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Participating artists

Fig. 16. Anette Abrahamsson, Four Women,
1997/98. Tempera on canvas, 130 x 210 cm.



Fig. 17. Anette Abrahamsson, Hotel Room, 1999.
Tempera on canvas, 180 x 240 cm.
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Fig. 18. Henrik B. Andersen, The Doubled, 1997.
Mirrors, wood, steel and plastic, h. 215 cm, d.
320 cm.
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Fig. 19. Tine Borg, The Blue Tree, 1988. Blue
distemper, beech-tree in a Danish forest, h. 22 m.
Fig. 20. Tine Borg, Suspension with Mirror,
1996. Wood, metal, mirror, black and white
photo with lipstick.
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Fig. 21. Tine Borg, Suspension, 1999. Chipboard,
wood, paint, iron, 220 x 140 x 40 cm. The Danish
Arts Foundation.
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On something and what follows from this
(excerpts)

kK

a contour without weight glides across a wall.
nothing can stop it, just as nobody can
prevent a name or a song or a longing

or a shadow or your face from existing

3k

(Silence).

- You’re so absent.

- You’re so absent yourself.
- Tell me why.

- Tell me why yourself.

- You make me so sad.

- How do you think I feel?
- That’s what I’'m asking you.
- You make me absent.

- I’m right here.

- Me too, cut it out.
(Silence).

*

everything is green, the moon, the hands, your
thoughts, which follow the mountain paths

and other

longings, and the walls’ untamable lizards,
whose knowledge of fissures is extensive,

the wind in the trees and eyes, your face is wet
and soft, the darkness is impossible to plot out,
it moves with invisible pieces, green

3k

Fig. 22. Poems by Per Aage Brandt.
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Fig. 23. Stig Brggger, Fourteen Layers on Top of
Each Other, 1996/99. Oil and wax on canvas,
140 x 100 cm.
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Fig. 24. Stig Brggger, Fourteen Layers on Top of
Each Other, 1996/99. Oil and wax on canvas,
140 x 100 cm.
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Like doors without walls
we stand still

in the middle of the day
opened and closed
without waiting.

*

How large

is our life,

and a kiss,

but without

these smaller things
every now and then,
how breathe?

Doors open and doors close,
doors fall down from the sky,
doors drive through the street
doors wash up on the beach
between doors and doors

and doors is the world,

and the door the most open

is yours and mine closed in a kiss.

Fig. 25. Poems by Lars Bukdahl.
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Fig. 26. Dorte Dahlin, Night Monogram I, 1999.
Acrylics on canvas, 80 x 200 cm.
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Fig. 27. Dorte Dahlin, Night Monogram II, 1999. VAR Y L alsegigall Claly eyga (YY)
Acrylics on canvas, 85 x 62 cm. : pes VY x Ao iladll (e el S
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Fig. 28. Hans Feldthusen, Separate residence and studio for Aino Ilkama and Kjell Nupen, Kristiansand,
Norway
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In the Middle Ages, baroque was the designation
for something along the lines of a logical flaw, a
kind of spiral thought process. Later on it came to
be the classicists’ designation for those thought
figures and visual formations which, roughly
speaking, are situated between what we call
Renaissance and Neo-classicism, and which
cropped up when noble certitude began to reel
and be gnawed by doubt. Something suggests that
two tendencies, two trails, run side by side, albeit
with alternating impact, through western culture,
from Egyptian and archaic times right up to the
present day. These are ‘the classic’ and ‘the
baroque’. These two tendencies, these two figures
of meaning, apparently saturate all human
enterprise, natural sciences and humanities,
philosophy and art. The one is almost always
diluted by the other since the pure primary forms
quickly break down and are caught up by the
contrary pole.

In the Baroque, the work of art becomes, in its
totality, an open heterogeneous organism which,
like a viral network, lives in all its sensitive parts.
It also becomes a symbol of cosmos. Hence the
striving towards unity, but also the prevailing
feeling of exposure - and the disquieting
infinitude behind the well-known finiteness. This
feeling is also present when the subject places
itself in the apparent center on the parterre and
runs its eye along the endless, deep axes, each of
having its own vanishing point. Here, nothing is
revealed; at least nothing firm and lasting. The
uncertainty, the indefinite, the fluid, also
manifests itself when you move along the axes of
the baroque gardens. In the Renaissance the
central axis was a secure, symmetrical and
predictable place, not really intended for walking,
but mainly there to physically concretise the
newly discovered perspective visual rays which
shot out from the individual. In the Baroque the
movement on the central axis, set into motion by

Fig. 29. Text by Hans Feldthusen.

the pull of the infinitude, of the universe, was
perpetually blocked by insurmountable terrain
constructions or mirror ponds which suddenly
turn everything upside down. Here, you don’t get
very far; the central axis is only pro forma main
stream. From the central axis you cannot see it,
but the side and diagonal axes are also unreliable.
Below the lines of sight, or above them, as in
Schonbrunn which does itself proud with two
horizontal lines, new visions unfold; and
transverse elements such as the mirror pond do
not spread out symmetrically to the sides. Here,
not everything can be trusted, and not everything
can be determined. Because nothing is
determined. One set piece is put down, another
suddenly torn away.

