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FOREWORD

For Orje Customs Office, we selected three
works by the Norwegian artist Marius Engh.

Our objective was to find art that could be
enjoyed by members of the public but that also satisfied
the office’s stringent security requirements. The room
where members of the public are most likely to spend time
is the waiting room, where people who were travelling in
detained vehicles are asked to wait. People waiting in this
room, whether briefly or for longer periods, are not there
voluntarily. For this reason, the art for this room could not
have loose elements or provide places to hide drugs or
other contraband.

Engh’s wall-painting Greenbrier covers large
areas of the waiting-room walls, and the motif is repeated
on the walls of the staff-only staircase. His welded steel
object My Target is Your Eyes occupies the wall behind
theinspection table in the waiting room, while the bronze
letters that form his work Europe have been installed on
the wall of the staff meeting room.

Marius Engh (born 1974) has held a number
of solo exhibitions in Norway and abroad and is consid-
ered one of Norway's leading contemporary artists. Much
of Engh’s work addresses themes such as architecture,
power and control. He is interested in history and enjoys
researching places where he finds traces of actual histor-
ical events. By gathering several works by Engh in one
location, we gain a unique insight into his artistic practice.

This publication presents images of the art-
works at 9rje Customs Office, an essay by Simen Joachim
Helsvig and images of a selection of other works by Engh.
The texts have been translated into English and Polish so
thatthey can be enjoyed by as many visitors to the customs
office as possible.




The project at @rje Customs Office is one of eleven
projects we have worked on together over a seven-year
period in our capacity as freelance curators for Public Art
Norway. The eleven projects are distributed over a large
geographic area and the buildings at which they have
been installed are used for very different purposes. All
the projects do have one feature in common, however: a
relatively small budget.

We have worked on many of these projectsin
parallel, and have chosen to see all the projects as a single,
unified enterprise. Our overarching goal has beento secure
high-quality works for the Norwegian state’s art collection,
which is curated by Public Art Norway. Over the years we
have commissioned or purchased works by the following
artists: Kjersti Andvig, Bjgrn Bjarre, Marius Engh, Ane Graff,
Anna Gudmundsdottir, Lina Viste Grgnli, Benjamin Alex-
ander Huseby, Toril Johannessen, Lars Laumann, Camilla
Lew, Jon Benjamin Talleras and Morten Torgersrud. In
2018 Liv Bugge will complete a major project at Ullersmo
and Eidsberg Prisons. For several of these artists, this was
the first time that their work had been purchased by Public
Art Norway.

Elin Maria Olaussen
Karen Christine Tandberg
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Marius Engh
Europe, Greenbrier, My Target Is Your Eyes

We find art in one form or another in almost all
buildings, whether it’s a sculpture on a windowsill or a framed
poster. Few people sitting in a dentist’s waiting room would
be surprised to see a reproduction of a landscape painting
or a poster of van Gogh'’s Sunflowers. The artworks installed
at Orje Customs Office are less easily recognizable as works
of art. This is not because they are small or unassuming, but
because they defy expectations as to the kind of art one is
likely to encounter in this type of official building. And even
once one has noticed them, it may still be difficult to come to
terms with their presence.

Public Art Norway is a government agency
operating under the auspices of the Ministry of Culture. Its
job is to commission, purchase and manage artworks for
government buildings and public spaces. In Norway, between
0.5 and 1.5 per cent of the budget for every new government
building is allocated for the purchase or production of art.
This was the case with @rje Customs Office. Once the building
was completed, Public Art Norway was assigned to find art
to put there. The artist Marius Engh was selected to install
three works in the building. His sculptural object My Target
Is Your Eyes is installed in the waiting area inside the bus
inspection hall. In the same room, we find his wall painting
Greenbrier, which continues up a stairway further inside the
Customs Office building, an area that is accessible only by
members of staff. In this part of the building, we also find the
final work, Europe.

Since graduating from the Norwegian National
Academy of Fine Art in Oslo in 2000, Engh has exhibited in a
number of venues both in Norway and in cities such as Vienna,
Berlin, Madrid and Los Angeles. He is particularly interested
in the relationship between architecture and power, and how
history becomes incorporated into objects and architectural
details. These interests can also be said to form the basis for

19



the artworks at @rje. None of the works has been made with an
eye to the building in which they are now installed, and two of
them are in fact reproductions of architectonic elements that
originated in places and contexts completely unrelated to the
work of a customs office. In order better to understand these
artworks, it is perhaps best to consider them as if they stood
at a kind of metaphorical crossroads between the buildings
where they were located originally - the galleries where they
have been exhibited in the past - and the customs office.

Severalthemes recur throughout the three works,
and each theme resonates in its own way in the unique social
and architectonic space of the customs office. Nonetheless,
the three works differ so much from one another that it is best
to discuss each one individually.

EUROPE

Orje Customs Office lies on the northern side
of one of the busiest border crossings between Sweden and
Norway. From a meeting room on the upper floor, one can look
down onto the motorway, where a blue sign bearing a circle of
yellow stars warns drivers that they are about to enter the Euro-
pean Union. On the wall between the windows in this meeting
room there is a different type of sign, consisting of six cast bronze
letters that spell out the word “EUROPE”. The letters are cast
in a rounded font so that each of the E’s at the beginning and
end of the word is reminiscent of the Euro sign, €, as if to focus
on Europe as an entity that is defined by its currency. Hanging
slightly lower on the wall, a sign explains that the six polished
bronze letters are an artwork titled Europe by Marius Engh. But
what about the bronze letters themselves? What do they tell
us? What is it that Europe denotes and indicates? While one
is standing, switching one’s gaze between the view out of the
window and the letters on the wall, one is standing in Europe,
but outside the border of the European Union. But the sign
that says “Europe” is located behind yet another boundary - it
is located inside a meeting room that is not open to the public.
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A continent, an idea, an ideal, a delimited area, a mytholog-
ical character - Europe is all these things. The origin of the
word Europe is disputed. Originally the Ancient Greek word
must have been a compound of the words for “broad” and
“face”, something that links it to the myth that the god Zeus
abducted Europa, a Phoenician woman, by disguising himself
as a bull. Another theory holds that it derives from the Semitic
word for “submersion” or “to go under”. Europe’s golden age
is undeniably in the past, and bearing in mind the current
economic crises and political unrest, the latter theory would
seem most relevant right now. In any event, it is somewhat
ironic to learn that the bronze letters were manufactured by
a signmaker who specializes in tombstones. So Europe is a
kind of epitaph. R.I.P.

GREENBRIER

Anyone who has renovated an old apartment
knows that wallpaper resembles geological strata: as soon as
one begins to peel off strips of paper and delve into the wall
surface, one begins to move back in time. It is as though the
zeitgeist of different periods, with their changing preferences
for colour and ornament, have deposited millimetre-thick
encrustations.

