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BODF, STROMG AMD FRAIL

The firzt thing I happen upon in Susann Brinnstrém's stody

§¥§j}' o=t *..*.;;g’i’},si;";;;,i
) in southern Stockholm i 8 series of paintings whose moiifs

oo o consist of a net of dense, bending lines. HAre they -*%r“ur-h,;t"l
siaesh },wi";i feet %
ooe® 83 marksrs of control, protection against an unspecifisd dhreat?
¢ Slowly, like an afer-image, 3 wague wold appears, assuming
*° ° the zhape of somebody's back, & perpendicular cendre for the
o0 b o0 .... . - . : . . .
i”i {} {}i $ ,:§ 1! !{} o blackness of the game of the lines. I fall prey do uncerdaindy;
(] [ ] [} [ J 000 . . . .
what can I omake of 3ll this? Seeming to Zense my confusion,
the ardist provides me with a key. Pes, the game of lines
can be seen a5 3 sign of suxilisry constructions. The black,
tightly laced lines sirive o hold fogedher and siabilizse
a tundamental ysd fragile and esposed structure. The siylised
s £ oOPpdel)] g Den %1;;;’; ni' ;:!u’;‘i:'f';

. o . s mokifs of the pictorial sequence oorsey
§:§ i_.i ?’éliﬁ; ‘::i %.’.;533.2:} i..;ii tial danger, physical as well as inderior.

FORMAT AMD MEDIHN

In Suzann Brannstrim's work dwo factors form oz ground as
stable a3 warp and wedt in weaving. The formats wary bebusen
22122 omozquares and 299122 om reclangles; that's the
warp. Her medium iz consistently Indian ink and dempers on
paper oF unkorked wooden panels with wisible grains: these
might be zaid do corvespond do the yarne. Hs for the resi,
the paintings are devold of associstions with things wouven.
The motif s drawn in full scale on the ground and forms the
baziz for & painting Drawing and colouwr are bodh linked do
the surface of the pilciure, redraining from giving an 112%.; ion
of depth. Thiz iz an ariist who demonstrates dhe full sspres-
sive register of Indian ink dechnigque. The drasing }},twr" £k
the movement. MNow the brush line demonsirates the +lewible
agility characteriztic of & strand of hair or calligraphu, nows
it ripples like the soraml of insect drails beneath the bark
vas in Henri Michaux's prindsh Distinctly oudlined forms appear
replete With lfs;,tn-*l”it—*ﬂ'abli—' bBlackness, while other forms be-
have now like ominously swelling clouds of ink under water,
now like hardly distinguishable, plested, palely flowing damp
stains, suggesting the shady side of paint

The intensity of the dempera paint scitivaies a ladder ranging
from oold do hest, hunger and ssturstion, lust and paine Tempers
iz narrative's imaginative medium, itz Arabian-Mights ooice, T
zee and sesm to hear & world of sounds whose lightly resilisnd
wingsd nodes douch dully rasping, fatly earihbound ones.

SIGMS, MOVEMENTS AND GESTURES

The patierns of the pansls are indexical signs of nature.
The grain designates nature in 3 L1 relstion. Here the patisrn
iz not drawn by s human hand. BE s owisual edfect, the grain
i nod oan expression of & fandasy aboutd nature, bud 14 doss
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cormsey an ides about nature. In the welnsd pansls mesiing with
the fempera paint unesxpecisd eftecis arize. H largs, soaring
yellow figure makes the wooden surtace olearly suggest lilad
The bulges and furross of the figure resemble happily fer-
menting +lesh or saffron dough paindsed as grafiidil; an exampls
of the associative, symbolic signs of fandasising.

The weining of the wooden surtace may of course Seem o
resemble oifher phenomens than the weining of wood. For ex-
ample, siylized tfaces or river systems oF pictures of maps.
But the map works indesxicslly, pointing to & model. Maps
indicate details and dhelr positions in & derrain; the more
acourate they are in relation do reality, the bedler. I might
be pozzible 4o zee the whole of Suzann Brannstrém's pictorial
World az oz condinuous mapping of the ardizt's obzerwvations
and retlections taced with the constantly on-going realidy
around her.

The physical draces produced in the acd of painding on canvas
oF paper are also indexical signs: signs of the wery ides

of painding. They are the direct effecis of a specific act which
had resulised in & painding through more or less free gesturing
vthink of Jackszon Pollock's method of '-*;:n“:rs%ar;es:ﬂ.s:ﬁlg' spreading
paint on canvasd In itz conorede azpect Suzann Brannstedm s
painting poinds to the draces of iis :..sfss}.r;g~ir;%x:x~beirsg3 delib-
erate, considered, methodical draces of mouvement and gesturing.
Uher these braces assume 3 figurative form, We are fres o
interpret them 3 symbolical signs, as components of an un-
Written tale.

