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Da jeg var barn spiste vi til dagligt
pa et bord deekket med en smater-
net voksdug, hvis mgnster var som
et svagt modificeret grid. Kiggede
man leenge ned i bordet var det som
om mensteret beveegede sig. Stadig
dukker bevaegelsen i dette monster
ofte op nar jeg lukker gjnene, som
var det lagret pad min nethinde.

Sidsti1960’erne, fik vi et mere stor-
menstret voksdug med store, svagt
orange, neermest superellipsefor-
mede rammer, pa en brunlig bag-
grund. Dette monster er ikke, pa
samme made som det forste, lagret
panethinden, men blev ikke desto-
mindre tydeligt kaldt frem af min
erindring, da jeg i 2002 sd nogle ma-
lerier af Bodil Nielsen pa udstillin-
gen ’On a Clear Day’ pa Sophien-
holm (som hun ogsa var med til at
tilretteleegge). Lignende former og
monstre var her, som noget hver-
dagsagtigt konkret tidsligt, skudt
ind foran noget helt abstrakt, som
synes at veere det grundleggende,
selve grund-laget.

I andre af Bodil Nielsens malerier
treeder dette grundlag frem i mere
ren form, som det f.eks. skete pa se-
paratudstillingen pa Galleri Specta
i2005. Lodret orienterede leerreder
opdelt vandret i felter eller striber
af forskellig farve.

Tilsyneladende var disse malerier
helt abstrakte og ved forste blik til-
syneladende rundet af 1960’ernes
minimalisme. 'Rene malerier’ befri-

et for illusioner og henvisninger.
Malerier som rene objekter.

Men, sddan er det netop ikke helt
med malerierne fra Specta. De lod-
rette, tavleagtig formater og de
vandrette stribers forskellige hgjde
introducerer et hierarki og en,
omend svag, relation til det menne-
skelige legeme og landskabet. Eller
maske rettere en skeering mellem
statuen og landskabet. Formelt set
tangerer malerierne altsa billeder
af statuen, landskabet og disses re-
duktion til det absolut minimale.
Faktisk baerer de ogsa titler, hvis
forste ord er fx. Pacific, Daylight,
Morning, efterfulgt at farvekombi-
nationen, eller Sunset, Sunrise.
Disse treek er formodentlig udtryk
for et forseg pa at inddrage beskue-
ren i maleriet og dets mulige rum,
men opbygger tillige antydningen
af en essens. At en morgen fx. kan
renses og reduceres, sa at sige ind-
dampes, til tre farvefelter; deres ud-
streekning, proportion og indbyr-
des relation. En sddan forestilling
om, og leengsel efter, en sandhed
bag fremtreedelserne er kendeteg-
nende for ikke mindst traditionen
(jfv. Rosenblum) fra romantikken
og frem til den abstrakte ekspressi-
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onisme, eksempelvis Mark Rothko

(som ogsa naevnes fordi hans veerk
udgor et pejlemeerke i Nielsens uni-
vers). Det som kendetegner forso-
gene paimaleriet at vaekke beskue-
rens folelser og bibringe hende/
ham en seerlig oplevelse af dybde, af
en autencitet inde i billedet, bag
dets overflade, som derved netop
opfattes som overflade, en slags
gardin. Malerierne fra Specta er pa
den led billeder.

Iforhold til tilbgjeligheden mod bil-
ledet seetter Bodil Nielsen imidler-
tid farverne, hvis artificielle, og
temmelig profane, 'pang’-karakter
og uortodokse konstellationer neer-
mest far maleriernes felter til at
selvsteendiggore sig som planer og
séledes modarbejder tillgb til fore-
stillinger om rum, helhed og bag-
vedliggende autenticitet. Farverne
nedbryder forestillingen om dele-
nes indbyrdes relationeriforhold
til opbygningen af en helhed. Ikke
blot fordi det profant ’dekorative’
annulerer ophgjetheden. Som et
maleriets andet lag, der undsiger
det forstes antydning af betydning.
Men, ogsa fordi farverne i visse til-
feelde far os til at se felterne som
svagt forskudte i dybden.

