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Forord

Karen Grgn

Museumsdirektor,

Trapholt

I udstillingen Kryptomania udfolder Mie Mgrkeberg en verden af
vaesner, guder og landskaber. Hendes verden forekommer umiddel-
bart genkendelig, men ogsa dragende, urovaekkende og krypteret.

For Markeberg kommer billedet fgr ordet. Man skal tage sig tid

til at stoppe op, tage imod og undres. Der er ikke nogen entydige
forklaringer pa, hvordan vi oplever eller skal forsta Markebergs
univers. En metode kan veere at szette sig til rette og se koncentreret
pa et udvalgt veerk i flere minutter og opleve, hvad det vaekker
indeni. Tekster om hendes kunst skal kun forstas som bud ud af
mange mulige bud pa laesninger af Magrkebergs malerier.

Titlen Kryptomania henviser til, hvordan Mgrkeberg maler en hel
verden frem, hvor den traditionelle opdeling mellem menneske/
natur, virkelighed/drem, inde/ude, dag/nat er i oplgsning. Hendes
motiver forekommer umiddelbart genkendelige med menneske-
lignende figurer, der samtidigt blandes sammen med dyre- og
naturelementer og rumlig desorientering. Mie Mgrkeberg maler en
krypteret version af virkeligheden, som var det en drem, hvor logik
oplgses.

Mgarkeberg er optaget af, hvordan nutidens teknologiske muligheder
og klimamaessige udfordringer pavirker idéen om, hvad det vil

sige at veere menneske. Maske er vi langt mere forbundne med
teknologien, materialer og naturen, end vi tror i ferste omgang. |

disse ar er der en ny sakaldt posthuman forstaelse af, at vi menne-
sker ikke er en hgjere art med ret til at herske over natur, materialer
og teknologier. Den posthumane virkelighedsforstaelse anskuelig-
ger, hvordan mennesker, natur, materialer og teknologi pavirker
hinanden gensidigt. Naturen pavirker os med global opvarmning
og corona-pandemi. Mobiltelefonen s&endrer vores opmaerksomhed.
Vi er saledes i konstant udveksling med vores omgivelser. Mie
Mgarkebergs malerier kan ses som billeder pa denne nye posthu-
mane virkelighedsforstaelse.

Publikationens artikel er forfattet af undertegnede, som ogsa
er kurator pa udstillingen. I artiklen reflekteres over, hvordan
Markebergs univers kan ses som et billede pa den posthumane
verdensforstaelse.

Udstillingen er Mie Markebergs farste store praesentation pa et
dansk kunstmuseum. Dette har udelukkende kunnet lade sig gore
med genergs stotte fra Beckett Fonden, Gangstedfonden, 15. Juni
Fonden, Statens Kunstfond, Knud Hgjgaards Fond, Aage og Johanne
Louis-Hansens Fond, Grosserer L.F. Foghts Fond og Ny Carlsberg
Fondet.
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Kryptomania
- Mie Mgarkebergs billeder
pa en posthuman verden

Karen Grgn
Museumsdirektgr,
Trapholt

“Der er noget uhyggeligt eller ustyrligt over vores tid. Internettet kan
vi ikke styre, og robotter kan veere klogere end mennesker. Men-
nesket er ligesom naturen blevet overhalet af en form for intelligens,
som vi selv har opfundet og ikke kan konkurrere med. Vi er blot sma
organismer, der tror, at vi kan styre det hele. | virkeligheden er det
omvendt. Naturen og teknologien traenger sig pa i forleengelse af,
hvem vi er.” (Mie Markeberg, 2020)

Kryptomanian Mermaid er et stort maleri pa 190x340 cm. Centralt

i maleriet flyder et vaesen med kvindeformer og havfruehale med
lukkede gjne i et gigantisk glaskar. | forleengelse af maleriets titel
kan man teenke, at dette er havfruen af Kryptomania. Kryptomania
lyder som et land, der er krypteret, det vil sige kodet og i grunden
uforstaeligt for andre. Man kan ogsa komme til at taenke pa den
fiktive planet Krypton, hvorpa Superman blev fadt. Vi inviteres
saledes ind i en anden virkelighed med andre koder og logikker,
end dem vi kender. Ved karret star to figurer. Den ene beerer en sort
kappe, der folder sig sammen med havfruens hale. Det er som om
figuren naermest rider med den hgjre fod pa ydersiden af halen. Det
er sveert at afkode, om figuren er indeni eller udenfor glaskarret.
Vedkommende er pa samme tid inde og ude. Djnene er gule og
maskerede. | haenderne baeres en karaffel med vaeske, der tipper
som om vaesken er ved at blive fyldt i glaskarret. Den anden figur er
en ung kvindefigur med bind for gjnene. Hendes krop er tegnet op
med et skarpt omrids. Hun bzerer en “dragt” af et ubestemmeligt

Kryptomanian Mermaid,
2020. Olie og akryl péa leerred /
Oil and acrylic on canvas

(190 x 340 cm)

Erhvervet med stgtte fra 15. Juni
Fonden / Acquired with support
from the 15. Juni Fonden

materiale, som minder om vand, tang og alger. Det nederste af
kvindefigurens ben star i vand. Den venstre hand holder om glas-
karrets gverste kant, og den hgjre hand holder en beholder, hvorfra
piller haeldes ud og ned i glaskarret. Er vi inviterede til at overvaere
et mystisk ritual, hvor vaesnet i karret skabes? Eller passer de to
figurer et vaesen, der har brug for pleje? De tre figurer befinder

sig i et miljg uden klar afgraeensning mellem figur og omgivelser af
planter. En klar gul farve omkring den sortkleedte kvinde bringer lys
og varme ind i maleriet, som ellers emmer af oplgsning, megrke og
materie.

Kryptomanian Mermaid er et drammeagtigt univers fjernt fra vores
umiddelbare genkendelige hverdag. Men spagrgsmalet er, om det er
sa fjernt igen? Hvis vi ser bort fra hverdagens opdelinger i dualistisk
logik og taenker pa vores dremmes ulogiske og mystiske universer,
sa er det maske ikke sa fjernt endda. Og begynder vi at stille
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spargsmal til hele det logisk dualistiske verdenssyn i det hele taget,
sa tilbyder Mgrkeberg maske et billede pa en alternativ verdens-
forstaelse i form af en mere flydende verden af relationer mellem
menneske, teknologi og materie, den sakaldt posthumanistiske
ontologi.