Where man in the Renaissance was so decisively
in the center of Divine aspiration, the secret
audience of Copernicus were thrilled with a
shudder at the sight of the infinite space, by
cosmos, and by the recognition of the
interdependence of everything existing. That is
why nothing is at rest, for the infinite is also
expressed in the continuous movement away
from something and towards something else. It is
at the same time the recognition of the singular
condition of the moment: A point in a ceaseless
process of formation which is both construction
and destruction. That too is the condition of
beauty.

This is also how the architecture that engages me
is ‘thinking’. It is an architecture that poses
questions to itself: could it be like this, or should
it be like that instead? And it involves the viewer
or the user in this reflection. It leads to an
architecture which is only momentarily
crystalline. In its total appearance and essential
relations it is rather an aggregate whose
individual parts, more or less obstinately, work
together to produce an operative unity. Consisting
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Fig. 30. Hein Heinsen, Sculpture 89, 1989.
Bronze, h. 90 cm. Louisiana, Humlebzk.
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Fig. 31. Hein Heinsen, Sculpture 87, 1987.
Bronze, h. 320 cm. Statens Museum for Kunst,
Copenhagen.
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Fig. 32. Per Bak Jensen, White Desert I, 1999.
Color print, 93,5 x 119,5 cm.
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Fig. 33. Per Bak Jensen, White Desert VI, 1999.
Color print, 93,5 x 119,5 cm.
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Fig. 34. Carsten Juel-Christiansen, The
Copenhagen Passage (detail), 1989.

Fig. 35. Carsten Juel-Christiansen and Steen
Hgyer, The Faculty of Humanities, University of
Copenhagen on Amager. Site Plan. Project, 1996.
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As a writer and architect, Carsten Juel-
Christiansen has been dealing with the new urban
landscapes: the floating edge-regions, the suburbs
and the peripheries which, as if in an interminable
territorial extension, have been propagating
themselves around the historical cities. The
“dissolved” and center-less landscapes which we
regard as being characteristic of a current state of
affairs without actually being endowed with
appropriate categories for describing them. In his
authorship, Juel-Christiansen has offered up a
remedy for this while he has at the same time, in
a series of projects, been investigating what
significance these phenomena have upon our
perception of space, form and a possible urban-
architectonic praxis.

In the words of Juel-Christiansen, there is “the
city’s intimate meeting with the horizon” and one
can see that “the shock of the periphery is seated
in the fact that you can distinguish between
‘nature and culture’, that a sliding takes place
toward a condition ‘where the space is all at once
natural and architectural, whereby everything
lying behind suddenly disappears’”.

By virtue of these conditions, the passage
acquires an actualized position as a motive for
architecture. A passage releases and indicates
vibrations and fissures in known formations
without annulling them, without installing a
healing medicine. The project entitled “The

Paris-Passage” was executed in 1989 for the Paris
Architecture et utopie Exhibition. It formulates a
proposal for a building at a non-determined
location in Paris. In a concentrated manner, it
attempts to articulate the city as passage or as a
threshold between the practical and geometrical
space and a non-representable existential space.

In “The Paris-Passage”, the city is articulated
as a physical rendering of a fundamental relation
between end and beginning. A figure that
stretches itself out between the signs X and Y.
Bifurcation and separation. The monument’s
keystone and the opening of the forking path. It is
a distention which Juel-Christiansen deciphers in
the city as such but also sees ever so clearly
delineated in the Parisian street grid and
monuments. Not only in the monumental axis
between the Louvre’s Y-form and the Place de
I’Etoile’s X, but also in the boulevards’ sharp
corners, the Seine’s bifurcation at fle de la Cité —
the beginning of the city — and in the cross-
shaped plans for the skyscrapers in Corbusier’s
Voisin plan, which was never carried into effect.

In “The Paris-Passage”, Juel-Christiansen is
making an attempt to model an architectonic
space which has neither beginning nor end,
neither interior nor exterior, but is precisely the
non-finalized space to which we are bound. The
room from where and within which we look at the
world.