Nok er malerierne (ogsa, og forst og
fremmest) malerier, objekter, men
de antyder samtidig og vedholden-
de muligheden for eksistensen af

noget andet bag leerredets overfla-
de. Og dette samtidig med at de
klarger, hvorledes denne overfla-
des fremtreeden afhaenger af sans-
ningen, oplevelsen af den.

Men, tilbage til voksdugene og
Bodil Nielsens gvrige malerier. I
mange af disse optreeder et nyt vee-
sentligt aspekt i det maleriske uni-
vers, nemlig det banale.

I det hele taget synes hendes bille-
der bestandigt at svinge mellem det
ophgjede og det banale, henvisnin-
gen og tingene som de er, evighe-
den og hverdagen.

Det banale repreesenteres ved hvad
man kunne kalde vage former.
Eller maske stiliseringens former.
En formverden vi kender fra deko-
rationen og/eller ornamentet.

Hvis vi ser pa former i det hele taget
og som sadan, og ordner dem i en
slags spektrum, sa har vi pa den
ene side de former vi kender fra mi-
nimalismens reducerede formelle
repertoire, nemlig fortrinsvis kva-
dratet og rektanglet, men ogsé ek-
sempelvis polygoner. Dvs. rene, ab-
strakte, geometrisk bestemte for-
mer. Eller: generelle, ikke-designe-
de former, netop: ikke-former. Over-
for disse star de specifikke, steerke
former. Eksempelvis former der er
bestemt af en kontekst, er designe-

de og evt. illuderende/henvisende i
forhold til bestemte ting.

Et ornament vil saledes ofte henvi-
se til naturen og i sig selvvaere en
stilisering af maske en bladranke,
hvis svingninger gores regelmees-
sig, ligesom bladene forenkles med
henblik p& gentagelsen. Sidelgben-
de med billedkunstens udvikling
mod abstraktion i det 20. &rhundre-
de, blev ogsd ornamentet og deko-
rationens former udsat for en for-
enkling og geometrisering pé be-
kostning af henvisningen. Saledes
udvikledes der, tydeligsti 1970’erne
og givetvis under pavirkning af mi-
nimalismen, sddanne hybrider mel-
lem de helt geometrisk bestemte
ikke-former og de steerke former:
det vi her kalder vage former. I
Bodil Nielsens repertoire optreeder
eksempelvis de sakaldte ballonfor-
mer, som er noget iretning af til-
spidsede cirkler, nogle gange af-
sluttet i en ret vinkel (maske som
en hilsen til netop denne forms ’op-
finder’ billedkunstneren Ib Geert-
sen), eller de superellipse-agtige
former, der sammensmelter ellipse
og rektangel, eller cirklerne med
bolgekontur, som pa én gang er én
og mange cirkler.

Disse formers rolle i malerierne er

flere. I forhold til et minimalistisk
udgangspunkt er de forurenende.
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Selvom de er svage og generelle er

de nemlig belastede af deres hen-
visning til et kommercielt oriente-
ret dekorationsvokabular (det som
Pernille Albrethsen ien tidligere
katalogtekst om Nielsens arbejder,
har kaldt ’en folkelig funktionel
genre’), som ovenikgber er steerkt
tidsbundet. Disse former henviseri
kraft af deres udredelse til en be-
stemt tid (deres storhedstid), jeevn-
for min voksdugshenvisning, en tid
som tilmed var rammen om Bodil
Nielsens egen barn- og ungdom,
hvorved der indtreeder et biografisk
aspekt, en henvisning til kunstne-
rens egen erfaringsverden. Hertil
kommer deres forbundethed med
det banale i og med ovennaevnte de-
korationsvokabulars enorme ud-
bredelse pa allehande hverdagspro-
dukter fra boligtekstiler, tapeter,
sengetgj til lampeskaerme og altsa
voksduge. Deres henvisning til
hverdagen.

Der er altsa i disse sidste tilfeelde
tale om en slags slidtage, eller for-
urening gennem brug, som kleber
til disse former og ikke kan henfores
til, eller hidrogrer fra formerne selv.

Netop i kraft af de vage formers ab-
ning mod det subjektive og narrati-
onen virker de i malerierne som det
Bodil Nielsen kalder 'beskuerens
allierede’. Det man som beskuer let-
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test og umiddelbart kan forholde
sigtil. Det som far én til at se paA ma-
leriet fordi det lader sig relatere til
ens verden og ikke blot distancere-
rer sig fra den som noget andet,
hvad det naturligvis ogsa er, men
ikke kun.

