse materialer er
beskeden.

Der til kommer at disse eksempler som billederne vil vise,
der har levet i rigtig mange ar netop bygger pa erfaring, indsigt,
handvaerk, traditionelle materialer og metoder.

Selvfelgelig skal kunsten og arkitekturen bruge de nyeste
teknologier og de digitale muligheder.

Men da over 50 % af et samlede CO2 forbrug kommer fra
bygning af huset, er det klart at jo lengere et hus kan leve jo
lavere er dette forbrug, vi forsker i nye materialer, det er der

penge og prestige i, men vi burde ogsa forske i traditionelle tek-
nologier og materialer, i bade kunsten og arkitekturen.

Et hus bygget i jord vender tilbage til jorden.

| Akademiet diskuterer vi det skenne er det sande, ikke for-
staet som det paene og det rigtige, men som erkendelse af ver-
den og os selv gennem sanserne.

De digitale teknologier og deres forbrugsrettede produktion
skyder sig ind mellem vores sanser og den verden vi lever i og
mellem de huse og den kunst vi skaber. Vi skal erobre verden
tilbage med vores sanser, vi skal fortzlle de nye teknologier,
hvad de skal, de skal ikke fortlle os, hvad vi skal.

Afjord er vi kommet, til jord skal vi blive.

4.

FORURENING - ST@J - HORELSE

FORURENING - GRIMT - SYNET

FORURENING - KROPPEN - FOLELSEN

(DERTIL SKAL BYEN OGSA LUGTE GODT OG SMAGE GODT)

Forurening er politisk noget med CO,, partikler, det agrokemi-
ske landbrug, mikroplast etc. og det er vigtigt.

Men for menneskets daglige liv er pavirkningen fra stgj,
lyd, grimme store reklamer, dérlige byggerier og byrum, og de
materialer vores krop meder af afgerende betydning, her har
kunsten og arkitekturen et stort ansvar.

Kort har billederne vist det, vi kalder kunst og arkitektur fra
rituel mystik over antikken og renaessancen videre i oplysnings-
tiden og national romantik, for at ende i det moderne rum, vi
lidt endnu befinder os i.

Kunsten har gennem tiderne veret en del af byrummet pa
overordentligt forskellige preemisser, forskellige tiders idealer
og tidsanden giver det, vi nu kalder kunst radikalt modrettede
udtryk, alligevel har det mening at »kalibrere« over tid, uden
at vide hvorledes begrebet kunst har dannet sig, kan vi ikke
videre udvikle begrebet, si det stadigt har sin egen form og
substans.

Uvidenhed er ikke en dyd, der star skrevet »Viden er magt«
derfor ferer tidens dominerende magt de globale monopoler
krig mod hukommelsen, jo dummere vi bliver jo mere forbru-
gervi.

Billedkunstens vej fra at vaere integreret i myter ritualer, til
antikkens idealer, til sit dybe sammenspil med middelalderens
kirker, og hos konger og fyrsters i en repraesentativ rolle, til med
klassikken og oplysnings tid at blive en selvsteendig erkendel-
sesform, som blev nationalstatens vigtigste metode til at skabe
i national demokratisk identitet, inden det egentligt moderne
lgsriver kunsten fra alt.

Hvad skal kunsten i konkurrencestaten, utallige mener vi
skal tjene dette eller hint gode formal, det skenne som en saer-
lig made at erkende verden pa er blevet uklar og taget.

Nar vi taler om kunstens funktion i byrummet og i samspil
med arkitekturen, kan vi neevne monumenter, udsmykninger,
kunst i det offentlige rum, stedspecifik kunst, kontekstuel
kunst, relationel kunst, integreret kunst, temporaer kunst, event
kunst, og pa det seneste identitets kunst.

Der uddannes snart flere kuratorer, kunsthistorikere osv.
end kunstnere, de definerer sammen med markedet stadigt
strammere rammer om kunsten, begrebet readymade er skam-
redet udover alle begrebets muligheder, begrebet den sociale
skulptur, defineret ferst af J.B., hviler pa en engelsk oversat-
telse — »The social sculpture«, men pa tysk bruger Beuys ud-
trykket »Die soziale Plastik«, og pa tysk er begrebet »Plastik«
der hvor skulpturen formes i voks, ler eller gibs, det er kunstens
formbare princip, at modellere samfundet ud fra kunstens in-
tuitive astetiske formbegreb, han mener, ikke at kunsten skal
paklistres alverdens politiske etiketter.

Ideen fik han da billedhuggeren Wilhelm Lehmbruch fer sit
selvmord inden 2. verdenskrig udtalte »kunstens form opstar
nar samfundet trykker pa kunsten«, sa mente Beuys at kunsten
kunne trykke tilbage, dette kunstens tryk pa samfundet er »Die
soziale Plastik«, og med Hannah Arendts udsagn »konsekven-
sen af et menneskes handlinger er uforudsigelige« er det da
»Die soziale Plastik«s altsa kunstens vigtigste opgave i byrum-
met, at skabe plads for denne uforudsigelighed, ved at trykke
tilbage pa en inhuman bystruktur.
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Cities for people,

the society and the future

Urban Lab Conference ‘The future of Urban Development
— rethink solutions’ at the former Horsens State Prison,
21.09.2017

1.

A GOOD HOUSE CAN NOT CARRY A BAD URBAN PLAN
BUT A GOOD URBAN PLAN CARRY SEVEARL BAD HOUSES

A city plan requires a vision for the city, that is designed for the
people, society and the future.

Inthe post-war erain the '80s it was all about the the Welfare
State. Please read Kaj Ove Petersen's book about the Competi-
tion State, that tries to describe the actual facts.

The vision of the Welfare State is the dream of a society that
requires a commitment from an enlightened and an idealistic
citizen.

In the early 1970s, this vision gets into trouble, while the neo-
liberalist vision is growing and during the '80s and '90s Corporate
governance, new public management, etc are spred to every
layer of the society. Especially Margeret Thatcher and Ronald
Reagan, later Blair and Lykketoft had a great import on this.

The Competition State is a vision development in our time,
which requires the individual opportunistic person to put Self-
Interest first, since the state has been degraded to be a com-
pany. A company that has reduced expenses to maximize the
PROFIT. It is not the democratically elected who creates visions
any more, but people like Mckinsey and Goldmann Sachs.

That's why the city today looks like it does.