Fig. 36. Text by Carsten Thau, professor of the theory of architecture, on Carsten Juel-Christiansen.
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Fig. 37. Annemette Larsen, Untitled, 1996.
Pencil on paper, 210 x 148 mm.
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Fig. 38. Annemette Larsen, Untitled, 1998. e % fJ.A\Li);\“i V\:JT”(QJ.Q)&L“:)
Pencil on paper, 210 x 148 mm.
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Fig. 39. Kent Martinussen and Malene Andersen S pane Ggeuily Grgisle @i (Y4) gl
et al., Residential complex on the Dock Island in “ gasad VAT falgi S clae 8 dga 8u0a e
the harbor of Copenhagen, 1996. Model. ;

80



Fig. 40. Kent Martinussen and Malene Andersen
et al., Residential complex on the Dock Island in
the harbor of Copenhagen, 1996. Model.
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From Landscape to Building

The project has been created especially for Dock
Island, a separate island situated in what has
previously been the naval arsenal in the middle of
Copenhagen’s harbour. The scheme has a gross
floor area of 48.000 sqm. It contains 320
apartments and an integrated commercial and
office center, as well as institutions and facilities
for a modern family’s work and leisure activities.

The harbour space of Copenhagen is
incontestably the largest and most monumental
space in the city. A high vault of sky and a low
horizon, which provide an identity for that
landscape surrounding the city, are dynamically
drawn through the piled city’s center.

The harbour is the place that embedded that
which came from the sea’s flat infinitude. From
the seaward approach at Toldboden, the gaze is
lifted up from the horizon line by the spire of the
Church of Our Saviour’s spiraling ascension
toward the heavens and the light’s high infinitude.
This marks a turning — the verticalization of the
horizontal gaze — and in doing so, it pilots an
anchoring movement in that air and that light
which still today characterize the spirit of the
place, even though the conditions of the
landscape that made the creation of a harbour
here so obvious have been transformed by now
into a modern metropolis. The ships, which came
from the most distant regions of the globe, were
thus received in the harbour within a baroque
order which, with determined but invisible sight-
lines extending toward the golden orb crowning
the spire of Our Saviour as a point de vue,
indicated the channel through the fairway of the
harbour toward the turning point for the seaward
approach to the naval arsenal.

The location of the Dock Island at the harbour
entrance was so to speak a decisive factor in
planning the project: Toward north, toward the
horizon, the scheme appears as two large, floating
horizontal planes. Over the middle of the island,

toward south and the city towers, these planes are
twisted and anchored to the site as two heavy,
vertical blocks. From level to plumb. The
apartments are primarily organized in multi-
storey wings toward south. Here there are also
day-care centres and common facilities for
“domestic work”. In addition to this, there is a
courtyard housing group on the upper level
toward north. The lower level toward north
houses commercial and office space. In between
these two levels lies a large communication and
library center, which is spatially linked to the
center of the scheme. Here there is cinema,
restaurant and cafés, a common house, covered
squares and shops — the scheme’s common
facilities. The parking facilities are primarily at
roof level, which is reached via the spiral
pedestrian and automobile ramps, which also
provide pedestrian access to the bottom of the old
dry-dock. The Dock Island’s surface is
landscaped with respect for the local outdoor
activities; Northwest: a swimming pool at sea
level. Northeast: a subterranean rowing club.
Southeast: playing fields under the trees. South-
west: a city beach.

Spaces that are undermined in accordance with
compositional curves that move from house-
territory across the island’s geological landscape
to town-cosmos — the sea, the sky, the globe.

Executed by Kent Martinussen — chief architect,
Malene Andersen, Peter Bertram, Jan Borgstrom,
Niels Grognbeek, Kristian Hagemann Hansen, Jan
Harboe, Thomas Ryborg Jgrgensen and Henrik
Oxvig A.P, architects MAA.

Assisted by Mette Ramsgaard Thomsen and Eline
Leisner, architects MAA, and Peter Toftsge, stud.
arch.

The project has been supported by the Danish
Arts Foundation and the National Workshops for

Fig. 41. Text by Kent Martinussen and Malene Andersen, From landscape to building. Residential complex

on the Dock Island in the harbor of Copenhagen, 1999.
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Fig. 42. Mogens Mgller, Vega, 1999. Cast iron
and stainless steel, h. 13,5 cm.
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Fig. 43. Mogens Mgller, The Watch, 1998.
Bronze and silver, 110 x 90 cm. Nykredit,
Copenhagen.
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