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Foreword

In the spring of 2020, it is impossible not to associate
Suspended Animation, the title of Bella Rune’s summer
exhibition, with the ongoing COVID-19 pandemic.

The whole world seems to be frozen still. We know that this
will eventually pass, but we do not know when.

The link to the pandemic is, of course, just a coincidence.
Still, it is precisely something about this type of frozen state
that the exhibition tries to capture: an elastic moment
where it is unclear what is what, where opposites meet and
contrasts are balanced.

There is a similar tension in Carl Eldh’s studio between Eldh's
myriad sculptures of people, fixed as they are in a moment
of emotion and movement. Bella Rune’s exhibition makes us
especially conscious of this. Her sculptures are also balancing
acts, albeit of a different type.

Where Carl Eldh captures human relations, Bella Rune is
concerned with interconnected fields of power, by an interplay
between different dimensions. Petite Titan in Tension: Tower,
created specifically for this exhibition, is literally based on

one of the arms in Eldh'’s Strindberg Monument. It has been
scanned and 3D printed in miniature in several iterations,
which are all linked together by a system of threads.

Thread itself is central to Bella Rune’s artistic practice. She is

a Professor of Fine Arts in Textiles at Konstfack in Stockholm
and regularly relates to weaving in her work. Thread can be
found in Crossing (Korsning), in which several weaving frames
are joined together in a floating form, as well as in her hanging
sculptures of colored mohair yarn that occupy Carl Eldh’s studio
space. This weaving together of different threads also has a
connection to the “web” of the digital world, not in the least
through the artist’s site-specific work in augmented reality,
which is accessible to the museum’s visitors through the
mobile app Bella Rune’s Portal.

Bella Rune’s sculptures draw attention to the fragile and
serious elements in Carl Eldh’s work. In beautiful harmony,
both artists reveal something about the human condition
that words are powerless to explain. As such, it feels equally
urgent and exciting to welcome visitors to this year’s
exhibition, in this strangely tense 2020.

Carl Eldh'’s Studio Museum would like to extend a warm
thanks to Bella Rune, who, despite the current pandemic, has
with great commitment created a dynamic and captivating
exhibition featuring several new works. We also would like

to especially thank Professor Hakan Nilsson for an insightful
and enlightening catalog text, Jeff Kinkle for a fine translation,
photographer Urban Jérén for brilliant images of the works
and the space, and Rolf Hellgren for a beautiful catalog design.
Finally, we would like to thank the exhibition’s generous
patrons Pontus Bonnier, the Swedish Arts Council, and Barbro
Osher Pro Suecia Foundation, as well as the Royal Patriotic
Society for a much-appreciated printing grant, and the City of
Stockholm for its significant support.

Asa Cavalli-Bjorkman
Director
Carl Eldh's Studio Museum



ILLEGIBILITY of this world.
All things twice over.
Paul Celan, Snow Part, 1971'

A stanza by the German-speaking, Romanian
poet Paul Celan (1920-1970) comes to mind
when | grapple with the art of Bella Rune. She
certainly works materially, the work evinces
her craftsmanship and material knowledge
- but also relationally, where immaterial
values such as tension, elasticity, and ambi-
guity are as central as different conceptual
relationships.

The question is, however, still not properly
framed. In Bella Rune’s art, materiality and
relationality are difficult, if not impossible
to separate. One leads inevitably to the
other: in an attempt to pinpoint the role
materiality plays | soon end up explaining
different relations, and vice versa. And when
| contentedly think that everything is in flux,
that everything is in motion, moving back
and forth, | quickly end up at the apparent
realization that materiality and relationality
actually manifest the same thing.