Men, hvad med disse formers rolle i
forhold til det vi tidligere har kaldt
maleriernes grund-lag, de mono-
krome farvefelter? Nogle gange er
de som sma forstyrrende gespen-
ster. Andre gange mere integrerede
imaleriet som primeare elementer.
Atter andre gange dominer de helt.
Ogséaiforhold til maleriets lag, hvor
de dels ligger gverst, underst eller
skeerer sig ind i. Med andre ord,
synes de ofte at have fundet sig en
rolle der er ligeveerdig med felter-
nes, idet de, mere eller mindre, flet-
ter sig ind imellem disse.

Og alligevel. Ilobet af de seneste ti
ar har Bodil Nielsen begéaet en
reekke malerier, der udelukkende
eller overvejende er opbygget af cir-
kuleere felter, evt. kantet med en
lille bolgekontur a la deekkeserviet-
ter, pa en hvid eller monocrom
bund (hvilket undertiden kan frem-
kalde associationen til spiseborde
under deekning, set oppefra). Cir-
kelformerne er arrangeret pa fla-
denien slags orden, et system som

styrer deres position og indbyrdes
relation, men pa en sddan made at
de kan danne eller antyde figurer
ogtegn. Lidt svarende til den made
hvorpé prikkerne i blindsskrift
eller peererne/dioderne i en lysavis,
danner bogstaver, bortset fra at ma-
leriernes cirkler ogsa kan glide
overihinanden og nogen gange af-
vige fra det cirkleere.

Cirkelfelterne har farver, forskelli-
ge farver, og synes ofte neermest at
blinke som trafiklys. Endvidere
synes farveskiftene, savel som
formeendringerne, til en vis grad at
unddrage sig dannelsen af faste
strukturer og/eller tegn, idet de til-
syneladende folger andre regler
eller fordeler sig arbitreert. Som en
lyssavis der er gaet agurk, eller
maske set sa teet pa at bogstaverne/
tegnene netop fortegner sig. Set
saledes antyder disse malerier en
slags tegnenes krise eller sammen-
brud, men optimistisk i den for-
stand at nye konstellationer svang-
re med nye betydninger hele tiden
opstar. Som endnu ikke leselige
tegn og alfabeter, beriget af farvens
mere eller mindre latente betyd-
ning. Som hvis fx diodepanelernes
bogstaver og tal muterede til nye
fluktuende tegn overlejret at farver-
nes skiftende konstellationer, idet
diodernes orange suppleredes med
adskillige andre.



I disse malerier er anvendelsen af
de forneevnte svage former, tillo-
bende til det ornamentale og den
dermed forbundne tidsfeestelse, sa
godt som ellimineret. Til gengaeld
er savel svagere, blop-agtige, som
steerkere, symbol/tegn-agtige, for-
mer, eksempelvis stjerner, dukket
op.

Oglangsomt begynder formerne/
tegnene at gruppere sig pa de hvide
leerreders felter i centrerede, sym-
metriske, undertiden neesten dob-
beltsymmetriske, formationer.
Mens gentagelsen/spejlingen,
strukturen, peger mod ormanentet
peger centreringen mod tegnet.
Farveformerne synes at sveeve over
den hvide baggrund, det grundede
leerred, men i forskellig hgjde, idet
nogle deekker delvist for andre,
hvorved figur-grund relationen og
illusionen om rummet, er
(gen)introduceret. Nogle gange er
formerne translucente, hvorved
deres indbyrdes relation i dybden
er ubestemmelig. De heenger foran
vores gjne i et uendeligt hvidt rum.
Og de beveeger sig. Deres centrums-
sogende formationer virker alt
andet end stabile, men neermere
som pludseligt opstaede, flygtige
tegn-agtige ordenerien evig flyden.
Som drev formerne mod og tiltruk-
ket af det samme felt eller punkt,
som de straks efter at have naet,

spreder sig videre ud fra. En til-

stand som kan minde om et vi kan
se pa ydersiden af det organ hvor-
med vi ser, gjet.

