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av ett namn Nar Kristina Bength visar verket

Skiftningar inuti bilden av ett namn
gbr hon det i séllskap med sin nam-
ne Amanda Kristina Pedersen, en
fotograf och sk&despelerska som
ar 1904 ddmdes for bedrégeri- och
forfalskningsbrott i Kristina Bengths
hemstad Falun. Amanda Kristina
Pedersen hade forsokt att dolja sin
ratta person och levt under flera
olika namn och identiteter och hon
beskrivs i journalanteckningar som
forslagen och slug.

Amanda Kristina Pedersen pinar la-
gen med en smygande ambivalens
och ovissheten om vad som éar vad
och vem som &r vem, som vore
domstolen en scen dar skadespelet
hotar uppldsa gréansen mellan fiktion
och verklighet i en serie teatrala
effekter.

Kristina Bength anvander fotoarkiv
och rattsligt arkivmaterial som rér
Amanda Kristina Pedersens person,
fOr att sjalv anta en liknande dubids
roll.

— For min del, sager Kristina
Bength, handlar det om att férsoka
"minnas” det som jag inte kan
minnas genom att ateranvanda ett
fotografiskt material och p& sé satt
bereda vag for att &tervanda till de
scenarion och den tid som fotogra-
fierna betecknar. Handelsen som
s&dan kommer inte ater, men den
kan &terkomma i andra skepnader
om arkivets maojligheter till berat-
tande tas till vara.

| verket Skiftningar inuti bilden av ett
namn presenteras platser och mil-
jber som Amanda Kristina Pedersen
fotograferat och intagit som scener.
Kristina Bength installerar sina stora
akvarellmé&lningar som en sekvens

i en diabildskarusell — rumsligheter
och beréttelser att trdda in och ut
ur. Eninlasning av Falu Radstugu-
ratts dom av Pedersen spelas upp |
galleriets inre rum som akvarellmal-
ningar forvandlar till ett scenrum.

| forfalsknings- och bedrégeri-
konstens forvaxlingsspel finns ett
utrymme f6r beréttelser som tanjer
pé eller forskjuter granserna mellan
nu och d&, mellan den ena och den
andra, mellan manligt och kvinnligt
och andra motsatspar. | en gestalt-
ning dar s&dana forskjutningar tar
rum, verkar Amanda Kristina Pe-
dersen under olika identiteter som
ciceron i minnena av sin historia.

Transpositions in the Image o

a Name

When Kristina Bength presents the
work Transpositions in the Image of
a Name, it is together with her na-
mesake Amanda Kristina Pedersen,
a photographer and actress that

in 1904 were convicted of fraud
and forgery in Kristina Bength's
hometown Falun. Amanda Kristina
Pedersen had tried to hide her true
person and live under many diffe-
rent identities, and in the criminal
records she is described as hard-
headed and cunning.

Amanda Kristina Pedersen torments
the law with a sneaking ambivalen-
ce and the uncertainty about what
is what, and who is who, as if the
court is a theatre where the acting
on the stage threatens to dissolve
the line between fiction and reality,
in a series of theatrical effects.

Kristina Bength uses photo ar-
chives, and judicial documents
concerning the person of Amanda
Kristina Pedersen, in order to adopt
a similarly dubious role.

— For my part, Kristina Bength says,
it is about trying to remember what
| can't remember by reusing pho-
tographic material, and by doing
that pave the way to the scenarios,
and the time depicted in the photo-
graphs. The event as such can-
not return, but it can recur in other
forms if the storytelling potential of
the archive is brought into use.

In the work Transpositions in the
Image of a Name, the places that
have been photographed, and
used as stages by Amanda Kristina
Pedersen are presented. Kristina
Bength installs her large waterco-
lours as sequences in a slide show
— different spatial stories that can
be visited. A reading of the verdict
from the District Court is being
played in the inner room of the
gallery, a room that is transformed
into a stage by the watercolours at
display.