Karl Marx and Adam Smith are mixing action with produc-
tion according to Hannah Arendt (Adam Smith believes that
artists are useless parasites, Karl Marx does not believe in any-
thing).

Today the experience and the craftmanship, ie. manufactur-
ing (work, work, work) are not part of the construction. Today
a house is produced as a consumer goods, bought and thrown
away as a is short-term investment.

2.

CITY PLAN — URBAN SPACES - CHICKEN OR THE EGG
CITY PLAN - HOUSE — HEALTH AND DETAILIS
CITY PLAN - SHELL - PROFIT AND PEOPLE

The city plan and the urban spaces that it has created has
changed dramatically over time (as seen by the following quick
and random image series).

The next step is now to consider all this talk about the urban
spaces, including the silence about city plans, that no one likes
to talk about. Not to speak about the national plans. First the
competition states built its own area and makes a profit. Maxim-
ised districts. Afterwards this »accident« must be validated by
some architectural and artistic aesthetic with some exercises ...

What should come first? A good city plan involves good ur-
ban spaces, right?
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The city plan outlines the framework for the houses and the
houses outline the framework for the urban spaces.

When all the cities are competing with each other the houses
made by the architects must accommodate as many square me-
ters as possible. The Expression is quantity and spectacular the
house also has to be as original as possible. Herning must have
the tallest house, Aarhus the most special houses built next to
the harbour, and Copenhagen is greater than both of them.

To the sculptor, it often looks like overgrown sculptures from
the '50s and '60s, and the city scape one big warehouse.

The difficulty is not to make an iconic and special house, but
the challenge is to make a normal good house of high aesthetic
value, that looks like it has always been there.

A house that you can both pass without losing your own
thoughts or stop and admire.

(When | made the work for Terring Highschool the principal
told me: It has to be something special, but | do not want to
hear about it every morning at the bakery).

The city plan in the municipality of Copenhagen currently
consists of filling out spaces in a very violent way that breaks
the entire cityscape. The tall buildings in Nordhavn, Sydhavn
and in Qrestaden can create different local environments, but
as one united city it needs a bigger plan.

In particular one of the main problems is that the houses are
being built in front of a computer screen so that they lose the
sense of materiality and proportions. They hit street level like
they start from the top facing the street with the people walking
around. We have to built cities for the people and not from the
ambitions of the many agencies/builders.

3.

ENVIRONMENTAL MATERIALS - LIFESPAN / EXPERIENCE
ENVIRONMENT — INDOOR CLIMATE — MENTAL / PHYSICAL
ENVIRONMENT - ASTETIC — THE BEAUTIFUL / THE SOUL

Athermo house, high tech, to calculate for a better world.

In the '50s there were a small amount of materials on a con-
struction site, today there are several thousand.

Through generations The on-site craftsmen would judge the
quality of wood, stone, mortar, paints etc. Today everything is
being organised and calculated at the office of the engineer in
his data sheet. Through generations suppliers have produced
building materials from experience. Today the names of the
suppliers change, open and close the business faster than the
house is being built.

Many of these materials affect the householder in both a
mental and physical way. The interest in economic growth is
extreme. The interest in a good life for the human well-being
is modest.

I will now show you some pictures with houses that were
built from experience, insight, crafts, traditional materials and
methods.

Of course art and architecture must take advantage and use
the latest technology and digital options, but since more than
50% of the total CO, comes from the construction of a house, it

is obvious that a house with a long lifespan will lower the con-
sumption.

We make a lot of research on new materials — people want
to invest in this and it has a status of something good, but we
should also researce the traditional technologies and materials,
in both art and architecture.

A house built of earth will return to earth.

At the art academy we discuss the beauty as being the truth,
not understood as being nice or the right, but to acknowledge
the world and ourselves through the our senses.

The digital technologies and their consumer-driven produc-
tion interfere our senses and the world we live in — between the
houses and the art we create. We must conquer life back with
our senses. We must take back control of our data. Of earth we
were made, and into earth we return together.

4.

POLLUTION - NOISE - HEARING

POLLUTION - UGLY - SIGHT

POLLUTION - BODY - SENSES

(THEREFORE, THE CITY SHOULD ALSO SMELL AND TASTE
GOOD AT THE SAME TIME)

Pollution is something political with CO,, particles, agrochemi-
cal agriculture, micro-plastic etc. and it is important! But for a
human being's daily life the impact of noises, sounds, ugly big
commercials, bad buildings and urban spaces, and the materi-
als that our bodies meet, is of crucial importance, here art and
architecture have a great responsibility.

In short, the pictures have shown us that what we call art
and architecture come from ritual mysticism, following ancient
times and the Renaissance, continuing into the Age of Enlight-
enment and »national romance«. Finally it arrives in this modern
space, that we are still somehow part of.

In Europe through time art has been a part of the public
space on extraordinarily different premises, ideals of different
times and the zeitgeist give what we now call artistic expres-
sions, yet it still makes sense to »calibrate« over time, without
knowing how the concept of art has been shaped, we cannot
develop the concept further so that it still has its own form and
substance.

Nevertheless, it makes sense to leave the term open, be-
cause art has its own form and substance.

Ignorance is not a virtue, it has been written that »knowledge
is power« hence the dominant forces of our time, the global
monopolies, wage war against memory, the dumber we be-
come the more we consume.

The visual arts' path from being integrated in myths and ritu-
als, to the ideals of the Antique, to the deep interaction with
the churches of the Middle Ages, and in a representative role
with kings and princes, to becoming an independent form of
cognition with classicism and the enlightenment, which be-
came the nationstate's most important way to create a national
democratic identity, before the truly modern detaches art from
everything.

What is the role of art in the competition state's global finan-
cial market, countless people think that we should serve this or
that good cause, the beautiful as a particular way of knowing
the world has become unclear and hazy.

When we talk about the function of art in urban spaces and
in interaction with the architecture, we can mention monu-
ments, commissions, art in the public sphere, site-specific
art, contextual art, relational art, integrated art, temporary art,
event art, and lately identity art.

Soon there will be educated more curators, art historians
etc. will be educated than artists, together with the market
they define a still tighter framework for art, the concept of the
readymade has been exhausted beyond all of the concept's
possibilities.

The concept of the social sculpture, first defined by Joseph
Beuys, rests on an English translation — »The social sculptures,
but in German Beuys uses the expression »Die soziale Plastik«,
and in German the concept »Plastik« is where the sculpture is
shaped in wax, clay or plaster, it is the moldable principle of art,
to model society on the basis of art's intuitive aesthetic concept
of form, he does not mean that all manner of political labels
should be attached to art.