In Bella Rune’s sculptures, incompatible
elements are combined by being kept distinct.
This is why the exhibition’s Swedish title,
Skenddd, which translates to “apparent
death,"is so striking: it describes how some-
thing can appear to be in a certain definitive
state, at least until it is revealed that the rela-
tionship is in fact the opposite. The exhibition’s
English title, Suspended Animation, is perhaps
even more appropriate in describing a
frozen moment that still retains the feeling
of life. Yet that conception of the work also
risks oversimplification: Rune does work
with contradictory relationships and fields
of tension between poles, but it is probably
more accurate to say that she seeks a third
way, beyond these dichotomies.



The exhibition at Carl Eldh’s Studio Museum
shows many examples of this, not least the
seemingly weightless hanging sculptures in
the large studio. In Impossible Floral Foun-
tain (2019), two formations of mohair yarn,
one in yellow and one in pink, flow in and
out of each other in a vertical movement, as
the title suggests. At a distance, the alterna-
tion between the two formations appears
equal. Upon closer examination, however,

it becomes clear that they are based on

two different geometrical figures, the circle
and the triangle, and that each thereby
follows its own logic. In the pink formation,
the relationship between the two different
large circles creates an inward and outward
motion, reminiscent of a system of inter-
connected cones. The yellow formation is
based instead on two triangles, and, based
on the same principal, forms a sequence of
pyramidal shapes. Although fundamentally
different, the two geometric systems form
an impossible (as the title indicates) whole,
which comes from the individual threads of
yarn being intertwined. They thereby nearly
create a weave, albeit an unfinished one.
Where the yellow formation is at its narrow-
est, the pink is at its widest, and the other
way around. As a result, the colors appear to
be both separate and blended together.

None of this can be noticed from a distance.
This is the sculpture’s way of bringing us
closer, getting us to walk around the work
and spot the details. Only then do we
discover the intricate craftsmanship of the
knots, as well as the proliferation of mohair
threads. Suddenly the material and the
technique become visible. It started with a
question about relationships and became, as
several contrasts were gradually revealed, to
be entirely a matter of materiality. The more
the differences between the two formations
appear, the more similar they become. When
| am drawn to intellectualize the relation-
ships, the work becomes more corporeal.






Multiple Carl Eldh sculptures in plaster
surround Impossible Floral Fountain. After
inspecting Bella Rune’s hanging artwork

in mohair, Eldh’s white figures can appear
quite strange, as if they reflect entirely
distinct concerns. But that depends on what
level of abstraction we are talking about. |
do not believe in a timeless conception of
quality, but good art often simultaneously
creates and bridges complex relationships.
In Eldh’s era, this could involve depicting
life, yet not a rendering of life indistinguish-
able from its subject. Artists like Eldh knew
that an exact depiction of life could never
actually give the impression of being alive.
In order to get past such simple exercises
of reproduction (which certainly require
professional proficiency) something more
is needed. Eldh himself called it “feeling.”’
When | look at Rune’s work, | learn some-
thing more about this notion of “feeling.”

| realize that in Eldh’s case it is also some-
thing unknowabile. It is when something is
slightly awry that life comes into the work.
And exactly as with Rune’s work, the effect
becomes strongest when it is simply visible,
when it sneaks in with the work’s simplicity
as a disguise.

It is not surprising that “amplifier”is one
of the concepts that Bella Rune uses to
describe her art. In Carl Eldh’s studio, her
sculptures capture elements that have only
previously been whispered. Sometimes it
is about contrasts: Rune’s floating, colorful
abstract forms make us aware of the weight
of Eldh’s white figurative sculptures. Some-
times it is about friction: Rune’s amplifier
helps us see how Eldh’s human portrayals
gain their power by revealing a certain fra-
gility. This is how they give the appearance
of being alive: apparent life.

Bella Rune spotted something in the form
of the left arm in Carl Eldh’s studies to the
Strindberg Monument, the so-called Titan
(1916-1942). The arm, stretching back
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behind Strindberg’s body, seems to be
reaching back to seize something, as if the
Titan, despite everything, is uncertain, as if
there is a fragility there. Starting from this
insight, Rune created Petite Titan in Tension:
Tower (2020), where Strindberg’s muscular
arm, scanned and printed several times on
a much smaller scale, is part of a system of
tensioned threads that allow the arms to
float freely without touching each other.