In the field of fraud and forgery the-
re is a space for stories that stretch
or shift the boundaries between
now and then, between one or the
other, between male and female
and other pairs of oppositions.

In an interpretation where shifts
such as these take place, Amanda
Kristina Pedersen and her different
identities, becomes a cicerone in
the memories of her story.
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Amanda Kristina Pedersens
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| samband med Amanda Kristina
Pedersens frigivning ar 1904 iscen-
satte fangelsemyndigheterna ett
tvangsportratt av henne. Till skillnad
frAn manliga fangar ar hon inte kladd
i fAngklader vid fotograferingstillfallet
utan prydligt utkl&dd till en borgar-
kvinna, kanske enligt férhoppningen
att hon i fortsattningen ska passa in i
den rollen.

Den tid nar Amanda Kristina doms for
sina brott och avtjanar sitt straff ar en
tid d& rattsvardande och medicinska
instanser frenetiskt fotograferar sina
intagna och patienter i tron att krop-
pen bar pé de yttre tecknen som
avsldjar manniskans inre. Utdver att

fysionomiskt klassificera handlade det
om att spéra individens egenskaper,
personlighet och karaktér, och dérige-
nom skapa hennes livsberattelse och
forutspé hennes kommande 6de, inte
helt olikt fallet med Amanda Kristina
Pedersens tvangsportratt. Men kan
en manniska forstas genom sitt utse-
ende?

For en tid arbetade Amanda Kristina
Pedersen som sjukhusfotograf och

i arkiven tog hon del av en mangd
medicinska fotografier. Fotografier dar
individer ska representera nagot annat
an sig sjalva, fotografier vars blick be-
stammer kroppar i termer av vad som
ar normalt och avvikande, och som
inte séllan blandar samman fult med
sjukt och skodnt med friskt,

| Amanda Kristina Pedersens fysiono-
miska undersokningar ar det istéllet
rummet dar denna blick blev mdjlig
som granskas och undersdks. Hon
vander kameran bort frén patienters
kroppar och ansikten och riktar den
mot sjukhuset sjaivt. Mycket av ba-
ringen i medicinens normkonstrueran-
de apparat ligger i arkitekturen; den
disponerar rummet pé ett s&tt som
ger medicinens expertis en sjalvklar
auktoritet. Amanda Kristina Peder-
sens fotografier &r rejalt beskurna och
hennes kompositioner foljer inte lydigt
institutionens arkitektur. Hon avbildar
inte arkitekturen i enlighet med de
diskurser som &r till for att ombesdrja
och béra upp institutionen. Bilderna
tdms p& manniskogestalter och i
akvarellfargens vatten formas rum,
interidrer och instrument till taktila ytor
som flbdar, spricker och brister i ett
genomskinande ljus.

Méalningarnas horisontella placering
later betraktaren komma nara méleri-
ets kropp och materialitet. Samtidigt

hindrar méalningarnas liggande 1&ge
betraktaren frén att till fullo trada in i
motivens rum, och uppmarksamheten
riktas mot installationen som bild. Vi
befinner oss i en sjuksal. Dar patien-
ten en géng 1&g laddad med symtom
och tecken, moter nu betraktaren
malade utsnitt av de institutionella rum
som hyste den beddmande blicken.

Till varje méalning hor en sjukjournal
bestédende av Amanda Kristina Pe-
dersens anteckningar® fr&n hennes
tid som sjukhusfotograf. Ser man till
hur kliniskt fotografi och sjukjournaler
fungerade i sitt sammanhang hand-
lade det om att se, och bestdmma,
vem den andre ar. Ett begar efter
synliggdrande och kontrollerande som
materialiserades genom sorterande,
typiserande och urskiljiande hand-
lingar. | stort sett varje patientjournal
fram till mitten av 1900-talet inleds
med en beskrivning av kroppens yttre
som en del av sjukdomsberattelsen.
Fysionomi framstér som en lika central
kategori som kon, klass och &lder i
flngandet av en sjukdomskaraktar.

| det fallet understtdder text och bild
varandra i enlighet med blickens be-
nagenhet att se vad den vill se.