He got the idea when the sculptor Wilhelm Lehmbruch be-
fore his suicide ahead of World War Il stated that »the form of
art arises when society presses art;« then Beuys reckoned that
art could press back, this pressure on society from art is »Die
soziale Plastik.«

The sculptor's material is the physical shape, here the laws of
classical physics apply, weight, height, length, width, hardness,
softness, etc. It is also the physical laws that govern our body
and senses.

The most important task of art in the urban space is to follow
»Die Soziale Plastik« to create this unpredictable urban space to
fight back these inhuman infrastructures.
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Bjorn Nergaard leture at CNAA
CNAA, China National Academy of Fine Arts, 20.10.2017

| have to warn you, but in my old age the world has been com-
plicated, so you have to excuse me, if part of the lecture is a
little complicated, but to make simple answers to complicated
problems, is also a problem.

Recycling Art

This is the title of today's lecture, it is in 5 sections

1. Tan Ping and Bjorn Nergaard, an exhibition we have right
now in Denmark. In the exhibition the works talks as physical
images in their form, surface and colour, figuration, this is the
basis for our work with art.

2. Referes directly to the title of the lecture, the cast collec-
tions of antique figures, why these figures again and again
through centuries inspire the artists, and their importance in
the past and now.

3. Continues with concrete examples on how artists use these
figures and other references to past artwork, the question is
why itisimportant still to refere to the past in order to move on.

4. About how these ideas and thoughts could affect our physi-
cal urban spaces and create more beautiful and more hu-
mane cities.

5. Finally a few comments about the digital tools possibilities
and and impossibilities.

The exhibition

The most important thing in art and life is the people you meet
and especially those that become a part of your life.

In 2005 after having worked in China for 3 years, | met Tan
Ping at CAFA, when | had organized that Denmark and our
National Gallery would donate 12 cast sculptures from The
Royal Cast Collection (more on this later).

Tan Ping was going to Denmark together with Xia Dewu to
select the sculptures that were to be a part of CAFA's cast col-
lection.

This meeting became the beginning of a dialogue in German,
which has led to much and including now an exhibition, »Tan
Ping — Bjern Nergaard,« at Horsens Art Museum.

Through our many meetings and conversations we have
discussed the world, the global world that we are all living in,
the different cultures and political systems and their chance
of creating opportunities for peaceful solutions to the world's
great challenges through dialogue and collaboration, and thus
conditions for the individual human to evolve and use his or her
creative capabilities.

Aswe are both artists, a painter and asculptor, one Chinese and
one European, we have simultaneously talked about art's possi-
bilities and prerequisites for entering into the global dialogue.
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Visual artists express themselves through their art first and
foremost, it is in the meeting with the work, the artistic manifes-
tation, that we can provide a particular »aesthetic« dimension,
here aesthetic is not to be understood as something pretty, but
through sensation and a material/medium the visual artists cre-
ate image structures of our world that provide particular con-
ditions to see contexts which the common everyday language
supersedes or overlooks.

The exhibition by Tan Ping and me is a wish for a dialogue
of images between two different approaches to the concept of
art, it is not a collaboration but two independent expressions,
two working methods, two approaches to reveal the concept of
art, which is united in the passion for art and the beliefin artas a
crucial method of cognition to describe the situation of humans
in the new global, digital world.

Tan Ping expressed it very beautifully in his speech at the
seminar that initiated our exhibition at Horsens Art Museum.

Quote:

From our exhibition today we can see that we are closely con-
nected in our art in many ways. Our differences are clear. His
work focuses on the three-dimensional, where sculptures make
up a significant part, while | for my part engage with the two-
dimensional like paintings. His works are concrete and tell sto-
ries, while mine are abstract and irrespective of time. He is a
Western artist, while | come from the East, but he likes tea and
| prefer coffee. At an exhibition with two different artists, we
also realize the difference between the two cultures, between
art and the values of art and the underlying cultural differences.
But | think that it is more important to look at the things that
we have in common. We both have experience with studying
and working in other countries. What is more important is that
in these times we both see the whole world's culture as nour-
ishment for our works of art. It is the same challenges of the
world that we are both drawn to and that we wish to immerse
ourselves in with our art. | would like to thank him for building a
bridge between us in such a manner that we can have a proper
dialogue on an artistic basis.

I would like to thank Tan Ping to build this bridge between
us, to make a true dialog based on the art.

The plaster freed art

When | visited CAFA for the first time in 2002 it was in the new
buildings and | was shown around a top modern academy, very
impressive, it has since been expanded several times. There
was a very notable rotunda in the area, when | asked what it
was | was told to my surprise that it was the academy's cast col-
lection and that is was still in use in class.

In Europe, the cast collections are no longer in use, except in
Copenhagen. In the late '70s it was the artists from the '60s that
saved our cast collection, and as a professor in the ‘80s and '90s
| actively visited our casts in class and that continues.

In European art we see the Renaissance in the 14" century
ltaly as the place where the modern idea of art emerges, in-
spired by ancient Greek art and philosophy, but subsequently

the first academies of art start in order to educate painters,
sculptors, and architects so that they could glorify the princes
and the church.

Here one started with cast sculptures of ancient figures and
architectural elements, which were brought into the academies.
The teaching was to draw and model after the cast sculptures
and discuss form and proportions, which became the founda-
tion for the later Classicism and its lesson on proportions.

When discussing these ancient figures in class, the kings,
heroes, and gods that they depicted were irrelevant, one
discussed them as pure form, thus art got its own language,
concepts, and syntaxes, which solely referred to an artistic dis-
course, art became an independent form of cognition through
atranslation of the senses in material and form.

The cast collection had freed art and formed the foundation
for the modernism that grew out of the Enlightenment in Eu-
rope.

To understand the present one must know the past, if we do
not know where the concepts have emerged from, we cannot
develop them further so that they create new visions for the
future.

The '60s free tradition

Where it was the cast collections in Classicism that freed art as
a particular form of cognition, and Modernism'’s breakthrough
in the 19* century (late Qing dynasty) which finally broke with
Classicism's academic tradition and canon of proportions, in
the '60s with pop art, minimalism, conceptual art, the Fluxus
movement, etc. it was in the critique of modernism's elitist
character that tradition was freed.

