
I paint, but in an expanded field, mostly using film and pho-
tography. My work often refers to painting and at first glance 
a video can be perceived as an ever so slightly moving painting. 
Since 2012, I have been collecting working material in an 
archive named Ecolonia.
The archive contains expressions in film, photography, sculp-
ture, and installation art. I garner materialities, perceptions, 
and sensations found in everyday life and encountered in 
nature. The collected body of various phenomena, lived ex-
periences and emotions, is adapted via a set of digital editing 
techniques imbued with an intuitive rationale. The material 
undergoes a digitized abstraction development but always 
with outermost regard for the innate and unique modes of 
expression of all life.
 
I am searching for small movements or minor changes that 
occur within something durable and ongoing, which over 
time progress in a spiral-like cycle pattern. This implies ong-
oing time that always returns but in each instance in a slightly 
altered form. Time thus creates monotone movements that in 
themselves create a rhythm. A monotonous rhythm indicates 
the stillness of time. I want to provide circumstances that 
lends the void a space; a place where the seemingly insigni-
ficant resides alongside silence. My work relates to the “in-
between” which exists amongst humans, human and nature, 
between the natural and the man-made. It strives to challenge 
the boundaries between human, nature, and machine. The 
void, the gap, the movement-change between still or moving 
images and between scenes is also of great significance. As an 
intermediary movement, empty space houses anticipation. 
The in-betweenness of empty space leaves room for everything 
and nothing at once. The wait is a precondition for change. 
There is also a power relation inscribed in the wait, in the act 
of putting someone or something on hold. The wait both disci-
plines and administrates. It generates a hierarchy in the room 
depending on which sex, class, or ethnicity we are ascribed. In 
this way, my attempt at a visual balance within and between 
the images is also an attempt to redress the balance of power. 

The image archive Ecolonia provides opportunities for innu-
merable reconfigurations of the materials I collect. Moreover, 
Ecolonia is my language, my way of describing a reality we 
co-create with our surroundings. I’m interested in conveying 
the hidden, that something ‘more’ which resides in nature 
and goes beyond what meets the eye. Within this system, the 
everyday is revalued. New worlds and situations arise that can 
be both beautiful and daunting, they may contain recognition 
as well as alienation. The open and ongoing archive Ecolonia 
also contributes to an exploration of contemporary socie-
ty’s relationship with nature. It does so by accentuating the 

aesthetics of experience which might help further a shift in the 
human conception of an unpredictable nature as an object to 
be mapped, controlled, and dominated. 

The human body is taught to position itself, react to, and 
in one way or another embody current ideas and notions of 
the society it is immersed into. Through the habit of repetition 
political policies, gender roles, notions of class and racial 
difference are inscribed in the body, begetting actual patterns. 
“Feelings are facts.” Feelings are information which forms and 
literally in-forms human as well as more-than-human bodies. 
The cultured body is a set of choreographed movements, a 
disciplined body. When I incorporate the human body as an 
element in my imagery, I look to identify in-between moments 
of dissolution and collapse. To make use of the human form 
is not about introducing an individual subject into my work. 
Instead, I approach the human form as a creature, a parallel 
existence, a part of nature, and as a matter of facts. This is the 
case in works like The Mind is a Muscle and Untitled Painting 
#12 where the digital manipulations momentarily reframe the 
body in an exaggerated sense, conveying a sense of ‘unhome-
ly’ movements, of an unreality of bends, shapes, and forms. 
While the viewer in these works is able to identify the body 
as “body”, in comparison to the elusive character of ‘site’ in 
other works, the recognizable human body becomes incohe-
rent and estranged to us first when it presents us with difference, 
an anomaly, something not yet seen, heard, or experienced. 
Here is the power of nature. 
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