Amanda Kristina Pedersens texter da-
remot desarmerar en sédan identitet
via relationen till malningarna. | hennes
regi Overger sjukjournalerna ganska
omedelbart sina objektiva pretentioner
och blir subjektivt fargade av hen-

nes historia och egna erfarenheter.
Hon tar upp fysionomin pé& nytt, vrider
den ur handerna pé vetenskapen

och undersbdker sin egen blick utifran
erfarenheten av att bade definiera och
bli definierad.

* Tolkade av forfattaren och
esséisten Vendela Fredricson.
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hysiognomical Inquiries On the release of Amanda Kristina

Pedersen in 1904, the prison authori-
ties enforced the taking of her por-
trait. In contrast to male inmates she
isn't dressed in prison robes for the
occasion, but neatly dressed up as

a bourgeois woman, perhaps in the
hope of that she from now on will fit
into this role.

The time when Amanda Kristina Pe-
dersen is convicted of her crimes and
serves her sentence is a time when
law enforcement agencies and medi-
cal institutions frantically photograph
their inmates and patients, believing
that the body carries the outer signs
that reveal a person’s inner character.
Beyond physiognomic classification,
this practice was about tracing the
individual’'s qualities, personality and
character, and thereby creating her
life narrative and predicting her fate

to come — quite similar to the case of
the enforced portrait of Amanda Kris-
tina Pedersen. But can a person be
understood by her appearance?

For a time, Amanda Kristina Pedersen
worked as a hospital photographer,
and in the archives she got to see a
large number of medical photographs;
photographs in which individuals are
to represent something other than
themselves; photographs the gaze of
which defines bodies in terms of what
is normal and what is deviant; that
not infrequently conflates ugliness to
sickness, and beauty to health.

In the physiognomical inquiries of
Amanda Kristina Pedersen it is ins-
tead the space where this gaze be-
came possible that is scrutinized and
inquired into. She turns the camera
gaze away from the patients’ faces
and bodies and points it towards the
hospital. Much of the force effected
by the medical normative apparatus
becomes visible in the architecture;

it arranges space so that the medical
doctors are endowed with self-evident
authority. Amanda Kristina Pedersen’s
photographs are extensively cropped
and her compositions don’t follow the
institutional architecture in an obie-
dent manner. She doesn’t portray the
architecture in accordence with the
discourses that care for and support
the institution. The images are emp-
tied of persons and in the water of the
aquarelle paint rooms, interieurs and
instruments are formed into tactile
surfaces that flow, crack and burst in
a radiant light.

The horizontal position of the pain-
tings allows the spectator to come
close to the bodily, material aspect of
the painting. Simultaneously the lying
position impedes the spectator from

fully entering the space of the motives
and instead directs the attention to
the installation as image. We are in a
hospital ward. Where once the patient
lay loaded with signs and symptoms,
the spectator now faces painted
excerpts of the institutional rooms that
contained the evaluating gaze.

Each painting is related to a medical
record that contains Amanda Kristina
Pedersen’s notes* from her time as
hospital photographer. If one regards
how clinical photography and medi-
cal records worked in their context, it
was about seeing, and defining, who
the other is; a yearning for making
visible and controlling that manifested
itself in sorting, categorizing and
distinguishing actions. Essentially
every patient file up to the mid-1900s
begins with a description of facial and
corporeal characteristics as a part of
the doctor’s narrative description of
the illness. Physiognomy appears as
central a category as sex, class and
age in capturing the character of an
illness. In that case text and images
support each other in accordance

to the propensity of the gaze to see
what it wants to see.

Conversely, in Amanda Kristina
Pedersen'’s texts, through the relation
to the paintings, such an identity is
disarmed. At her hand, the medical
records almost immediately abandon
the objective pretensions of the re-
cord and get subjectively coloured by
her history and personal experience.
She resumes physiognomy, wrests

it out of the hands of science and
scrutinizes her gaze on the grounds
of the experience of both defining and
being defined.