At first glance, the pattern on the wall in the
waiting area looks like wallpaper. It consists of schematically
drawn plant stems, which where they cross are unpleasantly
reminiscent of knuckle bones, organized in oblique square
formations, each with a circle in the centre. The pattern of re-
peated squares forms a diagonal grid that extends from floor
to ceiling, and which like other ornamental repeat patterns
could in principle continue ad infinitum.

The patternis not wallpaper, however, but paint-
ed directly on the wall. One close inspection, one can see small
irregularities produced by brushstrokes on the outer edges of
the lines. But this wall painting provides another opportunity
for us to delve into history.
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A small sign on the wall explains that the title of the wall
painting is Greenbrier, and an online search for that word
shows, reliably enough, that is the common English name for
a climbing plant in the milkweed family - something which
explains the stem-like design. But it is also the name of a
luxury hotel in West Virginia, in the eastern United States,
which conceals a very unusual story. In 1992, a journalist
from the Washington Post discovered the existence of an
enormous bunker concealed under The Greenbrier, a fash-
ionable resort. The bunker was built under highly secret
conditions in connection with the expansion of the resort
between 1959 and 1962 and was intended to accommodate
all 535 members of the US Congress in the event of a nuclear
war. The bunker had capacity for 1,100 people. There were
large meeting rooms, huge dormitories with endless rows
of bunk beds, and storage facilities containing all the items
necessary to keep such a large number of people alive for
a long period. It is dizzying just to imagine how many food
items had to be replaced on a regular basis. During the 30
years that the bunker was operational, none of the resort’s
guests had any idea what was concealed under the resort.

The bunker was code-named Project Greek
Island (intelligence services have always had aflair for inventive
names). An image search on Google brings up illustrations
showing cross-sections of the hidden structures, photographs
of control rooms and rows of bunk beds. And then: one pho-
tograph shows a massive vault hidden behind a sliding door
papered with a green, plant-like pattern. The wallpaper contin-
ues along the corridor behind the door into the vault. It covers
walls and ceilings, as though it were a kind of camouflage that
had folded in onitself. The pattern on the walls is the same as
that in Grje Customs Office.

The first time that Engh exhibited his wall-paint-
ing Greenbrier was at an exhibition at Galleria Gentili in the
Italian city of Prato. There the pattern covered one of the
gallery’s end walls, plus a sliding door leading to a storage
room behind the exhibition space. While ornamental designs
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onwallpaper are generally thought of as a background feature
of one’s surroundings, the pattern moves into the foreground
when one sees it in an exhibition space. The black brush-
strokes make a design on the white substrate of the wall, not
unlike a pen-and-ink drawing on paper.

Transporting an object oranimage into a gallery
is in many ways a process of distillation. When the object is
separated from its usual context and no longer has a clearly
defined function, its aesthetic aspects become more signif-
icant. The emphasis shifts from function to form. When one
takes this distilled object - the art object - out and in turn
installs it into a so-called public space, such as the waiting
area at Orje, the situation is different. In the waiting room,
the wall painting no longer exists in the context of a gallery.
Here it has once against become a decorative interior feature,
as it was in the resort in West Virginia. In addition, at Orje
several objects have been placed over the wall-painting - or
more accurately the wall-painting has been executed around
them: a steel drinking fountain, a washroom door, and various
switches are all in a way included as components within the
work. Defining an object as art is often about drawing a line
between art and not-art. But where is the line between an
artwork and its surroundings when the work itself has become
the background? Most likely only a few occupants of the
waiting area will notice that the wall-painting is an artwork.
As one might say, it blends into the wallpaper.

Unlike at the resort in West Virginia, in the Qrje
waiting area nothing is concealed behind the wall-painting,
no secret meeting rooms or storage facilities. Nonetheless
we can perhaps say that the name “Greenbrier” is a key that
unlocks an endless series of rooms, all decorated with the
same infinite pattern.
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MY TARGET IS YOUR EYES

Hanging on another wall in the waiting area is
a shiny round object consisting of three concentric circles
crossed by spokes radiating from the centre. More than any-
thing it looks like an over-dimensioned logo of some organ-
ization or multinational corporation. It hangs in the centre
of the wall and is reflected in the shiny aluminium surface of
the counter used for searching suitcases and backpacks for
smuggled items. If one simply saw an out-of-context photo-
graph of this work, which is titled My Target Is Your Eyes, one
could be deceived into believing it to be installed above a
customer services desk at an airport or in the reception of an
office building. The object hangs in parallel with the waiting
area'’s vinyl-covered windows, which is appropriate, for in
reality the object is a copy of a grating that Engh noticed
covering a window in Berlin.

Here there are some obvious similarities with
Engh’s wall-painting Greenbrier: both works involve ornamen-
talfeatures that have been detached from their architectonic
function. And once again, each object’s design comes more
into focus when it is taken out of context. The ornamental fea-
tures of My Target Is Your Eyes are alternately highlighted and
toned down in this radical transformation of the object from
functionalitem - a window grating - to aesthetic object. The
grating is designed to cover a round window, and the spokes
are designed to make it impossible to climb through. In this
way the design is based on clearly functional considerations.
Even so, the grating also clearly has an aesthetic aspect that
cannot be attributed solely to its purpose as a barrier.

The mantra of Modernist design in the first half of
the 20th century was that form must follow function, and or-
namental features were superfluous. The Modernist architect
Adolf Loos went so far as to call ornament a crime. Previously,
artworks that were placed in public buildings were known as
“"decorations”. The organization that is now known as Public
Art Norway has changed name several times since it was
established. When it was founded in 19786, it was known in
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Norwegian as Utsmykkingsfondet, which translates literally
as “the Decoration Fund”. As time went on, scepticism grew
about the concept of “decoration”: describing an artwork
as a decoration implies that the function of the artwork is
simply to make its surroundings more attractive. In 2007, the
organization was renamed “Art in Public Spaces” - or “Public
Art Norway”.

In Engh’s works these concepts - ornament,
decoration and public space - are put into play. Both Green-
brierand My Target Is Your Eyes consist of ornamental objects
that disguise their function as barriers. And what is a “public
space” precisely? A government building is not necessarily a
public space. For example, the facilities for the US Congressin
the secret bunker underneath The Greenbrier were in a sense
a public building, but it was in no sense a public space. The
same is true of @rje Customs Office. People don’t seek out
this place voluntarily in order to experience works of art, and
you certainly don’t get to leave at your own discretion. What
is more, some of the artworks are located in places where the
public have no access.

The title My Target Is Your Eyes refers to the
shape of the window grating, which can look both like a target
and a cornea. But the title also addresses the audience directly
by proclaiming that “my target is your eyes”. As mentioned
earlier, the form of a work becomes more noticeable when its
function disappears.

The past century of art history has consisted of
repeated crossings of the border between the realm of art and
what lies beyond. While some artists have investigated what
happens when one moves something into the realm of art,
others have done the opposite and, as it were, have allowed
art to acclimatize itself within the surrounding world. And
this double movement - from the surrounding world to the
world of art and then back again - isn’t this precisely what is
happening with the works at @rje?