I denne artikel vil jeg starte med en kort introduktion til det
posthumane. Derefter vil jeg anvende denne prisme i en laesning af
maleriet Kryptomanian Mermaid og afslutningsvis praesentere den
samlede udstilling Kryptomania, der vises pa Trapholt fra januar
2021.

Det posthumane
— efter Homo Vitruvianus

Det posthumane perspektiv er et opgar med renaessancens men-
neskesyn. | renaessancen satte man det enkelte menneske i centrum
og retfeerdiggjorde, at mennesket havde ret til at handle i verden,
fordi man var den mest intelligente art. Det perfekte menneske i
renaessancens verdenssyn kan eksemplificeres med Leonardo da
Vincis Homo Vitruvianus. Han er en hvid mand, hvis krops proportio-
ner pa en og samme tid gar i et med det matematisk logiske system
symboliseret ved kvadratet og den guddommelige kosmiske helhed
symboliseret med cirklen. | renaessancens menneskesyn var den
hvide europaeiske mand saledes udgangspunkt for verden. Verden
var opbygget omkring og for ham, og alt blev sat i forhold til ham.

Siden slutningen af 1980°’erne har socialkonstruktivistisk og
poststrukturalistisk teenkning problematiseret humancentreringen
og seerligt idéen om det autonome subjekt. Det autonome subjekt
bliver nu set som decentreret, multipelt, situationelt, kontekstuelt,
kategorialt og diskursivt produceret. Eksempelvis med Judith
Butlers performativitetsbegreb (Butler in Juelskjser 2019), hvor
veeren indebeerer en stadig garen. Kategorier som eksempelvis kgn
er i dette perspektiv ikke noget, man er, men noget man gor. Hand-
linger kan bade nedbryde og fastholde strukturer og normer. For at
normerne kan vedligeholde sig selv, ma de til stadighed citeres, dvs.
gores, og denne ggren producerer konstant inklusion og eksklusion.
Den poststrukturalistiske taenkning anskueligger saledes, hvordan

Homo Vitruvianus
ca. 1490
Leonardo da Vinci
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sprog, handlinger og magt er taet forbundne i processer af inklusion
og eksklusion. Det er et radikalt opger med dualistisk taenkning,
som opleves gennem systemiske dominans af kvinder, personer af
farve, natur, arbejdere, dyr - kort sagt dominans af alt, hvad der er
konstitueret som “den anden”, hvis opgave er at spejle selvet, og
hvor selvet er den eurocentriske mand (Haraway 2020).
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Den posthumane vending gar et skridt videre og ggor ikke kun op
med den hegemoniske eurocentriske maskuline diskurs. Den op-
lgser selve sondringen mellem det humane og det nonhumane. Alt
det materielle nonhumane og naturlige opfattes som havende agens
(handlekraft). Bade diskurs og materie bliver til gennem processer,
hvor det humane, det sproglige og det materielle bliver til gennem
hinanden i simultan tilblivelse af diskurs og materialitet. Det er en
verden, hvor natur, kultur, teknologi, det humane, det nonhumane
osv. er sammenvaevet, og hvor verden hele tiden er dben og i feerd
med at materialisere og dermed rekonfigurere sig. Mennesket er i
dette perspektiv ikke lzengere et tydeligt biologisk vaesen, der er
afgraenset af en materiel verden og kan derfor, hverken saette sig
over og udenfor verden eller saette sig selv i centrum (Juelskjeer
2019).

Der er to dominerende posthumane positioner i forhold til renaes-
sancens menneskesyn. Den nymaterielle posthumanisme ser
mennesket i konstant forandring i samspil med vores materielle
omgivelser. Det er et opger med et universelt menneskesyn.

Her er mennesker ikke autonome, men forbundne med vores
omgivelser. Vi er sociale vaesner, som raekker ud efter hinanden og
vores faelles materielle omgivelser. Jane Bennett taler om “Thing
Power” (Bennett 2010), og Rosi Braidotti (Braidotti 2013) taler om

at bade mennesker, materie og natur har en iboende intelligent og
selvorganiserende livskraft, hun kalder ZOE, der driver alt frem.

At se alt som iboende “Thing Power” eller ZOE demonterer men-
neskets overherredemme over andet. Dette perspektiv forbinder og
forpligter os pa den omgivende verden, som vi er i udveksling med.
Klimabevagelsen og nye handlemgnstre afspejler erkendelsen af
denne forbundethed. Naturen har agens, og bgger som Traeernes
hemmelige liv af den tyske forstkandidat Peter Wohlleben (Wohl-
leben 2015) har ndet bestsellerlisterne.

Den transhumane posthumanisme er anderledes og fastholder

det universelle menneskesyn. | dette perspektiv kan mennesket
forbedres og overvinde biologiens svagheder og blive posthumane
intelligenser (Kurzweil in Hasse 2020; Know in Hasse 2020). Man
kan bygge robotter ind i kroppen, og vi kan opna bade leengere og
mere intelligente liv ved at forbedre vores kroppe. Nogen vil mene,
at vi allerede er "cyborgs”. Udtrykket stammer fra Donna Haraways
Et Cyborgmanifest, som forste gang blev udgivet i 1986 og siden

er blevet en klassiker. | Et Cyborgmanifest introducerer Haraway

cyborgen som en figur og metafor, der illustrerer ophgret af
graensedragningerne mellem natur/kultur, dyr/maskine, virkelighed/
fiktion og krop/and. Graensen mellem menneske og maskine er for
lzengst udvisket med medikamenter sdsom pacemakers og p-piller,
men ogsa computere og telefoner, der udvider vores hukommelser
(Haraway 2020).

Kryptomanian Mermaid
— In vitro Human?