* Interpreted by the writer
and essayist Vendela Fredricson.
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Kristina

ength (f. 1984) bor och &r verksam i Stock-

holm. Hon &r utbildad vid Gerles-
borgsskolan i Bohuslan och Valand
Konsthogskola i Goteborg (BFA).
Kristina Bength har haft separatut-
stéliningar pa Galleri 54 Peep Show

i Goteborg, Galleri Flach+Thulin i
Stockholm, Galleri Pictura i Lund

och p& Konsthallen Trollhattan. Hon
har deltagit i grupputstéliningar pa
Dalarnas museum i Falun, The (de-
viant) Art Festival i Trollhattan, IDKA
Kulturkiosken i Gavle, Rattviks Konst-
hall, Volta 5 i Basel och pa Kungliga
Konstakademien for de fria konsterna
i Stockholm. Kristina Bength har mot-
tagit Anlénska stiftelsens stipendium
ar 2008, 1-arigt arbetsstipendium fran
Konstnarsnamnden och Marianne och
Sigvard Bernadottes Konstnarsfonds
Stipendium &r 2009, och Axel Theo-
fron Sandbergs Akvarellstipendium
frdn Kungliga Akademien for de fria
konsterna ar 2010. Under &r 2011
kommer Kristina Bengths arbete att
visas pé& Le Salon du Dessin Contem-
porain och LM D galerie i Paris.
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(b. 1984) lives and works in Stock-
holm, Sweden. She is educated at
Gerlesborgsskolan i Bohuslan and at
Valand School of Fine Art in Gothen-
burg (BFA). Kristina Bength have had
solo shows at Galleri 54 Peep Show
in Gothenburg, Galleri Flach+Thulin
in Stockholm, Galleri Pictura in Lund
and at Konsthallen Trollhattan. She
has participated in group shows

at Dalarnas Museum in Falun, The
(deviant) Art Festival in Trollnattan,
IDKA Kulturkiosken in Gavle, Rattviks
Konsthall, Volta & in Basel and at the
Royal Swedish Academy of Fine Arts
in Stockholm. She has received Ah-
lenska Foundation Grant year 2008,
One-year Work Grant from the Swe-
dish Arts Grants Committee and Mari-
anne & Sigvard Bernadotte’'s Art Fund
Grant in year 2009, and Axel Theo-
fron Sandberg’'s Watercolour Grant
from The Royal Swedish Academy of
Fine Arts year 2010, In 2011 Kristina
Bength’s work will be exhibited at

Le Salon du Dessin Contemporain
and LM D galerie in Paris.
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Installation view from the exhibition
Transpositions in the Image of a Name,
Galleri Flach+Thulin, Sweden, 2009.

2, 4-9,

From the series: Transpositions in
the Image of a Name, watercolour
paintings, 152/170x117 cm, or
117x162/170 cm, 2008 — 2009.

3.

Installation view from the inner room.
Sound, chairs and watercolour pain-
tings, 320x76 cm.

10.
Archive box with medical journals,
interpreted by Vendela Fredricson.

11.

Installation view from the exhibition
Amanda Kristina Pedersen’s
Physiognomical Inquiries, Konsthallen
Trollhattan, Sweden, 2010.

12-14, 17-19,

From the series: Amanda Kristina
Pedersen’s Physiognomical Inquiries,
watercolour paintings, 200x90 cm,
2009 - 2010.

15-16.

Detalls of watercolour painting from
the series Amanda Kristina Pedersen’s
Physiognomical Inquiries.

Galleri Flach
Halsingegatan 43

113 31 Stockholm Sweden
Tl +46 (0)8 6611399
info@galleriflach.com
www.galleriflach.com

L MD galerie

56 rue Charlot Paris

+33(0)1 4062 97 46 ou 06 85 71 51 29
www.Imd-art.com
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