Reversals, u-turns, transformations - it is the ac-
tual translation from object to copy and the relocation from
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social to aesthetic space that is the crucial feature of Engh’s
works. The locating of Europe, Greenbrier and My Target
Is Your Eyes at a customs office endows them with a quite
different significance than when they were first shown in a
commercial gallery space. But there are some parallels none-
theless: although a gallery is often a space where the general
public is granted access to art, it is also a place where works
are in transit from the workshop or studio where they have
been produced, to the buyer, which is their final destination.
The “space” that is art is a kind of passage between different
rooms, where the artwork is displayed for inspection before
perhaps continuing its journey onwards in the cycle. The
three works are now installed permanently at the customs
office, but since this building is itself designed for transit and
inspection, it represents another aspect of this passage too.
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FORORD

Til @rje Tollkontor har vi valgt ut tre arbeider
av billedkunstneren Marius Engh.

Vi har sgkt a finne frem til kunst som kunne
veere offentlig tilgjengelig samtidig som den oppfylte
sikkerhetskravene ved tollstasjonen. Det mest offentlige
rommet ved stasjonen er venteveerelset, der passasjerer
fra anholdte kjoretoy blir henvist. De som oppholder seg
her, enten det er i kortere eller lengre tidsrom, har imid-
lertid ikke valgt a oppholde seg her frivillig. Derfor kunne
kunsten hverken besta av lgse deler eller bidra til at det
oppsto potensielle skjulesteder.

Veggmaleriet Greenbrier dekker store deler
avveggeneiventevaerelset og gjentasitrappeoppgangen
for de ansatte. Stalkonstruksjonen My Target is Your Eyes
har fatt plass pa veggen bak visitasjonsbenken i vente-
vaerelset, mens bronsebokstavene som utgjer Europe er
montert pa veggen i mgterommet for de ansatte.

Marius Engh (f. 1974) har hatt en rekke se-
paratutstillingeriinn-og utland og regnes som en avvare
fremste samtidskunstnere. Tematisk har Engh arbeidet
med arkitektur, makt og kontrolli en rekke prosjekter. Han
er interessertihistorie og fordyper seg gjerne i steder der
han finner uttrykk for konkrete, historiske hendelser. Ved
a samle flere verk av Marius Engh far vi et unikt innblikk i
hans kunstnerskap.

I denne publikasjonen presenteres bilder av
kunstverkene pa Orje Tollkontor, en formidlingstekst av
Simen Joachim Helsvig og dokumentasjon av et utvalg
andre verk av Marius Engh. Tekstene er oversatt til engelsk
og polsk for a imetekomme flest mulig av de besgkende
ved tollkontoret.

Orje Tollkontor er ett av elleve oppdrag vi har
utfert sammen for Kunst i offentlige rom (KORO) over en
tidsperiode pasju ar. Prosjektene segi mellom har hatt stor
variasjon geografisk og byggene de befinner segi har hatt
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svaert ulike bruksomrader, menfelles for disse oppdragene
har veert de relativt sma budsjettrammene.

Vi har jobbet med mange av oppdragene
parallelt, og vi har valgt a se arbeidet som et helhetlig
prosjekt. Vart overordnede grep har veert a sikre kvalitets-
messige gode verk til statens samling av kunst - forvaltet
av KORO. Gjennom arene som har gatt, har vi kjept inn og
gitt oppdrag til kunstnerne Kjersti Andvig, Bjern Bjarre,
Marius Engh, Ane Graff, Anna Gudmundsdottir, Lina Viste
Gronli, Benjamin Alexander Huseby, Toril Johannssen,
Lars Laumann, Camilla Lew, Jon Benjamin Talleras og
Morten Torgersrud. 12018 ferdigstiller Liv Bugge et starre
oppdrag ved Ullersmo og Eidsberg fengsler. Flere av disse
kunstnerne var ikke tidligere innkjopt av KORO.

Elin Maria Olaussen
Karen Christine Tandberg
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Marius Engh
Europe, Greenbrier, My Target Is Your Eyes

I de aller fleste bygninger kan man finne kunst-
verkien ellerannen form, enten det dreier seg om en skulptur
i en vinduskarm eller en innrammet plakat. F4 som sitter i
tannlegens venteveerelse vil stusse over at det henger en
reproduksjon av et landskapstabla eller en plakat med van
Goghs' solsikker pa veggen. Verkene som er installert pa Grje
tollstasjon er verre a gjenkjenne som nettopp kunstverk. Ikke
fordi de er sma og unnselige, men snarere fordi de unndrar
seg forestillinger om hva slags type kunst man materidenne
typeninstitusjoner. Og nar man farst legger merke tildem kan
de likevel vaere vanskelige a gjare seg fortrolig med.

KORO - Kunst i offentlige rom er en statlig etat
under Kulturdepartementet som produserer og forvalter
kunstverk til statlige bygg og for det offentlige rom. | nye
statlige byggeprosjekter skal mellom 0,5 og 1,5 prosent av
budsjettene settes av tilinnkjap eller produksjon av kunst. Sa
ogsa med Qrje tollstasjon. Da bygningene sto ferdig fikk KORO
i oppdrag a finne kunstverk til stedet. Valget falt pa kunstneren
Marius Engh, som har installert tre verk der. Det skulpturelle
objektet My Target Is Your Eyes er installert i venterommet
innenfor busskontrollhallen. | samme rom finner vi veggmale-
riet Greenbrier, som fortsetter opp en trappeoppgang lengre
inn i Tollstasjonsbygget, et omrade som kun er tilgjengelig
for tollstasjonens ansatte. | denne delen av bygget befinner
ogsa det siste verket Europe seg.

Siden han gikk ut av Statens kunstakademi i
Oslo i 2000 har Engh hatt en rekke utstillinger, bade i Norge
og i byer som Wien, Berlin, Madrid og Los Angeles. | sitt arbeid
har han veert seerlig opptatt av forholdet mellom arkitektur
og makt, og hvordan historien nedfeller seg i objekter og
bygningsdetaljer. Disse interessene kan ogsa sies a ligge til
grunn for verkene som befinner seg i Grje. Ingen avdem er
laget med henblikk pa bygningende na erinstallerti, ogto av
dem er gjengivelser av arkitektoniske elementer som stammer

35



fra helt andre steder og sammenhenger enn tollstasjonen.
For & neerme oss disse arbeidene er det kanskje best 8 betrakte
dem som om de befant seg i et krysspunkt mellom bygninge-
ne der de hadde sin opprinnelige plassering, galleriene hvor
de tidligere har blitt utstilt, og tollstasjonen.

De tre verkene Europe, Greenbrier og My Target
Is Your Eyes er sé& forskjellige at det er mest hensiktsmessig &
tademibetraktning hver for seg. Likevel er det flere tema som
garigjen, og de finner pa hvert sitt vis resonansi tollstasjonen
som et saeregent sosialt og arkitektonisk rom.