Maske fremlsegges hermed et for-
sog pa at fa os til at se, at vi ser. At vi
ogsa serilag ogikke altid og nad-
vendigvis ser fokuseret og lige ud,
s at sige. At vi ogsa, og maske nok
sd meget, ser som hovedpersonen i
Georges Perec’s bog ”En mand der
sover”, som her er pa vej til at gore
netop det: "Du lukker gjnene, du
abner dem. Viruslignende eller mi-
krobeagtige former glider langomt
ned over indersiden af dine gjenlag
eller pa din hornhinde, forsvinder,
kommer pludselig frem igen pa
midten, neesten som for, cirkler
eller bobler, sma grene, sammenfil-
trede trade der tilsammen danner
noget der kunne ligne et fabeldyr.
De forsvinder for dig, dukker op
igen; du gnider gjnene og tradene
eksploderer, breder sig.”Sadan er
det, eller kan det veere, og hos mig
dukker den ternede voksdug stadig
op imellem alt det andet.

Saledes kan disse malerier mulig-
vis skeerpe vores bevidsthed om
hvordan vi ser.

Men de antyder ogsa vedvarende
forestillingen om et centrum, en
midte, eller en seerlig teethed. Men

en slags flygtige teetheder hvis tilsy-
neladende opbygning aftegn og la-
tente figurer allerede peger mod
disse oplgsning og spredning. Som
fluktuerende antydninger af mulige
glimtvise betydninger.

Med de her omtalte malerier frem-
leegger Bodil Nielsen forseg pa en
fortolkning af verden og den made
vi ser verden pé, som muligvis rum-
mer aspekter af sandhed, vel at
meerke uden at praetendere at gore
det, hvilket er afgorende for vores
interesse. Malerierne gor op med
forestillingen om en seerlig virkelig-
hed, en seerlig autenticitet bag over-
fladerne, men uden at elliminere
forestillingen om sddanne som
sadan. I stedet foreslar malerierne,
at der er tale om flere sandheder
eller essenser, og at vi opfatter
disse som sammenflettede med de
ovrige lag som vores opfattelse af
verden er opbygget af, banaliteten
inklusive. At ting og aspekter af til-
veerelsen ividt omfang eksistereri
relation til andre og vi ikke leengere
kan have nogen forventning om én
sandhed bag overfladerne som
abenbarer sig bag en spalte i disse,
men derimod nok om, at én blandt
flere sandheder eller betydningsop-
bygninger maske abenbarer sig
som glimt i spillet mellem mange
mere eller mindre fluktuerende lag.

Kjeld Vindum / profession ...
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‘While I was growing up, we ate our

everyday meals at a table covered
with a small-checkered oilcloth, the
pattern of which was something
like a pale modified grid. When you
squinted your eyes and peered all
the way down into the table, the pat-
tern seemed to be moving. Fre-
quently, the movement in this very
pattern still looms up before me, as
ifit had been stored on my retina.

Atthe end of the 1960s, a larger-pat-
terned oilcloth turned up on the
dining-room table inside our home.
This one had large, pale orange and
almost super-elliptically formed
frames appearing against a brown-
ish background. This pattern has
not been stored on the retina with
the same clarity as the first oilcloth,
but in any event it was quite dis-
tinctly called forth from the reser-
voir of my memory in 2002 when I
saw a number of Bodil Nielsen’s
paintings at an exhibition that was
called ‘On a Clear Day’ at Sophien-
holm (an exhibition for which she
was also one of the co-arrangers).
Also on view were similar forms
and patterns that had the effect of
something everyday-like, concrete
and temporal, interposed in front of
something completely abstract
which appeared to be the funda-
mental, to be the very ground layer.

In other paintings by Bodil Nielsen,
this fundamental ground layer
emerges in a more unadulterated
form, as was manifest at her solo ex-
hibition at Galleri Specta in 2005.
Vertically oriented canvases divid-
ed horizontally into fields or strips
of different colors. Apparently,
these paintings are completely ab-
stract and at first glance, evidently
descended from the minimalism of
the 1960s - paintings as pure, un-
referential objects.