The belief of the evolutionary progress, which stems from
the 19* century's two great utopias, communism and liberal-
ism, was up for discussion, and a number of experiments
expanded the concept of art to include the way in which we
arrange our lives and society. Artists formed groups and de-
veloped »Companies« that produced new forms of life. There
were fierce rebellions against the remnants of Colonialism and
Western Imperialism, which continues to dominate the world.

In the '70s it became clear that even though the highly ex-
perimental art from the '60s had opened up new paths, which
changed the concept of art radically in ways still relevant to-
day, the dream of a more open and »public« art form was still
a dream, the new concept of art was also despite its banalities
still elitist.

We began to discuss craftsmanship, tradition and classi-
cal art's general human values and began working with the
concepts of »Recycling Classicism« and »Popular Classicisms,
where the traditional materials and classical figures together
with contemporary figures and materials became letters in a
sculptural alphabet.

The work process created the sculptural »sentences« which
were neither naturalism, symbolism, abstract art nor anything
else. It was an anonymous structure consisting of characters to
which no meaning could be ascribed other than the fact of their
existence.

They constituted a series of practical exercises, which could,
and still can, be carried out by anybody capable of working on a
personal and on a metaphysical level at the same time.

These material principles, where the object and the ma-
terial are »released« from convention and considered to be
pure characters or »letters«, were transmitted to images and
myths, old and new, the ones which form part of our history
and traditions, as well as the way we shape images in the
present.

This was done in such a way, that the images became devoid
of content in order to fit into new combinations with references
back in time to our traditions, but also had a function in the pre-
sent.

The use of fragments and figures, not just from our own cul-
tural circles, but from the whole of the known world, has been
an integral part of our work ever since.

History is a raw material that belongs to all of us. It can be
viewed as a form of eclecticism and chronologically it coincides
with what has been labeled post-modernism.

This is not a simulacrum, however. Rather it is a demonstra-
tion of faith in the importance of these images for our percep-
tion of ourselves as humans.

This apparent chaos of images and meanings is not a collage
that anchors the image to its materiality or submits the individ-
ual elements to control by an overall idea. It is an attempt to
define a new alphabet of forms and shapes, consisting of both
new ones and old, from which the individual can piece together
»sculptural« sentences in his own head.

This project | call: The Reunion of Myths, the dream of a
Gothic modern Babylon; the breakdown of the grand stories
and visions. And after the borders have been erased, | see
all the broken images wandering aimlessly around all over
the world; now and then, they gather into non-homogenous
piles, only to be separated again in front of our eyes and
inside our heads. We recognize them in flashes, like de-
tached images from our childhood, the stories which made
us dream and hope and fight, which gave us love, strength,
and action.

They need us now; now is our turn to provide a home for the
myths and images, before they disappear completely. This is an
attempt to describe the breakdown of the images and the reun-
ion of the myths, the homeless image. In the collaboration with
citizens, tradesmen, engineers, and architects, we dreamed of
amonument for the future, for life, for all human beings. Monu-
ments, decorations, commissions, etc. are applied works of art,
applied for joy and experience for many. After the avant-garde,
or perhaps simultaneously with the avant-garde, or perhaps
even before the avant-garde, sometimes when you are stand-
ing with your image in solitude or in your group and think what
kind of image is this, where is it going in the world, all alone
without us, and you want to follow it on its way and not just
leave it to others' capriciousness, you want to create the image
of the image, the function of the image. What can we use it
for, better workplaces, a happier life, a better society, the big
picture, life.



The examples | mention are an attempt to give these ideas a
physical form that points towards the ideals that every society
must be built upon.

A comprehensive concept in the West is the concept of free-
dom, which we in this new global world have great problems
giving a universal form that can contain all cultures.

Freedom without love is anxiety. Solidarity without responsi-
bility is stupidity. The monument is a dream, a dream of an im-
age, one image that is strong enough to be simple and yet large
enough to be diverse. Art — the image is a method to describe
correlations in what appears to be incompatible events, art is a
method that exclusively builds upon humanity, the image can
be perceived immediately by everyone across languages and
borders.

Die Soziale Plastik in urban spaces

The last images today are examples of how these ideas on a
slightly larger scale like concrete sculptural and architectural
functions can work in the public sphere. Today | have tried to
relate the expanded notion of form and the expanded concept
of art to earlier artistic creations of form.

Today in art everything can be art but that does not mean
that everything is art. That which has carried earlier art up
through a couple of thousands of years or more is the clarity of
the form, however contradictory it may sound, it remains valid,
but as we cannot refer to a clear notion of form, the responsibil-
ity lies solely with the individual.

When | visit large cities throughout the globe the concept of
pollution is everywhere.

POLLUTION — NOISE - HEARING

POLLUTION - UGLY - SIGHT

POLLUTION - THE BODY — THE FEELING

(THERETO THE CITY ALSO NEEDS TO SMELL GOOD AND
TASTE GOOD). Pollution is politically something with CO,, par-
ticles, the agrochemical agriculture, micro plastics etc. and it is
important.

But for a human being's daily life the impact of noises, sounds,
ugly big commercials, bad buildings and urban spaces, and the
materials that our bodies meet, is of crucial importance, here art
and architecture has a great responsibility.

In Europe through time art has been a part of the public
space on extraordinarily different premises, ideals of differ-
ent times and the zeitgeist give what we now call art radically
opposing expressions, yet it still makes sense to »calibrate«
over time, without knowing how the concept of art has been
shaped, we cannot develop the concept further so that it still
has its own form and substance.

Ignorance is not a virtue, it is written that »knowledge is
power« hence the dominant forces of our time, the global mo-
nopolies, wage war against memory, the dumber we become
the more we consume.

The visual arts' path from being integrated in myths and ritu-
als, to the ideals of the antique, to the deep interaction with the

churches of the Middle Ages, and in a representative role with
kings and princes, to becoming an independent form of cogni-
tion with classicism and the enlightenment, which became the
nation-state's most important way to create a national democratic
identity, before the truly modern detaches art from everything.

What is the role of art in the competition state's global finan-
cial market, countless people think that we should serve this or
that good cause, the beautiful as a particular way of knowing
the world has become unclear and hazy.

When we talk about the function of art in urban spaces and
in interaction with the architecture, we can mention monu-
ments, commissions, art in the public sphere, site-specific
art, contextual art, relational art, integrated art, temporary art,
event art, and lately identity art.