Med posthumanismen i baghovedet kan vi vende tilbage til Mgar-
kebergs Kryptomanian Mermaid. Sammenligner vi havfruen med
Homos Vitruvianus, kan vi konstatere, at begge er placerede i en fir-
kantet kasse. Men herefter stopper alt sammenligneligt. Hvor alt er
logisk og klart med den hvide mand, som logikken og kosmologiens
hersker hos Leonardo da Vinci, sa er alt i oplgsning hos Mgrkeberg.
Menneske/natur, dag/nat, inde/ude, vand/land flyder sammen.
Havfruen med fiskehale er en form for hybrid af dyr og menneske.
De lukkede gjne indikerer, at hun mentalt er et andet sted. Omgivel-
serne har agens. De grgnne planter raekker intentionelt hen imod
glasmontren og flyder sammen med den ridende sorte figurs krop
og tekstiler. Den staende kvindefigur star uden for glasmontren med
et klart figuromrids. Det er som om kroppen er af glas, hvor vand og
alger lyser op. De gule gjne er som lygter, der lyser ud af kroppen. |
billedets rum er skelnen mellem dag og nat oplast. Ser vi nzermere
pa, hvilke intentioner vi kan laese ind i de to figurers behandling

af havfruen, kan vi spgrge os selv, om de behandler eller skaber
vaesnet i glaskarret? Er det en moderne Frankenstein? Snart kan vi
celleproducere kad af in vitro cellekulturer af dyreceller i stedet

for fra slagtede dyr. Anskueligger Mgrkeberg en transhuman virke-
lighed med celleproducerede vaesner - In vitro Human i stedet for
Homo Vitruvianus? En ‘virkelighed’, hvor menneskefigurer, teknologi
og natur er i gensidige konstante foranderlige relationer.

Selve den malede flade, bryder normale konventioner for at se et
maleri som en afrundet perfekt helhed. Mgrkeberg har malet direkte
pa leerredet, og andringer og justeringer er klistret pa med nyt
leerred, saledes at selve laerredet indeholder kanter og lag pa lag.
Der benyttes ingen rene farver. Farverne fedtes til pa laerredet, og
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hun kalder blandingerne som en metode, hvor vaerket “smudses til".
Processen er intuitiv, hvor Mgrkeberg bygger et akvarie op med en
bla farve, hvorefter det tilfares brun og andre farver lag pa lag for
at give dybde og dynamik. Motiv, perspektiv og materiale kommer
ikke med lgsninger og forklaringer, men stiller sig til radighed for
beskuerens sanser og fantasi.

En krypteret verden

Mgrkeberg udfolder med udstillingen Kryptomania pa Trapholt en
hel verden af figurer, guder, rum og materialer i relationer.

Udstillingen begynder med fire malerier med runde cirkler i
syntetiske pasteller i bla, gul, gren og rad. Hver cirkel er forbundet
med et dyr gennem en enkelt bergring. En bla glasagtig panters ryg,
naebbet af en gul kolibri, maven af en rad sghest og halen af en gren
skorpion. Hvert af de fire dyr har deres egne mytologiske referencer
med sig ind i Mgrkebergs univers. Panteren trak Dionysos vogn og
havde en sgd ande, som kunne lokke andre dyr i daden. Kolibrien
blev af Mayaerne set som den forklzedte sol, der forsggte at forfare
manen, og for Aztekerne blev faldne krigere til kolibrier. Sgheste
trak Poseidons vogn og var anset for at veere symbol pa styrke

og magt samt at bringe held. Skorpionen optrader i alverdens
mytologier sasom at vaere vagt ved porten til underverdenen i
Gilgamesh-eposset, og den egyptiske skorpion gudinde Selket
beskyttede dgdsguden Osiris. Hensigten er ikke en bestemt sym-
bolsk betydning, men snarere en ambition om at skabe en mytisk
stemning. | Magrkebergs univers er cirkel og dyr hver for sig, men

forbundne af farven og en enkelt beraring, hvor membranen brydes.

Cirklerne kan ses som et aeg, hvorfra liv kan spire eller en petriskal,
hvorfra liv kan gro. Alternativt kan den ses som hele kloden i uni-
verset. Perspektivet kan skifte mellem petriskalens mikrokosmos til
klodens makrokosmos. Farverne er syntetiske og unaturlige i kon-
trast til det organiske naturlige rum med planter lys og mgrke, som
de er placerede i. Universet er krypteret i forhold til en kosmologi,
som man ikke umiddelbart kan aflzese. Cirklerne i sig selv veekker
associationer til Hilma af Klints pastelfarvede cirkler malet gennem
andelige besaettelser. Nar Markeberg traeder ind i sit univers og
maler, beskriver hun, hvordan hun pa samme made traeder ud af
den kendte ordnede hverdag. Maleriet overtager, og hun suges ind

i den verden, som hun skaber. Skellet mellem menneske, maleri,
materiale og fortaelling forsvinder og bliver til et i processen.

| Trapholts store ovenlyssal mgdes man af det store maleri
Kryptomania Mermaid, som flankeres af malerier med mennesker i
tranceagtige sovende tilstande. Som i Kryptomanian Mermaid har
omgivelserne agens med planter og materialer i intentionel bevae-
gelse. Det er flydende universer, hvor vand/land, dag/nat, inde/ude
er i oplgsning. Figurerne er blege, stillestaende med lukkede gjne,
mens omgivelserne er maettede af intense farver og bevaegelse.
Individerne lukker af over for det dystopiske landskab, der omgiver
dem. Udstillingens figurer har Magrkeberg portrzetteret blinde med
lukkede gjne eller sovende. Hun er interesseret i kontrasten mellem
den kontrol vi har i vagentilstand og i sgvnen og i, hvordan vores
kontrol forsvinder, nar vi sover og underbevidstheden hersker.
Sgvnen ser Mgrkeberg ogsa som en nseermest maskinel biologisk
funktion, hvor vi genoplader for at starte forfra nseste morgen.

Det aktive abne gjes vurderende blik, som vi normalt benytter til

at analysere vores omgivelser i en sortering, hvor vi inkluderer og
ekskluderer betydning, er slukket her. Figurernes gjne, i Magrkebergs
malerier, er lukkede inde i deres eget indre landskab. En kvinde ta-
ger sig til sit bandage indbundne hoved under et citrontree. Hun har
et hul skaret ud i maven, som var hun en maskine, man kan andre
uden problemer. Er hun menneske eller maskine? En kvinde med
barn pa ryggen med et landskab, der ligner et hav i flammer med en
breendende rad horisont. Et sovende par befinder sig i en form for
grotte, hvor vand og land smelter sammen. Mgrkeberg opnar skarpe
toner af kontraster ved at lade sine figurer hvile i stilhed midt i de
larmende omgivelser.