But still, this is not really the case
with the paintings from Specta. The
horizontal stripes’ different heights
and the vertical tabular formats in-
troduce a hierarchy and a relation,
albeit a vague one, to the landscape
and the human body - or to put it
more precisely, an intersection be-
tween the statue and the landscape.
Formally speaking, the paintings
consequently border on pictures, of
figures and landscapes, respective-
ly, although they have been boiled
down to an absolute minimum. As a
matter of fact, they are endowed
with titles where the initial word
(for example, Pacific, Daylight,
Morning) is followed by a color
combination or by Sunset, Sunrise.
What these features supposedly ex-
press are an attempt to involve the
viewer in the painting and its poten-
tial space while also building up the
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suggestion of an essence. For exam-

ple, that a morning can be reduced,
can be evaporated, as it were, into
three color fields, their extension,
proportion and internal relations,
which for the viewer conjures up a
sensation of presence, of some-
thing genuinely morning-like.

This kind of conception and this
kind of yearning for a truth behind
appearances is especially charac-
teristic of the tradition (cf. Rosen-
blum) that wends it way from the
Romantic era up into abstract ex-
pression, as exemplified by Mark
Rothko (who must be mentioned
here because his work constitutes a
pivot point in Nielsen’s universe).
That which embraces the attempts
in the painting to arouse the view-
er’s sensations and feelings and to
convey to her/him a special percep-
tion of depth, a singular experience
ofthe authenticity inside the pic-
ture and behind its surface which,
on this account, is perceived quite
precisely as being a surface, as a
kind of curtain. In this way, the
paintings at Specta are pictures.

With respect to this inclination to-
ward the picture, however, Bodil
Nielsen applies colors whose artifi-
cial and somewhat secular amalga-
mation of refreshingly bold colors
and unorthodox constellations al-
most causes the paintings’ fields to
emancipate themselves as planes
and consequently work counter to
any attempts to manifest concep-
tions about space, wholeness and
authenticity in the work. The colors
undermine any notion about the
parts’ mutual relations in connec-
tion with the construction of a total-
ity - not only because the secularly

‘decorative’ cancels out the sublime
sense of loftiness - like a painting’s
second layer that renounces the
first layer’s suggestion of meaning
- but also because the colors, in cer-
tain instances, make the fields ap-
pear as being ever so faintly dis-
placed in depth.

As the paintings are (also and first
and foremost) paintings, objects,
however, they intimate at one and
the same time - and they do so per-
sistently - the possibility of the ex-
istence of something else behind
the surface of the canvas. And at
the same time, they clarify how this
surface’s appearance is contingent
upon the sensory process, upon the
perception of the surface itself.

But let’s get back to the oilcloths
and to the rest of Bodil Nielsen’s
paintings. In many of these works,
there is anew and important aspect
that turns up in the painterly uni-
verse, namely the banal.

By and large, her paintings seem to
be oscillating constantly between
the lofty and the mundane, between
the reference and the things as they
are, between eternity and every-
day life.

The banal is represented by what
could be called ‘vague forms’. Or
you might call them forms of styli-
zation: a world of forms known from
patterns and ornaments, from the
domain of decoration.

If we look at forms on the whole and
as such and we arrange them into a
kind of spectrum then, on the one
side, we have forms that are famil-
iarto us from minimalism’s re-
duced formal repertoire, represent-
ed primarily by the square and the

rectangular, but also including
forms like other polygons, that is to
say, pure, abstract and geometrical-
ly determined forms. Or, you might
say, generalized non-designed
forms and even more precisely,
non-forms. In direct contrast to
these are the specific strong forms:
for example, forms that are deter-
mined by a context, that are de-
signed and, as they case might be,
illusionary/referential in relation
to particular figures and objects.
Accordingly, an ornament will fre-
quently refer to nature and will in it-
self be a stylization of what might
be aleafy vine, the serpentine oscil-
lations of which are rendered regu-
lar, just as the leaves are simplified
for purposes of repetition. In paral-
lel with visual art’s progressive de-
velopment toward abstraction in
the twentieth century, the orna-
ment and decoration’s forms were
subjected to a simplifying and a ge-
ometricization that was effected at
the expense of the illusionary. In
continuation of this, what started to
emerge, and it emerged most clear-
lyin the 1970s, were certain kinds
of hybrids, not merely among geo-
metrically defined non-forms and
strong forms but also between dif-
ferent non-forms. It is these kinds
of hybrids that we are here calling
‘weak forms’.