Soon more curators, art historians etc. will be educated than
artists, together with the market they define astill tighter frame-
work for art, the concept of the readymade has been exhausted
beyond all of the concept's possibilities.

The concept of the social sculpture, first defined by J. B.,
rests on an English translation — »The social sculpture«, but in
German Beuys uses the expression »Die soziale Plastik«, and in
German the concept »Plastik« is where the sculpture is shaped
in wax, clay or plaster, it is the moldable principle of art, to
model society on the basis of art's intuitive aesthetic concept of
form, he does not mean that all manner of political labels should
be attached to art.

He got the idea when the sculptor Wilhelm Lehmbruch be-
fore his suicide ahead of World War Il stated »the form of art
arises when society presses art;« then Beuys reckoned that art
could press back, this pressure on society from art is »Die so-
ziale Plastik.«

The sculptor's material is the physical shape, here the laws of
classical physics apply, weight, height, length, width, hardness,
softness, etc. It is also the physical laws that govern our body
and senses.

In the digital media, everything is pixels, everything is trans-
lated into O and 1, here there is neither weight, height, length,
width, hardness, nor softness, but a flat luminous screen, mul-
tinational corporations try to seduce us into this artificial dream
world.

The image structures and figures that molded us as a culture
and as humans have slowly begun to dissolve in the digital fog,
whether we as physical and spiritual beings can insist on hu-
manism in this future is a crucial discussion.

Digital media contain many possibilities and impossibilities,
it can be a splendid tool, but the best computer that was ever
created is yourself.

For art, it is vital to also work with these technologies, in or-
der for us to develop allegorical images for an understanding
of human nature and the origin of the digital algorithms that
increasingly dehumanize our world.

I'll leave the last word to Confucius: The Master said: »lt is
second nature for the magnanimous Man that he has obliga-
tions towards others. It is second nature for a bad Man to ac-
centuate his own person.«
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Zodiac skulpturer

Til en udstilling i Beijing skaber jeg forskellige skulpturprojekter
ud fra de 12 kinesiske dyretegn fra deres astrologiske system:
Rotten, Oksen, Tigeren, Kaninen, Dragen, Slangen, Hesten,
Faret, Aben, Hanen, Hunden, Grisen.

| Kina er der en raekke filosofiske skoler, hvor isaer Konfutse
og Laozi (Dao) er vigtige. Med tiden »helliggares« de pa for-
skellig vis og groft sagt i vores forstand er konfucianismen en
embedsmands, forvaltnings- og statsteenkende religion, »ratio-
nel«, hvor Daoismen er folkelig, mangfoldig, uoverskuelig med
mange religigse traditioner i handel. De 12 dyretegn siges at
veere en buddhistisk herkomst.

| kinesisk teenkning og tradition ser vi ofte Konfutse, Laozi og
Buddhisme i forskellige kombinationer, taenkt ind i den kon-
krete dagligdag. Under kommunismen har historie, religion,
tradition i bredeste forstand veeret foragtet, men i de senere
ar er det officielt genindsat som en identitetsskabende og
samlende faktor, lidt lig de nationalistiske tendenser hos os.
Udstillingen forseger at forholde sig til punkter i kinesiske og
vestlig tradition for at diskutere historiens »genkomst« i det
moderne.

Der siges at hvis konfucianismen er maskulin i sin form kun-
ne Daos udgangspunkt vaere den feminine, natur. »Kend det
mandlige, men fasthold det kvindelige, og du vil vaere en slaegt
for verdenc. Intet i verden er mere bledt og svagt end vandet,
men hvad angar at gribe det harde og staerke kan ingen overga
det.« Derfor er tanken at alle 12 dyretegn er baret af kvinder,
og ud over dyremasken baerer hver figur to attributter, ting,
genstande.
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Zodiac sculptures

For an exhibition in Beijing | am making various sculptures
based on the 12 Chinese Zodiac Animal Signs: The Rat, Ox,
Tiger, Rabbit, Dragon, Snake, Horse, Sheep, Monkey, Rooster,
Dog and Pig.

In China Confucius and Laozi (Dao) are two of the greatest phi-
losophers at a number of philosophical schools. Over time the
time they have been ascribed a status of »holy« and in a rather
shallow way you could say that Confucianism is an official, a
government and state-thinking religion — »rational« — in con-
trast Daoism is popular, diverse, incomprehensible with many
religious traditions in trade. The 12 animals are said to be of
Buddbhist origin.

Inthe Chinese tradition of thinking we often see Confucius, Laozi
and Buddhism in a number of different combinations on a daily
basis. For decades the history, religion and traditions of Commu-
nism has been despised, but in recent years it has been officially
reinstated as an identity-creating and unifying factor — like the
The New Face of European Right-Wing Populism. The exhibition
attempts to relate the points in the Chinese and Western tradi-
tion and discuss the »return« of history in modern times.

It is said that if Confucianism is a masculine shape, the shape
of Dao would be the feminine. »Know the male, but keep
the female and you will be a relative to the world. Nothing
in the world is more soft and weak than the water, but when
it comes to catch the tough and strong, no one can outdo it.
Therefore, the idea is that the 12 animal signs are worn by
women, and in addition to the animal mask each figure carries
two artifacts.
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Politisk prioritering eller strangulering
af Kunstakademiet
10.06.2017

Atkapitalistiske skonomer som Adam Smith ansa hele denne sam-
fundsgruppe (kunstnerne), for en flok vaerdilese parasitter er sa
kendt, at det neeppe er vaerd art naevne. Jorn i Vaerdi og @konomi.

At finansministeriet og Moderniseringsstyrelsens algoritmer i
sandhed lever op til dette, ville derimod vaere vard for vores
politikere at taenke over.

Ernest og Young har for E.U. i 2014 lavet rapporten »Creating
growth« som paviser de kultur -og kunstbarne erhvervs betyd-
ning for vaekst og udvikling i E.U. omradet. Den burde folketing
og regering hente pa nettet, laese og analysere og tage alvor-
ligt. Den viser klart og tydeligt, at finansministeriets modeller
og moderniseringsstyrelsens rationaliseringer er Danmarks
sterste problem lige nu.

Et vaekst og rationaliserings vanvid der forelgbig har sendt 12,3
milliarder ud af landet og en milliard skattegzld, der ikke kan
inddrives, er ved at udmarve vores samfund, det skulle vaere
det, der var visionen for vores fremtid.