Udstillingens sidste sal praesenterer Kryptomanias gudeverden. Pa
fem store sort/hvide malerier i serien In the Shadow of Khaos toner
vaesner og menneske/dyr hybrider frem. Khaos er den antik graeske
betegnelse for den mytologiske urtilstand, hvorfra de farste guder
opstod. Vi er saledes i skyggen af en urtilstand, hvor guder kan
opsta. Markeberg er inspireret af koldnalsraderinger fra Middelalde-
ren og graeske figurer, som hun kobler sammen i samplede figurer.
Gudeverdenen har groteske karnevaleske associationer. En gravid
person med fuldskseg ridder pa en gris. Symbolet pa renhed i form
af det ufadte barn placeret pa det staerkeste symbol pa urenhed.
/Kslet/geden pa sneglehuset sidder som en gammel mand under
et klaede og ser op imod en planet. Den graeske gud Set havde et
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aesels hoved og styrede storm og uorden, og geden i den graeske
kultur var forbundet med de deemoniske, seksuelt vellystne satyrer,
der havde skzeg, horn og bagben som en ged. Over for sesel/geden
er maleriet af den fuglelignende figur, som pestleegen med kaempe
haender, der som en mystiker holder en sveevende klode. En stor
nggle haenger ved kleederne, som er det figuren her, der abner
porten til henholdsvis himmel og helvede. En kvindefigur beerer
som titanen Atlas kloden. Sghesten afslutter serien.

Qjeblikket inden ordet

Mgarkebergs metode er at sample inspirationskilder fra hele kunst-
historien. Hun ser kunsthistorien som hendes sparringspartner og
kunsten som et arkiv, hun kan dykke ned i. Hun henter inspiration
fra udstillinger, bager og Google. Ud fra inspirationskilderne skaber
hun sin verden og billeder. Processen handler om at vaere billedsg-
gende og se sine omgivelser som en billedskabende kraft, hun er
aben overfor, og som hele tiden henvender sig til hende. Bagkata-
loget er enormt og forskelligartet. Mgrkeberg kombinerer mange
forskellige inspirationskilder, der blandes sammen i malerierne.

En hovedinspirationskilde er den engelske kunstner William Blakes
(1757-1827). The Good and Evil Angels, hvor figurer dragende slynger
sig rundt i dramatisk oplgste omgivelser og fabulerende universer
med digt og maleri har veeret en vigtig inspirationskilde i at etablere
Kryptomania. Den spanske maler Francisco Goyas (1746-1828) sene
raderinger og fabulerende groteske intensitet i sort hvid inspirerede
Mgarkeberg til at skabe den store sort/hvid serie af mytologiske
vaesner. Praerafaelitten engelske Edward Burne-Jones’ (1833-1898)
smukke indtagende maleri The Garden Court af sovende ungdom
og den stoflige intensitet i klaederne inspirerede til sovende figurer.
Svenske Hilma af Klints (cirkels 1862-1944) spirituelle cirkler og
farver inspirerede til den kosmiske cirklens gennemgéaende tilste-
devaerelse i hele udstillingen. Den danske forfatter Kaspar Colling
Nielsens Det Europaeiske Forar, der beskriver et fremtidsunivers
med dyr, der kan tale, indvolde som ligner fisk og grotesk seksuali-
tet var startskuddet til idéen om at skabe et Kryptomania.

De spirende celler i udstillingens begyndelse udfolder sig sal for sal
med sovende mennesker, oplgste landskaber og rum, for til sidst
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Portal

Billedserien Portal er som tema selve anslaget til udstillingen
Kryptomania pa Trapholt. Med serien skaber Markeberg en mystisk
og syret stemning af noget, der spirer. Dyrenes fremtraeden
skaber associationer til mytologiske vaesner eller den astrologiske
dyrekreds. Cirklerne kan ses som ag, hvorfra liv kan spire, eller en
steril petriskal hvorfra liv kan gro. Alternativt kan de ses som aste-
roider, der kredser omkring jordklodens atmosfaere. Perspektivet
kan dermed skifte mellem petriskalens mikrokosmos til klodens
makrokosmos. Farverne er syntetiske og unaturlige i kontrast til
det organiske naturlige rum med planter, lys og marke, som dyr og
cirkler er placeret i.

The series of paintings titled Portal is the theme that sets the stage
for the exhibition Kryptomania at Trapholt. With this series, Markeberg
creates a mysterious and otherworldly atmosphere of something that
germinates. The appearance of the animals creates associations with
mythological creatures or the animals of the astrological zodiac. The
circles can be seen as eggs from which life can spring, or a sterile
petri dish from which life can grow. Alternatively, they can be seen as
asteroids orbiting the Earth’s atmosphere. The perspective can thus
change between the microcosms of the petri dish to the macrocosm
of the globe. The colours are synthetic and unnatural, creating a stark
contrast to the organic, natural space with plants, light and darkness,
in which animals and circles are placed.

Portal, 2020

(Udsnit/Detail)

Olie og akryl péa leerred / Oil and acrylic on canvas (170 x 190 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen




Portal, 2020

Serie af fire / Series of four

Olie og akryl péa leerred / Oil and acrylic on canvas (170 x 190 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Portal, 2020

Serie af fire / Series of four

Olie og akryl pa leerred / Oil and acrylic on canvas (170 x 190 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Portal, 2020

Serie af fire / Series of four

Olie og akryl péa leerred / Oil and acrylic on canvas (170 x 190 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen

26

27



Portal, 2020

Serie af fire / Series of four

Olie og akryl péa leerred / Oil and acrylic on canvas (170 x 190 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Imaginary Friend

Keramikserien Imaginary Friend bestar af fire store krukker med
figurer i surreale situationer, som er placeret i golde bjerglandska-
ber. Det tyste, golde landskab star i kontrast til de kraftfulde figurer
pa krukkerne, som alle er forbundne pa mere eller mindre grotesk
vis. Torsoer vokser ud af baghoveder, har flettes sammen til keempe
gab, og et bryst med mange patter malkes. En panter traeder frontalt
frem mod beskueren. | panteren mgder vi Markebergs alterego og
fantasiven, som hun i barndommen havde med sig, hvor hun gik.

The ceramic series Imaginary Friend consists of four large jars
decorated with figures in surreal situations, placed in the silent,
barren landscapes. The hushed, landscapes contrast with the
powerful figures on the jars, all of which are connected in a more

or less grotesque way. Torsos grow out of the back of heads, hair is
intertwined and creates huge voids, and a breast with many nipples
being milked. A panther fronts the viewer. In the panther, we meet
Mgarkeberg’s alter ego and her imaginary friend she had with her as a
child, wherever she went.