EUROPE

drje tollstasjon ligger pa den norske siden aven
av de mest trafikkerte overgangene mellom Norge og Sverige.
Fra et mgterom i annen etasje i tollstasjonsbygget kan man
se ned pa motorveien, der et blatt skilt med gule stjerner i
sirkelformasjon varsler at man er péa vei inn i EU. Pa veggen
mellom vinduene i dette mgterommet henger en annen type
skilt, bestdende av seks bokstaver stapt i bronse som danner
ordet «<EUROPE». Bokstavene er formet i en kurvet font der
E-ene i hver ende av ordet minner om euro-tegnet €, som for
a understreke at Europa er en starrelse som holdes pa plass
av valutaen. Litt lengre ned pa veggen henger et skilt som
forteller at de seks blankpussede bronsebokstavene er et
kunstverk av Marius Engh, og baerer tittelen Europe. Men
hva med bronsebokstavene selv, hva forteller de? Hva er
det Europe navngir og markerer? Der man star og lar blikket
veksle mellom utsikten gjennom vinduene og bokstavene pa
veggen, befinner man seg i Europa, men pa den andre siden av
grensentil Den europeiske unionen. Men skiltet som markerer
«Europa» befinner seg innenfor enda en grense: den er plas-
sert i et mgterom som ikke er tilgjengelig for allmennheten.
Et kontinent, enforestilling, et ideal, en avgrensning, en myto-
logisk skikkelse - Europa er alle disse tingene. Det strides om
hvor ordet Europa stammer fra. Opprinnelig skal det greske
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ordet ha blitt satt sammen av ordene for «bredt» og «ansikt»,
noe som knytter det til myten om da guden Zevs bortferte
den fgniske kvinnen Europa ved & forkle seg som en okse.
En annen teori er at det stammer fra det semittiske ordet for
«nedsenking» eller «4 g& ned». Europas storhetstid er utvil-
somt forbi, og med samtidens gkonomiske kriser og politiske
uro i mente, er den sistnevnte tolkningen for gyeblikket den
mest naerliggende. Den passer i alle tilfelle godt nar man far
vite at bronsebokstavene er tilvirket av en skiltmaker som
spesialiserer seg péa gravstatter. Europe er altsa en slags
gravskrift. «Hvilifred».

GREENBRIER

Enhver som har pusset opp en gammel leilighet
vet at tapeter ligner geologiske lag i jordbunnen: begynner
man & skrelle av flakene og grave innover i veggen, beveger
man seg samtidig bakover i tiden. Det er som om forskjellige
instanser av tidsadnden, med dens skiftende preferanser for
farger og ornamentikk, har avleiret seg og dannet millime-
tertynne skorper.

Mgnsteret som er a finne pa veggen i ventesa-
lenitollstasjonen ser ved farste blikk ut til & veere et tapet. Det
bestar av skjematisk tegnede plantestengler (i fayningene ser
disse stenglene uhyggelig nok ut som knokler) som danner
skrastilte kvadratiske formasjoner med en sirkeli sentrum. Det
gjentatte kvadratiske mgnsteret utgjer et diagonalt rutenett
som strekker seg fra gulv til tak, og som andre ornamentale
megnstre kan det i prinsippet fortsette uendelig.

Dette er imidlertid ikke et tapet, men et maleri
pafert direkte pa veggen. Gar man tett nok inntil vilman kunne
se sma ujevnheter etter penselbusten i strekens ytterkant.
Men dette veggmaleriet gir ogsa anledning til & grave seg
innover i historien.

Et lite skilt pa veggen forteller at veggmaleriet
har tittelen Greenbrier, og et nettsgk pa dette ordet viser at
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det, tilforlatelig nok, er det engelske navnet pa en klatreplan-
te i svalerotfamilien - noe som forklarer de stengellignende
ornamentene. Men det er ogsa navnet pa et luksushotell
i Vest-Virginia pa den amerikanske gstkysten som skjuler
en sveert spesiell historie. | 1992 avdekket en journalist i
Washington Post at det fantes et enormt anlegg gjemt un-
der det fasjonable Greenbrier Resort. Anlegget ble bygget
iallhemmelighet i forbindelse med en utvidelse av hotellet
mellom 1959 og 1962, og var ment 8 romme hele den ame-
rikanske kongressens 535 medlemmer i tilfelle atomkrig.
Tilsammen 1100 mennesker kunne oppholde seg innenfor
hotellet. Det var store konferanserom, digre sovesaler med
endelase rekker med keyesenger, og lagerrom med alle de
ngdvendigheter som skulle til for & holde et s hgyt antall
mennesker levende i lengre tid. Bare tanken pa hvor mange
matvarer som jevnlig matte skiftes ut er svimlende. Gjennom
de tretti &rene anlegget var operativt var detingen besgken-
de som ante hva som skjulte seg under hotellet.

Anlegget fikk navnet Project Greek Island (de
hemmelige tjenestene har alltid vaert oppfinnsomme nar
det gjelder navn). Med et bildesgk pa Google far man opp
illustrasjoner som viser tverrsnitt av de skjulte bygningene,
fotografier av kontrollrom og rader med kayesenger. Og sé: et
fotografiviser et massivt hvelv skjult bak en skyvedgr tapet-
sert med et gront, plantelignende mgnster. Tapetet fortsetter
innover korridoren bak hvelvdgren og dekker vegger og tak,
som om det var en kamuflasje som foldet seg inn i seg selv.
Mgnsteret pa veggene er det samme som i Grje tollstasjon.

Farste gang Engh viste veggmaleriet Green-
brier var i en utstilling i Galleria Gentili i den italienske byen
Prato, der det dekket en av galleriets endevegger samt en
skyvedgr til et lagerrom bakenfor utstillingssalen. Mens et
tapets ornamenteringer farst og fremst blir betraktet som
bakgrunn og omgivelse, blir mgnsteret snarere forgrunn nar
man ser det i utstillingsrommet. De svarte penselstrgkene
utgjer en figur mot den hvite veggens underlag, ikke ulikt
en pennetegning pa et papir.
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A transportere en gjenstand eller et bilde inn
i et galleri er pA mange méter som en destilleringsprosess.
Néar gjenstanden skilles fra konteksten den inngér i og ikke
lenger har en klar funksjon, trer dens estetiske aspekter ty-
deligere frem. Vekten forskyves fra formalstjenlighet til form.
Nar man tar dette destillerte objektet - kunstobjektet - ut
igjen i et sdkalt offentlig rom, som i ventesalen i Qrje, forhol-
der det seg annerledes. | ventesalen har veggmaleriet ikke
lenger gallerirommet som ramme, her blir det nok en gang til
dekorasjon og omgivelse, slik som pa hotelleti Vest-Virginia.
| Orje er flere objekter dessuten plassert over veggmaleri-
et, eller snarere er det malt omkring dem: en servant i stal,
en toalettder og diverse brytere blir pa et vis inkludert som
komponenter i dette verket. A definere en gjenstand som
kunst handler ofte om & trekke opp en linje mellom kunst
og ikke-kunst. Men hvor gar grensen mellom kunstverket og
detsomgivelser nar verket selv er blitt til bakgrunn? Sjansene
er store for at kun et fatall vil legge merke at veggmaleriet er
et kunstverk. Det vil s& & si ga i ett med tapetet.