Mens den kunstneriske formdannelse kan give mulighed for at
erkende os selv, det betyder kritisk at saette sig udenfor sig selv,
og med denne selviagttagelse fa muligheden for at erkende fejl,
mangler, laster og dyder, er en omkostning der skader vaeksten.

Lige nu er politik i Danmark en lukket rundkersel, saet nu kunst-
arterne, videnskaberne fri og styrk udvikling, vaekst, velfeerd og
Danmark i en globaliseret verden.

Politiken har i sendagsudgaven en artikel, om nedskaring pa
38% af (bastarden) Arkitekt + Design + Konservatorskolen
(endnu en nedskaering skal tilfgjes) i tidligere aviser har i om-
talt nedskaeringer pa Det kgl. Teater, scenografi afd., Det kgl.
Kapel, Operaen, Balletten osv., dertil kan tilfgjes vores museer,
landets orkestre, Kulturstyrelsen, Statens Kunstfond.

En institution er gaet under Politikens radar, Det kgl. Danske
Akademis Billedkunstskoler.

1 2011 fastholdt Thorning Schmidt regeringen Thor Pedersens
sakaldte genopretningsplan (aldrig er sa meget blevet nedlagt
som under denne genopretningsplan) grundet allerede foreta-
get besparelser og deraf felgende fyringer og nedskeeringer,
valgte Kunstakademiets Rektor at opgive Billedhuggerskolen
Frederiksholms Kanal, Materialgarden, som havde varet en del
af Kunstakademiet side grundlaeggelsen i 1754, sa efter 257 ar
forsvandt en skole og et professorat.

Sammen med et hold studerende og hjelp fra Peter Lassen og Jor-
gen Nergaard forsagte vi et ar at eendre beslutningen, forgaeves.
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Det lykkedes at vriste Det Store Atelier ud af Bygningsstyrelsen
som selvsteendigt lejemal, her har Johannes Wiedewelt udfert
bla. Frederik d. 5's gravmzle i Roskilde Domkirke, Dajon sine
figurer til Frinedsstetten, Den aldre Bissen Isted Leven og Den
tapre Landsoldat, den yngre Bissen bla. Absalon pa Hejbro
Plads, Anne Marie Carl Nielsen Rytterstatuen af Dronning
Margrete d. |, mens Carl Nielsen komponerede ved siden af,
og sa Utzon Frank og Hein Heinesen med flere, som professo-
rer og billedhuggere. Der er i Materialgarden ophobet kunst og
kulturhistorie, som har praeget vores Danmarks billede.

Da jeg var fungerende professor ved Billedhuggerskolen
Charlottenborg 1985 — 94, var vi 8 professorer, og alle labora-
torier fuld besat med lektorer og assistenter, i lebet af 80'erne
og op gennem 90'erne var det kgl. Danske Kunstakademi anset
som et af de bedste akademier i Europa. Der er stadig frem-
ragende kollegaer der arbejder pa Akademiet, men nedskae-
ringer har udhulet Akademiets handle muligheder katastrofalt.

De 8 professorer ved hovedskolerne er beskaret til 3,412017, sa
ophgjes lektoratet for grundskolen til et professorat som treste-
praeemie. Men i tiden 2008-2020 falder den samlede bevilling for
Det kgl. Danske Kunstakademi og Charlottenborg Kunsthal fra
62,5 millioner til 43,9 millioner, det formentlig betyde max. 2 pro-
fessorer og en halvering af laboratorie lektoraternes tid og ansatte.

Et sadant Akademi er ikke funktionsdygtigt, vi har aldrig veeret
rigere, da vi var langt fattigere, havde vi rad til Kunst, Arkitektur
og Kultur, det har skabt den velstand og den kultur vi i dag ny-
der godt af, hvad efterlader vores konkurrencestat fremtidige
sleegter? En gdelagt natur? et forarmet bymiljg? tarvelige indu-
striprodukter? et forarmet kulturliv?

Billedkunstskolerne kvales langsomt, mens konkurrencestat,
Finansministerium, Moderniseringsstyrelse og kortsigtet vaekst
pisser i vores bukser.

Foto: Martin Erik Andersen

Kzre Naser Khader
23.08.2017

Du skal have en stor tak, at der er sa megen konservativ and,
at du for ferste gang i lang tid fremsaetter et konkret forslag til
at lefte kunstarterne i forbindelse med finansloven. Jeg teenker
selvfelgelig pa dit forslag om, at unge dimittender fra Det kg|.
Danske Kunstakademi o. a. Akademier kan fa et ars S.U. til at
starte deres selvsteendige virksomhed.

Maske er situationen langt alvorligere end som sd, om ikke
sa leenge er der ikke flere professorer pd Akademiet, den
stadige 2% effektivisering udhuler ikke blot vores fysiske
sundhedssystem, men i lige sa hej grad vores andelige og
kulturbzerende institutioner, metoder taget fra homo faber,
menneskets produktive fremstillings arbejde, anvendes ukri-
tisk pa homo ludens og dermed kunsten, hvorledes effekti-
viserer man en symfoni af Beethoven eller et maleri af Asger
Jorn?

Da jeg var fungerende professor bestod professorkollegiet af
8 professorer og en fagligt godt sammensat lzererstab indenfor
de forskellige discipliner. Akademiet i Kebenhavn havde rejst
sig fra stilstanden i efterkrigsarerne, i 70'erne kommer Robert
Jacobsen, Richard Mortensen, Aagaard Andersen, Freddie,
Albert Mertz, Svend Wiig Hansen med deres internationale
baggrund og gav Akademiet en ny tyngde, og i 80'erne kom
generationen fra de berygtede 60'ere og ferte Akademiet ind i
den nye globale realitet, og op gennem 90'erne udvidede Aka-
demiet sin internationale position.

Trods mange advarsler har man uhzmmet udhulet Akademiets
position, der er dygtige professorer og laererkrafter, men de
er beskaret, sa de ikke har den volumen, der skal til, i dag er
der 5 professorer med de udmeldte »effektiviseringer« er der
i 2020 max. 3 og en laererstab under 20% af det nedvendige,
Akademiet er reelt nedlagt.

Sa maske er dit forslag gratis, der er snart intet Akademi pa Kgs.
Nytorv. Det vil sikkert glaede Finansministeren og Modernise-
ringsstyrelsen, sa kan endnu en statslig ejendom szlges.