Imaginary Friend, 2020

Serie af fire / Series of four

Glaseret keramik / Glazed ceramics (90 H 45 & cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen




Imaginary Friend, 2020

Serie af fire / Series of four

Glaseret keramik / Glazed ceramics (90 H 65 @ cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Imaginary Friend, 2020

Serie af fire / Series of four

Glaseret keramik / Glazed ceramics (90 H 45 & cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Imaginary Friend, 2020

Serie af fire / Series of four

Glaseret keramik / Glazed ceramics (90 H 70 @ cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Wilderness, 2020
Olie og akryl pa leerred / Oil and acrylic on canvas (200 x 250 cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Kryptomania

Merkebergs billedsprog er fyldt med figurer, der hviler i stilhed midt
i larmende omgivelser. De dremmende figurer befinder sig i Marke-
bergs Kryptomania univers, hvor vand/land, dag/nat, inde/ude er i
oplasning. Figurerne lukker af over for det dystopiske og flydende
landskab, som omgiver dem. De er blege og stillestdende med
lukkede gjne i en dremmetilstand, mens omgivelserne er maettede
af intense farver og bevaegelse. Mgrkeberg er optaget af kontrasten
mellem vores kontrol i vagen tilstand og sgvnens ukontrollerbare
underbevidsthed. For hende er sgvnen som en naermest maskinel
biologisk funktion, hvor vi genoplader for at starte forfra naeste
morgen.

Markeberg’s imagery is filled with figures that quietly rest in the
midst of chaotic surroundings. The dreaming figures are, in Marke-
berg’s Kryptomania universe, within a space where water/land, day/
night, inside/outside are dissolved and indistinguishable. The figures
ignore the dystopian and fluid landscape that surrounds them. They
are pale and stagnant with closed eyes in a dreamy state, while the
environment is saturated with intense colours and movement. Mgrke-
berg is preoccupied with the contrast between the control we have
in our waking state and the uncontrollable state of the subconscious
mind while asleep. For her, sleep is like an almost mechanical biologi-
cal function, where we recharge in order to start all over the next
morning.

Kryptomanian Mermaid, 2020 - (Udsnit/Detail).
Olie og akryl pa leerred / Oil and acrylic on canvas
(190 x 340 cm) Erhvervet med stgtte fra 15. Juni
Fonden / Acquired with support from 15. Juni Fonden




Kryptomanian Mermaid, 2020. Olie og akryl pa lzerred / Oil and acrylic on canvas (190 x 340 cm)
Erhvervet med stgtte fra 15. Juni Fonden / Acquired with support from 15. Juni Fonden




The Sleepwatchers, 2020

Serie af to / Series of two

Olie pé leerred / Oil on canvas (160 x 140 cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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The Sleepwatchers, 2020

Serie af to / Series of two

Olie pé leerred / Oil on canvas (160 x 140 cm)

Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Kryptomanian Lemon Tree, 2020
Olie og akryl pa leerred / Oil and acrylic
on canvas (190 x 290 cm)

Erhvervet med stgtte fra Ny Carlsberg
Fondet / Acquired with support from
Ny Carslberg Fondet
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The Nameless Knight, 2020

Olie og akryl pa leerred / Oil and acrylic on canvas (190 x 460 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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In the Shadow of Khaos

Med billedserien In the Shadow of Khaos maler Mgrkeberg en fiktiv
gudeverden frem. Khaos er en antik graesk betegnelse for den
mytologiske urtilstand, hvorfra de ferste guder opstod, og hvoraf
verdensordenen blev dannet. P4 fem store sort/hvide malerier
treeder menneske-/dyrefigurer uden ken frem, som var de gudeskik-
kelser placeret langt ude i verdensrummet. Billederne har groteske
karnevaleske associationer. En figur med fuldskeeg og gravid mave
rider pa en gris. Symbolet pa renhed i form af det ufadte barn
placeret pa et steerkt symbol for urenhed. Gedebukken pa sneglehu-
set sidder som en gammel mand med store menneskefadder under
et klaede, der skjuler resten af kroppen og forhindrer os i at vurdere,
om det er menneske eller dyr. Den fuglelignende figur med kaempe
haender holder som en mystiker en svaevende klode. En stor nggle
haenger ved kleederne, som er det figuren her, der abner porten til
henholdsvis himmel og helvede. Den dobbeltkgnnede figur beerer
som titanen Atlas en tungtvejende klode. Sghesten, der vaekker
associationer til det virkelige dyr og til det mytologiske dyr, der
treekker den graeske havgud Poseidons vogn, afslutter billedserien.

With the series In the Shadow of Khaos, Markeberg paints forth

a fictional world of deity. Khaos is the ancient Greek term for the
mythological primordial state from which the first gods sprung and
from which the world order was formed. In five large black and white
paintings, genderless human-/animal figures figures emerge, as if
they were deity placed in outer space. The images have a grotesque,
carnivalesque feel. A figure with a full beard and pregnant belly
rides on a pig. Here, a symbol of purity, in the form of the unborn
child, is perched atop a strong symbol of impurity. A goat-like figure,
reminiscent of an old man with big feet, sits on a shell and hidden
under a billowing cloak is the rest of the body, preventing us from
determining whether it is human or animal. A bird-like figure with
giant hands holds, like a mystic, a floating globe. A large key hangs
from its garments, as if this figure is responsible for opening the
gates to Heaven and Hell. A hermaphrodite carries a weighty globe,
not unlike the titan Atlas. The seahorse, which evokes associations to
both the real animal and the mythological animal pulling the chariot
of the Greek sea god Poseidon, concludes the series.

In the Shadow of
Khaos, 2020

Serie af fem / Series
of five

Olie og akryl pa
leerred / Oil and
acrylic on canvas
(250 x 150 cm)
Venligst udlant af
kunstneren og Galleri
Tom Christoffersen /
Courtesy of the artist
and Galleri Tom
Christoffersen
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In the Shadow of Khaos, 2020

Serie af fem / Series of five

Olie og akryl pa leerred / Oil and acrylic on canvas (250 x 150 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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In the Shadow of Khaos, 2020

Serie af fem / Series of five

Olie og akryl pa leerred / Oil and acrylic on canvas (250 x 150 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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In the Shadow of Khaos, 2020

Serie af fem / Series of five

Olie og akryl pa leerred / Oil and acrylic on canvas (250 x 150 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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In the Shadow of Khaos, 2020

Serie af fem / Series of five

Olie og akryl pa leerred / Oil and acrylic on canvas (250 x 150 cm)
Venligst udlant af kunstneren og Galleri Tom Christoffersen /
Courtesy of the artist and Galleri Tom Christoffersen
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Foreword

Karen Grgn

Director, Trapholt

In the exhibition Kryptomania, Mie Mgrkeberg creates and unfolds a
world of creatures, gods and landscapes. A world that feels immedi-
ately recognisable, even familiar, but which is also alluring, disturbing
and encrypted.