What appear in Bodil Nielsen’s rep-
ertoire, for example, are the so-
called ‘balloon forms’, which can be
described as something along the
lines of pointed circles, terminat-
ing sometimes in aright angle,
whereby they amalgamate circle
and square (perhaps by way of pay-
ing homage to this particular
form’s’inventor’, the artist Ib Geert-
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sen), or the super-ellipse-like forms

that amalgamate ellipse and rectan-
gle, orthe circles with arched con-
tours, which partly amalgamate
one large and many small circles
and partly constitute a reference to
flowers.

The roles that these forms play in
the paintings are manifold. In rela-
tion to a minimalist point of depar-
ture, they are polluting factors.
Even though they are weak and
general in character, they are in
fact laden with their allusion to a
commercially oriented decoration
vocabulary (that which Pernille Al-
brethsen, writing in an earlier cata-
logue text about Nielsen’s works,
has labeled ‘a populist functional
genre’) which, moreover, is inti-
mately bound up with time. By vir-
tue of their use and their disper-
sion, the forms refer to a particular
time (i.e. their heyday) - think
about my alluding to the oilcloth - a
time which was actually the frame
around Bodil Nielsen’s own child-
hood and youth, whereby a biologi-
cal aspect sets in, a reference to the
artist’s own world of experiences.
Let’s also consider the forms’ inter-
connectedness with the banal as
evinced by the aforementioned dec-
oration vocabulary’s enormous pro-
pagation onto all sorts of everyday
products, ranging from residential
textiles, carpets and bedclothes to
lampshades and even oilcloths: the
forms’ reference to everyday life.

It can be said that these forms have
been subject to a kind of wear and
tear or even more correctly, a kind
of pollution through use, which is
attached to them as a layer of
meaning.
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It is precisely by virtue of the weak
forms’ opening toward the subjec-
tive world of experience and narra-
tion that they are operating effec-
tively in the paintings as what Bodil
Nielsen herself calls ‘the viewer’s
allies’ - that which one, as a viewer,
can most easily and immediately re-
late to, that which incites you to
look at the painting because it re-
lates to one’s own world and does
not merely distance itself from it as
something else.

But what about these forms’ roles
in relation to what we have previ-
ously called the ground layers of
the paintings, the monochrome
fields? Sometimes they are like
small bothersome ghosts. At other
times, they are more integrated
into the painting as primary ele-
ments. Then again, at still other
times, they dominate completely.
Also in relation to the painting’s
layers, where the forms sometimes
lie on top, sometimes on the bottom
and sometimes pierce their way in
between. In other words, the forms
often appear to have established
themselves in a role that is equal to
that of the fields, inasmuch as they
more or less weave themselves in
between them.

And even so. In the course of the
past few decades, Bodil Nielsen has
executed a number of paintings
that have exclusively or predomi-
nantly been built up of circular
fields and, in some cases, trimmed
with diminutive wave contoursin
the manner of place mats, on top of
a white or monochrome ground
(which might sometimes elicit asso-
ciations with a dining table all

decked out for service, as seen from
above). The circle forms have been
arranged on the surface in a kind of
order, a kind of system that appears
to reinforce their position and their
mutual interrelationship in such a
way that they can form or adum-
brate figures or signs, correspond-
ing somewhat to the way in which
the dots in Braille, or the bulbs/di-
odes in an illuminated sign, form
letters, aside from the fact that the
paintings’ circles can also glide
over into each other and can some-
times deviate from being entirely
circular.

The circular fields have colors, dif-
ferent colors, and often they almost
seem to be blinking, like traffic
lights. Moreover, the color-shifts, as
well as the changes in form, appear
to a certain extent to be eluding any
potential formation of firm struc-
tures and/or signs, since they are
evidently following other rules or
distributing themselves in what
seems to be an arbitrary fashion,
like an illuminated sign that has
gone haywire or is perhaps being
viewed from such close range that
the letters/signs actually dissolve.
Regarded in this manner, these
paintings suggest a crisis or disso-
lution of signs, in a certain manner,
but nonetheless in a rather optimis-
tic way in the sense that new con-
stellations that are pregnant with
new meanings are always cropping
up. As signs and alphabets that can-
not be read as of yet, enriched by
the color’s more or less latent
meaning - as if, for example, the
diode panel’s letters and numbers
were mutating into new fluctuating
signs superimposed by the color’s
shifting constellations, seeing that



the diodes’ orange is being supple-
mented with a great many other
hues.