Det far mig til at sperge: Hvorfor skulle Billedhuggerskolen i
Frederiksholms Kanal efter 240 ar nedlaegges og et professorat
fiernes? Hvorfor skulle Sekvasthuset salges og Orlogsmuseet
nedlaegges? Hvorfor skal Gl. Dok salges og Statens Veerkste-
der for Kunst flyttes hen, hvor ingen kunstnere i hele Danmark
onsker det? Hvorfor salger Finansministeriet og Modernise-
ringsstyrelsen Vestindisk Pakhus hen over hovedet pa Statens
Museum for Kunst, med besked om at hele Den kgl. Afstab-
ningssamling skal fiernes inden 2 ar?

Vi reddede i slutningen af 70'erne denne kunst og kulturskat
fra destruktion, der er ofret millioner pa dens restaurering, det
er en af de 3 fineste i Europa, det er afstebninger tilbage fra

1700- tallet, og udover den kultur og kunsthistoriske veerdi, re-
praesenterer den mange millioner.

Vi har aldrig vaeret rigere, der har aldrig varet flere penge, men
vaesentlige kulturelle og kunstneriske institutioner skal udhules
og nedlaegges, som vi, da vi var langt fattigere, forsvarede og
stod fast pa?

Jeg haber |, i de neoliberalistiske markeds tager, stadig er lidt
kulturkonservative?

Kaere Mette Bock
17.10.2017

Tak for sidst og tak for talen ferst og fremmest i Horsens, men
ogsa den pa Clay.

Vi aftalte at mgdes i mit atelier i Frederikholms Kanal, jeg forstar
din travle kalender, men den stundende diskussion om endnu
en sammenlaegning nu dvs. kunstskoler, ger det meget aktuelt
at vi kunne finde et made snarest.

Jeg har talt med Olafur Eliasson om det vi begge finder er dybt
problematisk og ville gerne tale med dig om hvordan vi kan se
kunstens muligheder i en fremtidig global realitet.

De frihedsidealer vi har med os fra oplysningstiden har skabt
vores dynamiske kultur, her er de 3 frie uafhaengige institutio-
ner Universiteterne, Akademierne og Retsvaesnet de afgeren-
de (H.C. Orsted) de skal give demokratiet kritisk modspil, uden
dette havner vii demokratismens populistiske tager. Hvorledes
dette udvikles videre ville vi gerne tale med dig om.

Mens brevet skrives har tidligere Rektor dr.phil Else Marie
Bukdahl ringet og meldt sig til samtalen.

I'hdb om positivt svar.
Bjern Nergaard Olafur Eliasson

English summary

In January, the Minister of Culture, Mette Bock, set up a com-
mission to analyze the future challenges for art education in
Denmark.

In the first presentation of the analysis, it was suggested that
all the higher art education should be put together in one or-
ganization or two major institutions. One in the East of Den-
mark and the other in the Western part of Denmark.

But after very harsh criticism from several of the Parliamenta-
ry parties, the Principles of the art education and students who
felt manipulated, the Minister decided to call off the proposal
in October.
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RUM TIL UNGE TALENTFULDE KUNSTNERE

5 veerksteder Hvor / Nordhavn, Danmark i

arbejdsrum til unge talentfulde kunstnere
aard, Unionkul v. Klaus Kastbjerg

- — -

IDE

Forord - Bjgrn Nergaard

I en lund kaldet Akademos startede Platon sit Akade-
mi 385 f.kr, bl.a. kendt fra Raphaels fresko i Vatikanet.
Her ses tidens og fremtidens store ander diskutere og
argumentere pd lige fod, livets store og smd spargs-
mal, her talte argumenter og den personlige autori-
fet.

Nu 2400 &r senere, hvor Kebenhavn tivoliseres til et
partyland, og handveerkere, smd nceringsdrivende,
studerende og kunstnere jages ud af byen, ma visom
Platon anlcegge et Akademi af kunstnervcerksteder i
Nordhavn.

Container betyder beholder, disse Akademibeholde-
re, skal ikke lcengere fragte alverdens ting og sager
over oceanerne, men sende de nye kunstneres drgm-
me og visioner ud i verden.

Som sagt s& gjort.
2

Ved en turi Nordhavn med "Kulturmiljgselskabet” dis-
kuterede vi med By & Havn brugen af eksisterende
bygninger og anlceg og dermed Nordhavns scerlige
kvaliteter. En bemcerkning om Nordhavns manglen-
de kunstplan, udlgste en samtale om kunstens og kul-
turens vilkar.

Ved mine mange samtaler med yngre kollegaer stod
det klart, at behovet for atelier muligheder af fgr om-
talte &rsager, var et hovedproblem, og som altid, nar
de rigtige mennesker mades, fortalte Klaus Kastbjerg
om sit container kontorhus i omradet, og det hele har
nu udviklet sig til dette projekt, som ses i dette hcefte.

Arkitekterne har udarbejdet et fremragende forslag,
som bdade rummer individuelle arbejdsrum, sterre foel-
les atelier, veerksteder, kontor etc.

| dette " jomfruelige” land blandt vilde blomster, med
by og himmel, en &ben horisont og byens skyline p&
samme tid, kan som i antikken blandt lige moend og
kvinder, i samtale og fri tanke, skabes nye billeder il
en ny verden.

Tak til By & Havn og Klaus Kastbjerg, der er hgit fil him-
len i Nordhavn.

Udviklet af By og Havn, Bjern Nergaard, Unionkul v/Klaus Kastbjerg. Radgiver Arcgency
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Skuletur til AIAS instituttet
ved Arhus universitet

Installeret i lebet af 2018

Aias / Universitet / Det Universelle

Forestillingen om et univers, det altomfattende, og univer-
sitetet som det sted hvor man studerer sandheden om det
hele, universet som den tilstand der opstar af kaos.

H.C. @rsted. Kunst / Videnskab / Ret (Ars/Scientia/lustitia).

3 figurer bundet sammen af et det almene, sekulaere, no-
minelle trapper og rummet i trappen det andelige.

Skulpturen er bygget op som et indre Babelstarn med refe-
rence til Tatlin og Merzbau.

»Der Ursprung Der Zukunft«, Den globale encyklopadi,
den europaeiske dynamik?, Tradition-modernitet, En orga-
nisk allegorisk modernisme.