For Markeberg, the picture comes before the word. One must take
the time to pause, be receptive and wonder at it all. There are no
single, clear-cut instructions on how we should perceive or under-
stand Markeberg’s universe. One possible method might be to sit
down and focus your attention to a specific, selected work for several
minutes, and see what it awakens inside you. Texts about her art
should only be regarded as possible interpretations of Markeberg’s
paintings - some among many possibilities.

The exhibition opens with a series of animals and circles. In the
following gallery, we see creatures in barren landscapes presented
on ceramic works, still in the final stages of preparation at the time of
writing. The third gallery is inhabited by sleeping figures in dissolving
landscapes. The exhibition concludes with depictions of gods in the
final gallery of the exhibitions.

The title Kryptomania refers to how Markeberg paints forth an entire
world, one in which traditional distinctions between man/nature,
reality/dream, inside/outside, day/night become blurred and disin-
tegrated. Her subjects are representational, depicting human-like
figures while incorporating animal parts, elements from nature and
a sense of spatial disorientation. Mie Mgrkeberg paints an encrypted
version of reality, rather like a dream in which all logic dissolves.

Markeberg is interested in how our present-day technological
possibilities and climate challenges affect the idea of what it means
to be human. Perhaps we are far more connected to technology,
materials and nature than we tend to think. These years, we are

seeing a new so-called posthuman understanding of the world, one
in which humans are not regarded as a higher species with the right
to rule over nature, materials and technologies. The posthuman
understanding of reality points to how humans, nature, materials and
technology interact with each other. Nature affects us directly with
global warming and corona pandemics. The mobile phone changes
our attention span and awareness levels. We are, thus, in a state of
constant exchange with our surroundings. Mie Mgrkeberg’s paintings
can be seen as images of this new, posthuman perception of reality.

The article featured in this publication was written by the present
author, who was also the curator of the exhibition. The texts reflects
on how Mgrkeberg’s universe can be seen to reflect the posthuman
worldview.

The exhibition is Mie Markeberg’s first major solo presentation at a
Danish art museum. It was made possible due to generous support
by Beckett Fonden, Gangstedfonden, 15. Juni Fonden, Statens Kunst-
fond, Knud Hgjgaards Fond, Aage og Johanne Louis-Hansens Fond,
Grosserer L.F. Foghts Fond and Ny Carlsberg Fondet.

i (i

Karen Grgn
Director, Trapholt

BECKETT-FONDEN Statens
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Kryptomania
- Mie Mgrkeberg’s images
of a posthuman world

Karen Grgn
Director, Trapholt

“There is something sinister or unruly about our present time. We
cannot control the Internet, and robots can be smarter than humans.
Humanity, like nature, has been overtaken by a form of intelligence
that we invented ourselves and cannot compete with. We are just tiny
organisms who think we can control it all. In reality, it is the other way
around. Nature and technology intrude upon us, extensions of who we
are.” Quote by Mie Markeberg 2020.

Kryptomanian Mermaid is a large painting, measuring 190x340 cm.

In the centre of the painting is a creature with female curves and a
fishtail, eyes closed as she floats in a giant glass container. Based on
the painting’s title, we may infer that this is the mermaid of Kryptoma-
nia. ‘Kryptomania’ sounds rather like a country that is encrypted, that
is, coded and essentially incomprehensible to others. You might also
be reminded of the fictional planet Krypton, the birthplace of Super-
man. Clearly, we are invited into an alternate reality with different
codes and logics than those we know. Two figures stand by the water
tank. One wears a black cloak, its folds merging with the mermaid'’s
tail. The figure almost appears to be riding, its right foot raised next
to the tail. Is the figure placed inside or outside the glass tank? It

is difficult to say. The person is simultaneously inside and outside.
The eyes are yellow and masked. The hands carry a carafe filled

with a liquid of some sort, tipping it slightly as if to empty it into the
container. The second figure is young, female and blindfolded. Her
body is painted with sharply defined outlines. She wears a ‘suit’ of an

Kryptomanian Mermaid,
2020. Olie og akryl péa leerred /
Oil and acrylic on canvas

(190 x 340 cm) Erhvervet med
stgtte fra 15. Juni Fonden /
Acquired with support from
15. Juni Fonden

indeterminate material, reminiscent of water, seaweed and algae. The
lower part of the female figure’s legs appear to be in water. Her left
hand grasps at the upper edge of the glass container, while her right
hand holds a small glass bottle from which she pours pellets down
into the water. Have we been invited to witness some mysterious
ritual that conjures up the creature in the tub? Or are the two figures
tending to a creature who needs looking after? The three figures
occupy a setting where no clear distinction is made between figure
and surroundings, including plants. A bright yellow colour surrounds
the black-clad woman, introducing aspects of light and warmth into
the painting, which is otherwise redolent with dissolution, darkness
and dense matter.

Kryptomanian Mermaid depicts a dreamlike universe that seems far
removed from our familiar everyday life. But is it? If we ignore the
habitual dualistic logic of day-to-day existence and think of the illogi-
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cal and mysterious universes of our dreams, then it may not seem so
distant after all. And if we begin to question the entire logical, dualis-
tic worldview in general, then Markeberg may offer up an image of an
alternative worldview, a world of more fluid relations between man,
technology and matter, the so-called posthumanist ontology.

In this article, | will begin by offering a brief introduction to the
posthuman. | will then apply this prism in a reading of the painting
Kryptomanian Mermaid and finally present the Kryptomania exhibition
on display at Trapholt from January 2021.

The posthuman

The posthuman perspective represents a break away from the
Renaissance era’s view of humanity. In Renaissance humanism, the
individual human being took centre stage, and mankind as such was
believed to have every right to act in the world on account of being
the most intelligent species. In the worldview of the Renaissance,
Leonardo da Vinci’'s Homo Vitruvianus exemplify the perfect man. He
is a white male whose proportions merge simultaneously with the
mathematical logical system symbolised by the square and the divine
cosmic totality symbolised by the circle. According to the Renais-
sance outlook on humanity, the white, European man was thus the
starting point of the world. The world was built around him and for
him, and everything was considered and ranked in relation to him.