Pa tollstasjonens venterom er det ikke noe
som skjuler seg bakenfor veggmaleriet, ingen hemmelige
mgtesaler og magasiner. Likevel kan vi kanskje si at navnet
«Greenbrier» er en ngkkel som l&ser opp stadig nye rom
som man kan fglge innover, og som er dekorert med samme
endelgse mgnster.

MY TARGET IS YOUREYES

P& en annen av ventesalens vegger henger et
rundt og blankt objekt bestdende av tre konsentriske sirkler
med kryssende, tverrgdende spiler som straler ut fra midt-
punktet. Mest av alt ser det ut til 8 vaere et overdimensjonert
emblem for en eller annen organisasjon eller internasjonalt
selskap. Det er plassert midt pa veggen og speiles i den
blanke aluminiumsflaten pa benken som benyttes til & gjen-
nomsgke kofferter og sekker for smuglergods. Hvis man bare
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ser fotografiene av dette verket, som har tittelen My Target
Is Your Eyes, kunne man forledes til & tro at det var installert
over en skranke pa en flyplass eller et resepsjonsomrade i et
naeringslivsbygg. Objektet henger parallelt med venterom-
mets vinyltildekkede vinduer, noe som er passende, for det
er i virkeligheten en kopi av et vindusgitter som Engh har
funnetien bygning i Berlin.

Her er det noen apenbare likhetstrekk med
veggmaleriet Greenbrier: i begge tilfeller dreier det seg om
ornamentale elementer som er lgsrevet fra en arkitektonisk
funksjon. Og igjen trer objektenes form tydeligere frem nar
konteksten forsvinner. Det som vekselvis fremheves og ned-
tones i omkalfatringen fra bruksgjenstand - vindusgitter
- til estetisk objekt, er gjenstandens ornamentale aspekter.
Vindusgitteret er tilpasset et rundt vindu, og er designet
slik at spilene gjer det umulig & komme seg inn. | s& méate
har designet en tydelig funksjonell formgivning. Likevel har
gitteret dpenbart ogsa et estetisk aspekt som ikke bare kan
tillegges dets formal som stengsel.

I modernistisk design i forste halvdel av forrige
arhundre var mantraet at form skal folge funksjon, og det
ornamentale - utsmykking eller pynt - ble gjort overfladig. Den
modernistiske arkitekten Adolf Loos gikk sa langt som & kalle
ornamentering kriminelt. Tidligere kalte man kunstverk som
var plassert i offentlige bygg for nettopp «utsmykking». Orga-
nisasjonen som i dag heter KORO - Kunst i offentlige rom, har
gjennomgétt flere navneskifter i sin levetid. Da organisasjonen
ble opprettet i 1976 het den Utsmykkingsfondet. Etter hvert
ble man imidlertid skeptisk til et begrep som «utsmykking»;
a kalle et kunstverk for en utsmykking impliserer at kunstens
oppgave ikke er annet enn & forskjgnne omgivelsene. | 2007
omgjorde man organisasjonsnavnet til Kunst i offentlige rom.

| Enghs arbeider blir disse begrepene - orna-
ment, utsmykking og offentlig rom - satt i spill. BAde Gre-
enbrierog My Target Is Your Eyes bestar av ornamenter som
kamuflerer funksjonen som stengsel. Og hva betyr egentlig
et «offentlig rom»? Et offentlig, statlig bygg er ikke ngdven-
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digvis et offentlig rom. Som en mgtesal for den amerikanske
Kongressen var for eksempel den hemmelige bunkeren
innenfor Greenbrier Resort pa sett og vis et offentlig bygg,
men det var pa ingen méte et offentlig rom. Det er heller ikke
drje tollkontor. Man oppsgker ikke dette stedet frivillig for &
fa en kunstopplevelse, og man kommer heller ikke ut herfra
foreget forgodtbefinnende. Noen av kunstverkene eritillegg
plassert pd steder der offentligheten ikke har adgang.

Tittelen My Target Is Your Eyes viser til formen
pa vindusgitteret, som bade kan se ut som en mélskive og
et gyes hornhinne. Men det er ogsé en tittel som henvender
seg direkte til publikum ved & proklamere at «@ynene dine
er mélet mitt». Som nevnt tidligere trer formen tydeligere
frem néar funksjonen forsvinner.

De siste hundre &renes kunsthistorie har bestatt
av gjentatte grensepasseringer mellom kunstrommet og dets
utside. Mens noen kunstnere har undersgkt hva som skjer
nar man forflytter noe inn i kunstrommet, har andre gjort den
motsatte operasjonen og liksom latt kunsten akklimatisere
seg i den omkringliggende verdenen. Og denne dobbelte
bevegelsen - fra omverden til kunstverden og tilbake igjen
- er det ikke nettopp dette som foregar med verkene i Grje?

Vendinger, snuoperasjoner, forvandlinger - det
er selve oversettelsen fra objekt til kopi, og forflytningen
mellom sosiale og estetiske rom, som er avgjerende i Enghs
arbeider. Plasseringen av Europe, Greenbrier og My Target Is
Your Eyes pa tollstasjonen gir dem ganske andre betydninger
ennde hadde da de farste gang ble utstilti et gallerirom. Men
deter likevel noen paralleller: selv om galleriet ofte er rommet
der offentligheten gis tilgang til kunsten, er det ogsé et sted
der verkene er i transitt mellom verkstedet eller atelieret, der
det produseres, og hos kjgperen, der det til slutt ender opp.
Kunstrommet representerer en slags passasje mellom forskjel-
lige rom, der kunstverket tas opp til vurdering far det eventuelt
fortsetter sin ferdsel videre i kretslgpet. P4 tollstasjonen er de
tre verkene permanent installert, men ogsé dette er et bygg
for transitt og vurdering, ogsa dette er en passasje.
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PRZEDMOWA

Dla Urzedu Celnego w Orje wybrane zostaty
trzy prace Mariusa Engha.

Staratysmy sie znalez¢ dzieta sztuki ktére
bedac dostepne dla publicznosci takze beda doréwnywaé
wymaganiom bezpieczenstwa Urzedu Celnego. Poczekal-
nia dla pasazeréw zatrzymanych pojazdow jest najbardziej
publicznym pomieszczeniem Urzedu. Jest takze pomiesz-
czeniem w ktérym pasazerowie sg przetrzymywani wbrew
wiasnejwoli. Dzieto sztuki w takim pomieszczeniu nie moze
sie wiec sktadaé z luznych czesci ani staé¢ potencjalnym
miejscem ukrycia.

Obraz Greenbrier pokrywa duze czesci $cian
poczekalni i ciagnie sie wzdtuz schodéw i pomieszczen
dostepnych tylko dla pracownikéw Urzedu. Stalowa kon-
strukcja My TargetIs Your Eyes umieszczona jest w pocze-
kalni, nad tawg, gdzie przeprowadzane sa wizytacje. Litery
zbrazu, zktérych sktada sie dzieto Europe, przytwierdzone
sg do sciany w pokoju zebran pracownikéw Urzedu.