The forms on Brinnstrém's boards and sheeds of paper zeem 4o
emerge organically from inviszible sources, freely and of their
oen force. This procedurs probably manifesis idseld most clearly
in the magnificent painding of something that resembles 3 coral
rest wWith many ramitficstions, monochroms under the water
surface, palely shindng ower the surface where a metaphorical
radiztion awakes nature o sensations of colour.

FIGURATION, FEELIMGS

The world of figurstion occupying the painded suriaces may
make us think of phenomena as diverse as foys with comples
mechanics, Chinsse sign codes for dreamlike landscapes

vand the draughdsman Arthor Rackham's knobly drees in dthe High
Culiture fairy-tale dradition from the turn of the dwendisth
certuryd, the complex chorsography of humans and microbes
respectively, children playing with colourful modelling olay.
Here are rhythms in mirroring, symmetricsl balance with
small displacements and dramatic movements towards depariures,
fragile nuances and sharply oud angles which, like 3 superior
principle, break indo and requlate the composition's dizplay
of free dynamic dance. 14 soon dawns on ome that thiz world

of oryptic signs and figurations - somsdimes staged in the
most obsours pictorisl spaces, somedimes pulsating with
undizguized radiance — are conwveyors of emotions. Bub what
kind of emotions, and which onss?

Fainting is language, an instrument operating with signs
entrusted with the dask of conweying emodions as 3 response
1o r“"lzh.;., the aritisi poinds oudy intorming me that what
preccouplss her 18 giving expression fo forms of human
gxiztence di“sd potential of possr, Seen 33 & means of siaging
warious primary states of feeling such as desire and sha
agrisd and oy, pain and pleasure, desire ... Hhat iz ad siake
iz oreating a language walid both for oneseld and for others,
Fez, an imagery that appeals do the wiswmer, challenging
her 40 mest the painting haltway and lisden sbientively do ids
signals. H language that ineddies dhe wiswsr o swall herseld
of the ability of empathy of her oun body and her imagination
and reszpond do s rhythms oand movemsnds and do 3 sensualiby
that sometimes sllows idzeld do zoccepd and affirm grossly
wilgar ouvertonss.

§!-‘

peesd

FROGRESSTON

But faced with one of the paintings my thought iz shruck dumb.
I dizcern 3 formlsssness of reds and bluss dhat have gons
oty & bagginess orowned by s despairingly ysllow spod CThe Last
Figced, Thiz iz the sign of & sack condaindng all oolour, bt
With tones that have disd amay because of lack of lighi. Once
more  the ::r'%}; tocomes to oy succour. Here the ardist feld a
peed 40 reset the brilliance both of the colowr and of her oun
technique. A need 4o "stammer in one's own language” for the
purposse of giving room o unceriaindy and concern. Mhat doss
it mean to be human in our dime and in the world we live ing
Fiod can we go on when ethical shructurss thresten 4o collapse?

]
]

The philosopher Gilles Delsuze +ormulstes an image: “the smooth
and the ripplsd room”. This image serves o demonstrate how
W use difterent perspectives. Lome people prefer the securs
unsgquiviacality of the rippled drace, others the mobility of

a room Whose perspective is kepd open and wide. The task now
ig 4o "hransgress the massive and global opposites in 'H”s!-*
direction of the underlying, wibrating molscular irdensitiss"l,
Thiz insight might be formulsted in & more accessible way b
hardly more persuasively.

Lo Swen-0low Hallenstein, "Hommerdar 11 nomadologin®, Momadologine Skriftserien Bairos nummer 9,
Fungl. Bonsthégskolan och Raster firlag, Stockholm 1—!4 B 1EF.
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suzann BRAMHSTROM
FProgression
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Graphic desigrne Our Polite Socisdy
FPrinting EO Grafisksa

Tewd Mina Heibull

Tranzlation: Larz-fke Suensson
Photography paintings: Tord Lund
Black and white photographe Dan Hiren

Norrtélje Konsthall
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Indian ink and wingl dempera on Wood



Le © 28 omd Indian ink and wingl dempera on Wood X

Bo 02990128 omo Vingl dempera on wood

4



Ee 2990128 om2 Indian ink and wingl dempera on Wood e

o 0182 =128 cma Indian ink on wood



G L2899 128 cm2 Indian ink on wood o

Fo 0188188 oma Indian ink and wingl dempera on Wood
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