Since the late 1980s, social constructivist and poststructuralist
thinking has problematized such a human-centred philosophy,
especially the idea of the autonomous subject. Now, the autonomous
subject is seen as decentralised and multiple, as situationally,
contextually, categorically and discursively produced. One example
is Judith Butler’s concept of performativity (Butler in Juelskjeer 2019)
where being implies a constant doing. Seen from this perspective,
categories such as gender are not something you are, but something
you do. Actions can break down or reaffirm structures and norms.

In order for norms to reiterate themselves, they must be constantly
reiterated - meaning that they must be actively done - and this
action produces a constant inclusion and exclusion. Poststructural-
ist thinking thus illustrates how language, actions and power are
closely linked in processes of inclusion and exclusion. It is a radical
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showdown with the dualistic mode of thinking that can be felt in the
systemic dominance of women, persons of colour, nature, workers,
animals - in short, dominance of everything that is constituted as
‘the Other’, its objective being to mirror the self, and where the self is
the Eurocentric male (Haraway 2020).
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The posthuman rhetoric takes things a step further. Not only does it
do away with the hegemonic Eurocentric masculine discourse; it dis-
solves the very distinction between the human and the non-human.
All that is material, nonhuman and natural is perceived as having
acency. Discourse and matter are both created through processes
where the humane, linguistics and materiality are created through
each other in a simultaneous creation of discourse and materiality.

It is a world in which nature, culture, technology, the human, the
nonhuman, etc. are intertwined, and where the world is constantly
open and in the process of materialising and hence reconfiguring
itself. Seen from this perspective, humans are no longer a defined
biological being clearly delimited by a material world, meaning that
man can neither consider himself above or outside the world, nor
place himself at its centre (Juelskjser 2019).

In contrast to the Renaissances world view, two dominant posthuman
positions exist today. Neomaterial posthumanism sees man as under-
going constant change in interaction with our material environment
(eg. Bennett 2010; Braidotti 2013). The concept involves a break away
from a universal view of man. Here, people are not autonomous, but
connected to their surroundings. We are social beings who reach out
to each other and our common material environment. Rosi Braidotti
speaks of humans, matter and nature all having an inherently intelli-
gent and self-organising life force she calls ZOE, which drives every-
thing forward. Seeing everything as an inherent ZOE dismantles the
idea of human supremacy (Bradotti 2013). This perspective connects
and commits us to the surrounding world with which we are in a state
of constant exchange. The climate movement, and the emergence

of new patterns of behaviour, reflect our recognition of this intercon-
nectedness: nature has agency, and books like The Hidden Life of
Trees by the German forester Peter Wohlleben (Wohlleben 2015) have
reached the bestseller lists.

Transhuman posthumanism is a different position, and one that
maintains a universal view of mankind. According to this perspective,
humanity can improve, overcome the weaknesses of biology and
become posthuman intelligences (Kurzweil in Hasse 2020; Know in
Hasse 2020). Robots can be built into the body, and we will be able to
live longer and more intelligent lives by improving our bodies. Some
believe we are cyborgs already. The term originated in Donna Hara-
way’s A Cyborg Manifesto: first published in 1986 , the text has since

become a classic. In A Cyborg Manifesto, Haraway introduces the
Cyborg as a figure and metaphor that illustrates a cessation of the
distinctions made between nature/culture, animals/machine, reality/
fiction and body/spirit. The boundary between man and machine has
long since become blurred by medical inventions such as pacemak-
ers and birth control pills, but also by computers and telephones,
which expand our memories (Haraway 2020).

Kryptomanian Mermaid
- In vitro Human

Keeping posthumanism in mind, we can return to Markeberg’s Kryp-
tomanian Mermaid. If we compare the mermaid to Homo Vitruvianus,
we see that both are placed in a square box. But here all comparison
ends. While everything is logical and clear in Leonardo da Vinci, with
the white man as the ruler of logic and cosmology, all is in a state of
dissolution in Mgrkeberg. Man/nature, day/night, indoors/outdoors,
water/land; all flow together. The fishtailed mermaid is a hybrid of
the animal and human. The closed eyes indicate that mentally, she

is somewhere else. Her environment has agency. The green plants
intentionally reach out across and into the glass tank, merging with
the body and garments of the black, riding figure. The upright female
figure stands outside the glass container, her outline clearly defined.
It is as if the body is made of glass, with water and algae lighting up
the scene. The yellow eyes are like lights or lamps shining out of the
body. In this pictorial space, the distinction between day and night is
dissolved. Looking more closely at what intentions can be read into
the two characters’ treatment of the mermaid, we may ask ourselves
whether they are caring for or creating the creature in the glass tank?
Is this a modern Frankenstein situation? Soon, we will be able to
produce meat by in vitro cell culture based on animal cells instead

of from slaughtered animals. Does Mgrkeberg present a transhuman
reality with beings grown from cells - Invitro Human instead of Homo
Vitruvianus? A reality where human figures, technology and nature
engage in mutual, constantly changing relationships.

The painted surface itself breaks away from the conventional
approach of seeing a painting as a fully finished, perfect, single
whole. Markeberg paints directly onto the canvas, making changes
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and adjustments by pasting on new canvas, creating a totality that
comprises multiple layers and visible edges. No pure colours are
used. The pigments become smeary and greasy on the canvas, and
she herself describes the mixtures arising as a method of ‘soiling’
the landscape. The process is intuitive: Mgrkeberg builds up the
aquarium by means of blue pigments and then goes on to add
browns and other colours, building layer upon layer to create depth
and dynamism. The subject, perspective and material do not come
with ready-made solutions and explanations, but come across as
open to the viewer’s senses and imagination.