In some of Bodil Nielsen’s latest
paintings, the employment of the
aforementioned ‘weak forms’, and
the concomitant tendency towards
the ornamental and the dating con-
nected with this have all but been
eliminated. On the other hand,
there are even weaker blob-like and
also certain stronger symbol/sign-
like forms that have cropped up:
stars, for example.

And slowly, the forms/signs start to
group themselves around the white
canvas’s fields in centered, symmet-
ric and sometimes almost double-
symmetric formations. While the
repetition/mirroring and the struc-
ture, point toward the ornament,
the centering points toward the
sign.

The color forms appear to be hover-
ing above the white background,
the primed canvas, but at differing
heights, seeing as some are partial-
ly covering up others, thus (re-)in-
troducing figure-ground relation-
ships and the illusion of space.
Sometimes the forms are translu-
cent. Consequently, their recipro-
calrelations in the depth are hard
to determine. They hang there in
front of our eyes in an interminable
white space. And they are moving
around. Their center-oriented for-
mations appear to be anything
other than stable but more like sud-
denly supervening transitory sign-
like sequences of order within a
never-ending flow, as if the forms
were drifting toward - and were at-
tracted by - the same field or point

from where, immediately after the
forms have reached it, they spread
themselves out even further, a con-
dition that can serve to remind us
of what we see on the exterior side
ofthe organ with which we see: the
eye.

Perhaps what is being set forth with
this is an attempt to get us to see
that we are seeing; that we are, in
fact, seeing in layers and not always
or necessarily looking in a focused
way and straight ahead, so to speak
-that we actually - and perhaps just
as much -are seeing in the manner
ofthe chief protagonist in Georges
Perec’s book, “A Man Asleep”. In
this passage, he is in the process of
doing just this: ”You close your
eyes; you open them. Virus-like or
microbe-like forms slowly glide
down over the inner side of your
eyelid or on your cornea, disappear,
suddenly make their appearance
again in the center, almost like be-
fore, circles or bubbles, small
branches, entangled threads which
altogether form something that
could resemble a fabulous creature.
They disappear one by one, turn up
again: yourub your eyes and the
threads explode, spreading out.”
That’s the way it is or the way it can
be. And, in my mind, the checkered
oilcloth continues to turn up
among everything else.

In this way, these paintings have
the capacity to potentially sharpen
our consciousness about the man-
ner in which we see.

However, they are also constantly
intimating the notion of a center, a
middle or a distinctive density, al-

beit they are transitory densities of

a kind whose apparent construc-
tion of signs and latent figures al-
ready points toward their own dis-
solution and spreading as fluctuat-
ing insinuations of possible mean-
ings apprehended in glimpses.

With the paintings that have been
discussed here, Bodil Nielsen is
presenting her attempts at coming
forth with an interpretation of the
world and of the way we see the
world, which possibly contains as-
pects of truth, and what is more,
without claiming or pretending to
do so, a point that is crucial to our
interest. Bodil Nielsen’s paintings
are settling accounts with the no-
tion of a special privileged reality, a
special authenticity dwelling be-
hind the surfaces, but they stop
short of totally eliminating the no-
tion of such things as such. Instead,
her paintings are suggesting that
what we have are several truths or
essences and that we apprehend
these as being intertwined with the
rest of the layers from which our
perception of the world is con-
structed, including the banal. They
are suggesting that elements and
aspects of life exist, to a great ex-
tent, in relation to others and that
we cannot continue to harbor ex-
pectations about one single truth
beneath the surfaces, which will
come to reveal itself behind a fis-
sure in these surfaces but that, on
the contrary, it is more likely that
one among several truths or con-
structions of meaning might just
come to reveal itself as a glimpse in
the ongoing interplay among many
more or less fluctuating layers.

Kjeld Vindum / profession ...

20