Afstab. klassiske og andre fragmenter, modelstudier, ana-
tomi, Lagregation Trouve, assamblage nuveau, fra billeder,
strukturer, frie allegorier, konglomerat af genrer, katego-
rier, begreber, hybrider som danner nye helheder, sample-
lage, det hele modelleret frit.

Materiale: Bronze, tinbronze, guldbronze, sten, plade, trae
og glas. Selve hovedfiguren stebt.
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A sculpture next to Aarhus

Institute of Advanced Studies (AIAS)
Aarhus, Denmark

Scheduled to be installed in 2018

AIAS / The university / The Universal

The idea of a universe, the all-imbraling, and the university
as the place where you study the truth about the universal;
The Universeas a state of Chaos.

H.C. @rsted. Art / Science / Law.

The three figures are to be connected through the com-
mon, secular and spiritual staircase.

The sculpture is built like the inside of The Tower of Babel
with reference to both Tatlin and Merzbau.

»Der Ursprung Der Zukunft«, The global encyclopedia, the
dynamics of Europe?, tradition and modernity. Allegories
of Modernism.

The elements for the sculptures have carefully been bast
from classical and other fragments, model studies, anat-
omy, Lagregation Trouve, assamblage nouveau, from im-
ages, structures, free allegories, conglomerate of genres,
categories, concepts, hybrids that form a new whole: sam-
plage. A process where everything is free.

Finally the sculpture will be made from/of bronze, tin
bronze, gold bronze, stone, planks, wood and glass.







Tro, hab, karlighed og fortvivlelse /
Faith, hope, love and despair 2017
Steinprent — The Faroe Islands Lithographic Workshop
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Eigheen and V1 Gallery presents

Horses

Tormer Alut

Troeks Warsel
Kaspar Oppen Sa

AL H

BJORN NGRGAARD

04. MARTS - 29, BLARTS 21T

GLOSTRUP FRITEDSCENTER
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1-4

Arsskrift 2016 reception pé Frederiksholmskanal v/ Birgir Enni
og Restaurant Mielcke & Hurtigkarl /

Reception at Frederiksholmskanal with food by Birgir Enni
and Restaurant Mielcke & Hurtigkarl

5

70 ars fedselsdagsreception v/Restaurant Mielcke & Hurtigkarl
fra Paradehuset i Det Kgl. Haveselskabs Have, Frederiksberg /
70" birthday reception hosted by Restaurant Mielcke &
Hurtigkarl at The Danish Royal Horticultural Society's Garden,
Frederiksberg.

6

Udstilling / exhibition
‘Bjern Nergaard', Glostrup Kunstforening
04.03. -29.03.2017

7

Udstilling / exhibition
'Horses', V1 Gallery & Eighteen, Kebenhavn
20.05. - 05.08.2017

8

Udstilling / exhibition

‘Denn durch die Liebe wird der Mensch besser’

Stiftung Christliche Kunst Wittenberg, Lutherstadt Wittenberg
Germany, 08.09.2017 - 13.05.2018

9-10
‘Videnskab — Lidenskab' pa Ny Carlsberg Glyptoteket /
‘Videnskab — Lidenskab' at The Ny Carlsberg Glyptotek

11

'Kina Snak' med Lene Winther pa Radio24syv /
‘China talk' with Lene Winther at radio Radio24syv

Millennium-propaganda, det
hvide guld og Bjern Ner-
gaards kinesiske forbindelse
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1-2
‘Stylit.com/Sofie’ (2016) and 'Stylit.com/Morten’ (2016)
i foyeren pa Hotel Skt. Petri, Kebenhavn / Copenhagen

3

Udkast til et telt til Folkemedet pa Bornholm 2018 /
A proposal for a tent for The People's Political Festival at
at Bornholm in 2018

4

1:1 lerhund til skulpturen ‘De Rede Hunde' /
1:1 dog in clay for the sculpture ‘'The Red Dogs'

5

Mockup for opsatningen af '‘Mismatch Repair' (2016)

foran Det Sundhedsvidenskabelige Fakultet, Kebenhavn /
Mockup for the installation of ‘Mismatch Repair' (2016) in front
of the Faculty of Health and Medical Sciences, Copenhagen
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6

Gipsmodeller som skal stebes i glas i Kina /
These plaster models is about to be molded in glass in China

7

‘Biologisk mangfoldighed' (2008) genetableret /
‘Biological Diversity' (2008) reinstalled

8

Nej tak til digitale standere! /
Please leave us alone from the digitale poster!

9-10

De forskellige dele til Sarkofagen er snart feerdigproduceret.
Bl.a. elefanterne til sgjlerne hos Fonderia Mariani Bronzestgber
i Italien og glaselementerne hos Lhotsky i Tjekkiet /

The various parts for the Sarcophagus are soon finished.

The elephants for the columns from Fonderia Mariani in Italy,
and the glass elements from Lhotsky in the Czech Republic

(11 Politiken, 19. JAN. 2017

De byrum, hvor vi kunne falde til ro og
nyde byen og hinanden og vejret, bliver
Invaderet af de her forpulede reklamer
stolpe op og stolpe ned

Digitale standere 12.01.2017

Kare TMFKP Haringer

Som detail-handler pa Streget i mere end 30 ar, og som forkeem-
per i mange fora for en smukkere og mere rummelig by skal jeg pa
det kraftigste protestere mod opsatningen af disse nye, digitale
reklame-standere.

Kebenhavns indre by og Streget har behov for et overord-
net left, oprydning, mere renhold og opretholdelse af de regler,
kommunen sa glimrende har sat — byen har ikke brug for mere
tvivisomt gade-inventar, der tilmed stdr og straler og larmer, rent
visuelt!

Jeg haber TMF vil komme pé bedre tanker, og ikke tillade et sa
drej-kommercielt og aekelt indgreb i byens smukke rum.

Med gode hilsner, Mads Nergaard




1

Cover til Mike Sheridans nye album / Cover for Mike Sheridan's new album

2

Siggi og Bjern Nergaard og Den allersidste nadver /
Siggi and Bjern Nergaard and The Very Last Supper

3

P4 skovtur med Tan Ping og Teng Fei i Horsens skov /
On a picnic with Tan Ping and Teng Fei in Horsens Forest

4

Temperaturholder til Klaus Bonde Larsen og Anne-Marie Maerkedahl /
A Temperature sensor for Klaus Bonde Larsen and Anne-Marie Maerkedahl

5-6

Skulptur til Stevens / A sculpture for Stevens
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