An encrypted universe

With the exhibition Kryptomania at Trapholt, Markeberg unfolds an
entire world of figures, spaces and materials that engage in mutual
relationships. The exhibition opens with four paintings featuring
round circles done in synthetic pastels in blue, yellow, green and

red. Each circle is connected to an animal at a single touchpoint: the
back of a blue glass-like panther, the beak of a yellow hummingbird,
the belly of a red seahorse and the tail of a green scorpion. Each of
the four animals carry their own mythological references into Marke-
berg’s universe. The panther was said to pull Dionysus’ chariot and to
have a sweet breath that can lure other animals to their deaths. The
Mayans saw the hummingbird as the sun in disguise, trying to seduce
the moon, while the Aztecs believed that fallen warriors turned into
hummingbirds. Seahorses pulled Poseidon’s chariot, were symbols
of strength and power and were considered bringing good luck.
Scorpion appears in all sorts of mythologies, for example as guard-
ian at the gate to the underworld in the Gilgamesh epic, while the
Egyptian scorpion goddess Selket protected Osiris, god of the dead.
The intention here is not to convey a specific symbolic meaning, but
rather to conjure up a mythical mood. In Mgrkeberg'’s imagery, the
circle and animal are separate, but connected by their colour and

a single point of touch where the membrane is broken. The circles
can be seen as eggs from which life can germinate, or a petri dish in
which life can grow. Alternatively, it can be seen as the entire globe
or universe. The perspective may shift from the microcosm of the
petri dish to the macrocosm of the globe. The colours are synthetic
and unnatural, a marked contrast up against the organic natural
space in which they are set, full of plants, light and dark. The universe

is encrypted in accordance with a cosmology that cannot be immedi-
ately read. The circles themselves are reminiscents of Hilma af Klint’s
pastel-coloured circles, painted in moments of spiritual possession.
Mgrkeberg describes how, when stepping into her universe to paint,
she also steps out of familiar, orderly everyday life. The painting takes
over, and she is pulled into the world she creates. The distinction
between human, painting, material and narrative disappears, becom-
ing one in the process.

Inside the large skylight gallery, visitors will find the large painting
Kryptomania Mermaid, flanked by canvases depicting people in
trance-like states of sleep. As in Kryptomanian Mermaid, their
surroundings have agency, with plants and materials engaging in
intentional motion. These are fluid universes where dualities such
as water/land, day/night, inside/out blur and dissolve. The figures
are pale, stagnant, their eyes closed, while their surroundings are
saturated with intense colours and movement. The figures shut
themselves off from the dystopian landscape that surrounds them.
Mgarkeberg have portrayed the figures found in this display as blind,
asleep or with their eyes closed. She is interested in the contrast
between the control we have in our waking state and the abandon-
ment of sleep - how our control disappears when we are asleep and
the subconscious mind reigns. Markeberg also regards sleep as an
almost mechanical biological function, one in which we recharge in
order to start all over again the next morning. The evaluative gaze of
the active, open eye, which we usually apply to analyse our surround-
ings, sorting out their various elements and including and excluding
meaning, is extinguished here. The figures in Markeberg'’s paintings
have their eyes closed, focusing on their own inner landscape. A
woman clutches at her bandaged head underneath a lemon tree. A
hole has been cut in her stomach, as if she was a machine that can
be changed and amended without any problems. Is she human or
machine? A woman has a child on her back in a landscape reminis-
cent of a sea of flames, the horizon burning red. A sleeping couple
occupies a kind of cave where water and land merge. Mgrkeberg
achieves sharp contrasts by letting her figures rest calmly in the
midst of loud, chaotic surroundings.

The final room of the exhibition presents Kryptomania’s pantheon
of gods. Visions of creatures and human/animal hybrids appear in
five large black-and-white paintings belonging to the series In the
Shadow of Khaos. The word ‘Khaos’ is an ancient Greek term for the
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mythological primordial state from which the first gods arose. Here
we find ourselves in the shadow of a primal state that can give birth
to gods. Markeberg is inspired by drypoint prints from the Middle
Ages and by Greek figures, bringing them together in sampled
figures. This pantheon has grotesque, carnivalesque associations.

A pregnant, bearded woman rides a pig - a symbol of purity, in the
form of the unborn child, perched atop the strongest symbol of
impurity. A donkey/goat creature seated on a snail’s shell looks like an
old man underneath a blanket, show here looking up at a planet. The
donkey-headed Greek god Set was the ruler of storms and disorder,
and in Greek culture, the goat was associated with the demonically
lustful satyrs, who had the beard, horns, and hind legs of a goat.
Opposite the donkey/goat is a painting of a bird-like figure reminis-
cent of a plague doctor or a mystic, its huge hands cupped below a
floating sphere. A large key hangs from its garments, as if this figure
is the one opening the gates to Heaven and Hell. A female figure
carries the globe like the titan Atlas. A seahorse rounds off the series.

The inspirational moment
before the word

Mgrkeberg’s method consists of sampling sources of inspiration from
all of art history. She regards art history as a conversation partner
and art as an archive for her to delve into. She draws inspiration

from exhibitions, books and google. Based on these various sources,
she creates her own new mythologies and images. The process is
about seeking out images and seeing her surroundings as an image-
forming force to which she is always receptive and which constantly
seeks her out. Her back catalogue is huge and diverse. Mgrkeberg
combines many different sources of creative stimulus, blending them
all in her paintings.

A main source of inspiration is English artist William Blake’s
(1757-1827) The Good and Evil Angels, its figures winding their way
alluringly around dramatically dissolved surroundings and fantastical
realms, offsetting poetry and painting. These were instrumental in
prompting Markeberg to build her entire Kryptomania universe. The
Spanish painter Francisco Goya’s (1746-1828) late etchings, creating
scenes of imaginatively grotesque intensity in black and white,
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inspired Mgrkeberg for her large black-and-white series of mythologi-
cal creatures. The English Pre-Raphaelite Edward Burne-Jones’s
(1833-1898) beautiful and enchanting painting of sleeping youth,
infused by an intense tactility in the clothes, inspired her sleeping
figures. Swedish artist Hilma af Klint’s (1862-1944) spiritual circles
and colours prompted the constant presence of the cosmic circle
throughout the exhibition. Danish author Kaspar Colling Nielsen'’s
novel Det Europaeiske Forar (European Spring), which describes a
future world with animals that can talk, guts that look like fish and
grotesque sexuality, seeded the idea of creating a Kryptomania.

As you progress room by room, the budding cells at the beginning of
the exhibition gradually unfold into sleeping people, dissolved land-
scapes and various spaces to eventually end up in a place set within
a world of gods, one which might be deep underwater or far out in
outer space. The paintings create a world distant from our rational,
orderly everyday life. Markeberg'’s figures have been deprived of
sight, and this blindness gives rise to a dreamily dissolved universe
where nature, technology and man merge in completely new ways.
This world can be seen as a tactile, sensuous take on a new posthu-
man worldview, based on the realisation that man is not the centre
of the world, but part of a wider, rhizomatic unity of criss-crossing
relationships between matter, technology and man. Mgrkeberg'’s
ceaseless search for image insists on maintaining the picture as a
starting point. She seeks the moment before the word arrives, the
one where the picture is simply there, all by itself.
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