Marius Engh (u. 1974) jest uznawany za jed-
nego z najwybitniejszych twoércow wspotczesnej sztuki
zaréwno w Norwegii, jak i za granicg, o czym swiadcza
liczne wystawy indywidualne. Prace Engha odzwiercie-
dlaja stosunki pomiedzy architektura, wtadza i kontrola.
Artystainteresuje sie historia i miejscami ktére zachowaty
odciski szczegolnych historycznych wydarzen. Kolekcjo-
nujgc prace Mariusa Engha otrzymujemy unikalny wglad
w jego tworczos¢ artystyczng.

Ta publikacja zawiera fotografie dziet sztuki
w Urzedzie Celnym w Orje, komentarz interpretacyjny
Simena Joachima Helsviga oraz przeglad pozostatych
dziet Mariusa Engha. Publikacja jest takze dostepna w
angielskiej i polskiej wersji jezykowej.

Urzad Celny w Orje jest jednym z jedenastu
projektow wspolnie przeprowadzonych na zlecenie Sztuki
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Przestrzeni Publicznych (KORO) w zakresie siedmiu lat.
Wiekszos$¢ zlecen charakteryzowat skromny budzet. Pro-
jekty roznity sie potozeniem geograficznym i zastosowa-
niem pomieszczen publicznych.

Pracowatysmy nad wieloma z poszczegol-
nych zlecen réwnolegle, wiec spostrzegamy prace jako
jeden projekt. Naszym gtéwnym celem bylto zagwaran-
towanie dziet sztuki o wysokiej jakosci panstwowemu
zbiorowi sztuki, ktérym zarzagdza KORO. W trakcie siedmiu
lat zlecone i zakupione zostaty prace tych oto artystéow:
Kjersti Andvig, Bjorn Bjarre, Marius Engh, Ane Graff, Anna
Gudmundsdottir, Lina Viste Grenli, Benjamin Alexander
Huseby, Toril Johannssen, Lars Laumann, Camilla Lew,
Jon Benjamin Talleras i Morten Torgersrud. W 2017 roku
Liv Bugge ukonczyta zlecenie dla wiezien Ullersmoi Eids-
berg. Wsréd artystow wiekszos¢ prac nie byta dotychczas
zakupiona przez KORO.

Elin Maria Olaussen
Karen Christine Tandberg
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Marius Engh
Europe, Greenbier, My Target Is Your Eyes

W wiekszosci budynkow mozemy napotkac¢
dzieto sztuki, czy to w postaci rzezby umieszczonej przy oknie
lub plakatu oprawionego w rame. Niewielu ludzi siedzgcych
w poczekalni dentystycznej zadziwi wiszgca na Scianie re-
produkcja pejzazu lub plakat przedstawiajgcy stoneczniki
van Gogha. Instalacje artystyczne w Urzedzie Celnym w Grje
trudno na pierwszy rzut oka rozpoznac jako dzieta sztuki, nie
dlatego ze sg znikome, lecz po prostu odbiegajg od naszych
oczekiwan o wystroju urzedu panstwowego. | chociaz przyglg-
damy sie im raz jeszcze, nadal trudno si¢ nam z nimi oswoic.

Sztuka Przestrzeni Publicznych KORO (Kunst i
offentlige rom) jest agencja panstwowa pod opieka norwe-
skiego Ministerstwa Kultury. Jej zadaniem jest zlecanie, zakup
i zarzgdzanie dzietami sztuki w budynkach panstwowych i
przestrzeniach publicznych. W Norwegiiod 0,5 do 1,5 procen-
ta panstwowego budzetu budowlanego jest przeznaczone
na zakup i produkcje sztuki. Po zakonczeniu budowy Urzedu
Celnego w @rje, KORO dostato zlecone zadanie znalezienia
wtasciwego dzieta sztuki. Wybrane zostaly trzy instalacje
Marius Engha. Rzezba My Target Is Your Eyes jest umieszczona
w poczekalni przy hali inspekcji pojazdow autobusowych.
W tym samym pomieszczeniu znajdujemy obraz Greenbirier,
ciggnacy sie wzdtuz schodow w gtgb budynku, obszaru do-
stepnego tylko dla pracownikéw urzedu. W tej czesci budynku
znajdujemy tez dzieto Europe.

Od czasu ukonczenia Akademii Sztuk Pigknych
w Oslo w 2000 roku, Engh wystawial swoje prace zarowno w
Norwegii, jak i w miastach takich jak Wieden, Berlin, Madryt
i Los Angeles. Prace Engha odzwierciedlajg zainteresowa-
nie artysty stosunkiem pomiedzy witadzg a architekturg, i
sposob w ktorym historia staje sie czescig przedmiotow i
detali architektonicznych. Tg sama wizje artystyczng mozemy
odnalez¢ w instalacjach. Zadne z dziet nie byto stworzone
w celu umieszczenia w @rje. Dwa dzieta sg reprodukcjami
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elementow architektonicznych pochodzacych z zupetnie
innych miejsc i kontekstow niz Urzad Celny w Grje. W celu
zapoznania sie z instalacjami wyobrazmy sobie Ze stojg one
na metaforycznym skrzyzowaniu drég, pomiedzy swoim pier-
wotnym kontekstem, galeriami gdzie byty eksponowane, a
Urzedem Celnym.

Instalacje Europe, Greenbrieri My TargetIs Your
Eyes sa tak rozne ze najlepiej doswiadczy¢ je z osobna. Te-
matyczne podobienstwa pozwalajg im jednak znalez¢ swoje
szczegolne spoteczne i architektoniczne miejsce w Urzedzie
Celnym w Qrje.

EUROPE

Urzad Celny w Qrje znajduje si¢ po norweskiej
stronie jednego z najbardziej ttocznych przejsé granicznych
pomiedzy Norwegig a Szwecja. Widok z okna w pokoju zebran
na pietrze pokazuje autostrade, a przy niej niebieski znak dro-
gowy z okregiem zottych gwiazd ma ostrzegac¢ przejezdnych
ze wkraczajg do Unii Europeiskiej. Na $cianie, pomiedzy oknami
wisi inny znak, ztozony z szesciu liter z brgzu tworzacych stowo
«EUROPE». Kazda litera e przypomina znak euro €, i podkresla
ze Europa jest zdefiniowana poprzez swoja walute. Nizej znaj-
dujemy tabliczke ktora ttumaczy nam ze litery zbrgzu sg praca
Engha, noszaca tytut Europe. Lecz co wtasciwie oznaczajg
litery z brgzu? Co nam moga powiedzie¢ i na co wskazujg?
Przemieszczajgc wzrok pomiedzy widokiem z okna a literami
na scianie, znajdujemy sie w Europie ale poza granicami Unii.
Znak «<EUROPE» oznacza tez inng granice, bedac czescig po-
mieszczenia zamknigtego dla publicznosci.

Kontynentem, ideg, ideatem, odgrodzeniem,
postacig mitologiczng - Europa jest tym wszystkim na raz.
Pochodzenie stowa «Europa» jest kwestionowane. W jezyku
starogreckim stowo to ztozone jest zdwoch czesci, przymiot-
nika «szeroka» i rzeczownika «twarz», nawigzujgc do mitu o
Europie, w ktdrym Zeus w postaci byka porywa fenicjanke o
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imieniu Europa. Wedtug innych zrédet stowo jest pochodzenia
semickiegoiznaczy «zstgpienie» lub«zanurzenie». Ztoty wiek
Europy jest juz niewatpliwie przesztoscia. W czasach kryzysu
ekonomicznego i politycznego niepokoju, bardziej adekwat-
ne wydaje sie raczej drugie znaczenie stowa. Dodatkowej
ironii dodaje fakt ze litery z brazu zostaty wykonane przez
rzemieslnika specjalizujgcego sie w produkcji nagrobkow. W
tym sensie Europe jest takze epitafium: Spoczywaj w pokoju.

GREENBRIER

Kazdy kto remontowat stare mieszkanie wie ze
tapety potrafig przypominac¢ warstwy geologiczne: Zdzierajac
tapete z powierzchni $§ciany poruszamy sie zarazem w gtgb
czasu, jak gdyby duch czasu réznych epok i preferenciji ko-
loru i ornamentu pozostawit po sobie milimetrowej grubosci
skorupy na scianie.

Wzor na $cianie w poczekalni Urzedu Celnego
robi na pierwszy rzut oka wrazenie tapety. Schematycznie
narysowane todygi roslin (ktére w zagieciach przypominaja
kosci) tworza formacje pochylonych kwadratow, kazdy z ko-
tem posrodku. Powtarzany diagonalny wzor tworzy kratke
ciagnaca sie od podtogi po sufit, i jak kazdy ornamentalny
wzor mogtby sie powtarzac w nieskonczonosé.

To bowiem nie jest tapeta, lecz obraz namalo-
wany prosto na $cianie. Przy blizszym spojrzeniu zauwazymy
mate nierébwnosci pozostate po pedzlu. Obraz ten pozwala
nam zagtebic sie w przesztosci.

Na tabliczce znajduje sie tytuk: Greenbier. Rzu-
cajac hasto «Greenbier» w sie¢ internetu, dowiadujemy sie
ze stowo to oznacza rosline kolcorosl, co ttumaczy motyw
wzoru. Lecz Greenbier jest takze nazwag luksusowego hote-
lu w Zachodniej Wirginii na wschodnim wybrzezu Stanéw
Zjednoczonych. Hotel ten ukrywa bardzo szczegolna hi-
storie. W 1992 roku dziennikarz Washington Post odkryt ze
pod Greenbrier Resort jest ukryty ogromny bunkier. Zostat
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on zbudowany pod $cista tajemnicg podczas poszerzania
resortu miedzy 1959 a 1962 rokiem. Byt w stanie schroni¢
cate 535 cztonkow kongresu w wypadku wojny nuklearne;.
Caly hotel mogt pomiesci¢ az 1100 osob. Byty tam wielkie
sale konferencyjne, olbrzymie sypialnie z niekor\czagcymy sie
rzedami tézek polowych, spizarnie wyposazone w wszystkie
mozliwe zapasy potrzebne by méc utrzymac tak wielkg liczbe
ludzi przy zyciu przez dtugi okres czasu. W gtowie sie kreci na
sama mysl o ilosciach jedzenia ktére musiaty by¢ regularnie
wymieniane. W ciggu 30 lat gdy bunkier byt operacyjny nikt
z gosci nie miat pojecia o tym co kryto sie pod ziemia.

Bunkier nazywal sie Projekt Grecka Wyspa. Zdje-
cia na Google pokazuja nam przekroj ukrytych pomieszczen,
fotografie sterowniirzedy t6zek polowych. Jedno zdjecie po-
kazuje olbrzymie sklepienie ukryte za zasuwanymi drzwiami
pokrytymizielong tapetg z wzorem przypominajgcym rosliny.
Tapeta ciggnie sie wzdtoz korytarza zza drzwi prowadzacych
do sklepienia. Pokrywa $ciany i sufit jak sktadajacy sig¢ ka-
muflaz. Wzor tapety jest doktadnie ten sam co w Urzedzie
Celnym w Qrje.

Kiedy Engh po raz pierwszy wystawiat Green-
brier w Galleria Gentili we wtoskim miescie Prato, wzor
zakrywat tylna Sciane galerii wraz z zasuwanymi drzwiami
prowadzacymido magazynu poza wystawg. Cho¢ wzor tapety
z reguly jest postrzegany jako tto, w pomieszczeniu galerii
na odmiane wkracza na pierwszy plan. Czarne pociggnigcia
pedzla tworzg figure na biatym tle, podobnie jak atrament
na biatej kartce papieru.Przeniesienie przedmiotu lub obra-
zu do lokalu galerii w wielu aspektach przypomina proces
destylacji. W momencie kiedy przedmiot jest oderwany od
swojego pierwotnego kontekstu i traci swoja pierwotna funk-
cje, aspekty estetyczne robig sie bardziej wyrazne. Nacisk
przechodzi z funkcji przedmiotu na jego forme. Kiedy sie
przeniesie wydestylowany przedmiot - dzieto artystyczne - do
przestrzeni publicznej, jak na przyktad Urzad

Celny w Orje, sytuacja znéw sie odmienia. W
poczekalni obraz jest bez otaczajgcejramy jakg tworzy galeria.
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W tym pomieszczeniu zndw przybiera role dekoracyjngi jest
ttem dla otoczenia, tak samo jak tapeta w hotelu w Zachod-
niej Wirginii. W Grje sa na dodatek jeszcze inne przedmioty
wkomponowane w obraz: stalowa umywalka, drzwi do toalety,
i roznego typu wigczniki. By zaliczy¢ dany przedmiot do dziet
artystycznych czesto wymaga podzielenia na to co jest sztuka
a co nie. Lecz w jaki sposob znajdziemy granice pomiedzy
dzietem sztuki a otoczeniem gdy samo dzieto stato sie ttem?
Prawdopodobnie jedynie znikoma liczba odwiedzajgcych
bedzie w stanie zauwazy¢ ze obraz zlewajacy sie w tto wia-
Sciwie jest dzietem sztuki.

W poczekalni Urzedu Celnego nic sie nie cho-
wa za $cianami, nie ma ukrytych sal ani magazynéw. Nazwa
Greenburier jest jednak kluczem otwierajagcym coraz to nowe
pomieszczenia, wszystkie pokryte tym samym niekonczacym
sie wzorem.

MY TARGET IS YOUREYES

Na innej scianie w poczekalni wisi okragty i
ISnigcy przedmiot ztozony z trzech koncentrycznych kot z
skrzyzowanymi na poprzek drutami wychodzgcymi z punktu
srodkowego. Przypomina wyolbrzymione godto organizacji
lub korporacji miedzynarodowej. Przedmiot powieszony jest
po srodku sciany i odbija si¢ w ISnigcej aluminiowej powierzch-
ni tawy do przeszukiwania walizek i plecakow. Ogladajac
jedynie fotografie tego dzieta zatytutowanego My Target Is
Your Eyes mozna sobie wyobrazi¢ ze jest ono zainstalowane
nad biurkiem na lotnisku lub w recepcji budynku biznesu.
Przedmiot powieszony jest rownolegle z oknami pokrytymi
winylem w poczekalni, co pasuje idealnie, bo w rzeczywistosci
jest on kopig kraty okiennej ktorag Engh znalazt w pewnym
budynku w Berlinie.

Widzimy kilka oczywistych podobienstw do
obrazu Greenbrier. w obu przypadkach mamy do czynienia z
elementami dekoratywnymi oderwanymi od swojej architek-
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tonicznej funkciji. Tutaj forma przedmiotu tez staje si¢ bardziej
wyrazna gdy zanika oryginalny kontekst. Aspekty dekora-
cyjne My Target Is Your Eyes sg na przemian akcentowane i
stonowane w transformacji z przedmiotu uzytkowego - kraty
okienne - do przedmiotu estetycznego. Kraty sg dopasowane
do okragtego okna, i funkcjonalne zaprojektowanie uniemoz-
liwia wejscie. Kraty maja tez wymiar estetyczny niezalezny od
funkciji ktorg stanowi bariera.

Mantra kierunku modernistycznego w pierw-
szej potowie dwudziestego wieku mowi ze forma przedmiotu
musi i$¢ za jego funkcja. Dekoracje i ornament sg niepotrzebne.
Architekt modernistyczny Adolf Loos gtosit nawet ze dekoracja
w sztuce to przestepstwo. Ongis$ dzieta sztuki umieszczone w
budynkach publicznych byty nazywane dekoracjg. Organi-
zacja ktora dzisiaj ma nazwe Sztuka Przestrzeni Publicznych
przechodzita wiele zmian nazewnictwa. Gdy zostata zatozona
w 1976 roku nazywata sie Utsmykningsfondet, czyli

«fundacja dekoracji». Z czasem zmienit si¢ po-

glad na sztuke jako forme dekoracji; nazywanie dzieta sztuki
dekoracjag wigze sie negatywnie z upiekszaniem otoczenia.
W 2007 roku organizacja zmienita nazwe na Kunst i offentlige
rom czyli Sztuka Przestrzeni Publicznych.
W pracach Engha koncepcje ornamentu, dekoracji i prze-
strzeni publicznej wspotgraja. Greenbrier jak i My Target Is
Your Eyes sktadaja sie z ornamentow kryjacych swoja ory-
ginalna funkcje: bariere. | czym wiasciwie jest «przestrzen
publiczna»? Budynek panstwowy nie zawsze jest przestrzenia
publiczna. Bunkier w Greenbier Resort byt w pewnym sensie
budynkiem publicznym, jako sala konferencyjna amerykan-
skiego kongresu, lecz nie byt dostepny dla publicznosci. To
samo dotyczy Urzedu Celnego w @rje. Nie odwiedza sie go
w celu doswiadczen artystycznych, nie opuszcza sie go tez
dobrowolnie. Niektére z dziet sg umieszczone w pomieszcze-
niach niedostepnych dla odwiedzajacych.
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Tytut My Target Is Your Eyes wskazuje forme
kraty okiennej i przypomina cel i rogowke oka. Jest to tez
tytut zwracajacy sie bezposrednio do publicznosci prokla-
mujac: «Twoje oczy sg moim celem». Jak juz wspomniano,
forma robi sie bardziej wyrazista gdy funkcja zanika.

Historia sztuki ostatniego stulecia jest petna
przekroczenia granic pomiedzy pomieszczeniem sztuki a jego
zewnetrzem. Niektorych tworcow interesuje przemieszczanie
przedmiotu wewnatrz tego pomieszczenia, inni robig na od-
wrot i pozwalajg sztuce zaaklimatyzowac sie w otaczajgcymjg
$wiecie. Ten podwajny ruch - z swiata zewnetrznego do swiata
sztuki i zpowrotem - nie jest to wtasnie to co charakteryzuje
dzieta w QGrje?

Operacje zwrotne, przemiana z oryginalnego
przedmiotu w kopie, i przemieszczenia sie pomiedzy spotecz-
nymi i estetycznymi sferami, to kluczowe cechy prac Engha.
Potozenie dziet Europe, Greenbrier i My Target Is Your Eyes
w urzedzie celnym dodaje im catkiem innych znaczen niz
eksponowanie w galerii. Widzimy jednak paralele. Chociaz
galeria jest miejscem dajgcym publicznosci dostep do sztu-
ki, jest tez miejscem gdzie dzieta sg w tranzycie pomiedzy
warsztatem gdzie sg tworzone, a osobg kupujaca. Pomiesz-
czenie artystyczne reprezentuje pasaz w ktorym dzieto jest
rozpatrywane zanim ewentualnie kontynuuje swojg podroz.
W Urzedzie Celnym dzieta sg zainstalowane permanentnie,
lecz jako budynek tranzytu i kontroli, jest sam w sobie tez
forma pasazu.
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ORJE TOLLSTASJON:

MY TARGET IS YOUR EYES
2010

Circular welded steel structure,
lacquer

150cm/dmx12cm

GREENBRIER
2008/2010/2015

Wall drawing. Transferred from
a print on an A4 transparent film.
Variable dimensions

EUROPE

2009

Casted letters in bronze
7%x485x1cm

INSTALLATION SHOTS FROM THE
EXHIBITION MY TARGET IS YOUR
EYES AT GALLERIA GENTILI:

CRIMSON GATE

2010

Welded steel structure in four parts,
spray paint
250x165x2cm/250x87 x2cm/
100x155x2cm/100x87 x2cm

CROOKED EYE

2010

Plywood, tint and mirrors
18 x60x6 cm

DIVIDED CITY

2006/2010

Plywood and wood boards
200 x 244 x 254 cm

GREENBRIER

2008/2010

Wall drawing. Transferred from a
print on an A4 transparent film.
Variable dimensions

MY TARGET IS YOUR EYES
2010

Circular welded steel structure,
lacquer

150cm/dmx12cm

ODD MAN OUT

2010

Plywood

120x210x 30 cm (x2)

RETIRED

2010

Sign board in aluminum /
self-adhesive plastic foil
45x45x0,5cm

Secret Weapon (Desert Shield)
2010

50 packages with decks of 52
poker playing cards
9,2x6,5x1,6 cm (each)

WALL OF DISTORTION

2010

Corrugated iron sheets mounted
on wall

Variable dimensions

ZAP SHADOW

2010

Inkjet on German Etching paper
308 g/m?

68 x 49 x 4 cm (framed)
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