Petite Titan in Tension: Tower shows another
important side of Bella Rune’s work with
relationality. She joins and assembles, but
simultaneously holds apart. Rune captures
something that is in movement, but in such
a way that it seems still, frozen. The Titan's
arm is reproduced and allowed to extend

in different directions, but the arms will
never reach each other. A similar principle
is central to several other works. In Korsning
(Crossing) (2020), three wooden frames
have been fitted with colored strings so that
they resemble the frames of a loom. These
have then been joined together accordingly
to the classic coordinate system of three axes,
and have been fastened between ropes of
silk so that they are floating apart from each
other, but are at the same time always to-
gether, not unlike planets in a tight universe.

Another variant on this same theme can be
found in Spiral Out (2020) in the museum'’s
small studio. The basic shape of the purple
sculpture consists of three identical metal
rods, which have been bent in several joints
and coated in macramé so that they are
almost reminiscent of old-fashioned electric
cables. Here, too, it is about holding together
and pulling apart: the rods wrap around each
other but are kept at a proper distance by the
system of thread, which also connects them.
They thread a spiral-like dance upwards
from the floor. But in this work the elements
are also allowed to play freely: at the top
the threads are released from the rods and






meander in every direction, playfully, as if
possessed with a newly acquired freedom.

Everything is indeed double. In the work of
Bella Rune, however, duality’s two sides are
never separated. This point recurs through-
out her practice, as if she repeatedly wants
to show us how close the separate actually
are to each other. In the work Formation
(2019), the closest we get to a self-portrait,
Rune has let her hands and feet shape the
outer edges of two water-cut aluminum
bands. By stretching the straps to the
arches, and by placing “the legs” horizon-
tally along the ground and the “hands” verti-
cally between the feet, they form a seated
figure where a large embrace becomes
both body and arms — without ever being
joined together. Another interesting aspect
of this work is that the feet and hands are
completely two-dimensional, although the
sculpture is three-dimensional.

This interdimensional play subtly returns
in the black and white mohair sculpture
Black River Hologram (2019). One side has
been colored dark blue, so that it looks as
if it lies in a shadow, regardless of how it

is lit. Anyone who has worked with digital
image processing and has merged several
different images knows how important it is
that the direction of the light is consistent:
otherwise it is readily apparent that the
image is manipulated. With this in mind,
Bella Rune wants instead to make us believe
that reality itself is manipulation, revealed
by a “glitch”in one of her sculptures.

The slippage between representation and
reality in Black River Hologram is not a
coincidence. As we saw in Petite Titan in
Tension: Tower, Bella Rune also works digitally,
where she scans, processes, and prints

her material. In the projection Suspended
Animation/Skenddd (2020) in the museum’s
exhibition room, she takes another tactic












towards the scanned material and trans-
lates it to an animation projected in the space.
In an interesting way, the projection exists in
several layers of reality at once: as an image of
a sketch of an actual monument, as digitalized
material, which (re)takes physical formin an
animation. Rune’s work in augmented reality
similarly finds itself in several dimensions at
the same time. Since 2015, when she intro-
duced her Konsekvensanalys (Consequence
Analysis), Rune has allowed the viewers to
see something that otherwise is impossible
to see, as long as they point their mobile
phone at the right objects. Unseen without
the device, the work then appears in a “digital
sculpture park. In Eldh's studio, she takes this
development one step further with the new
smartphone app Bella Runes Portal. In an
interaction with the phone’s GPS, the works
can be seen when the viewer moves to a
specific place (you do not need to aim the
phone at the object) and the digital world
merges even more with the physical world.

Beyond our reality there always lie other re-
alities. Sometimes these are distinct: those
that move in a virtual reality can take off
their helmet and re-enter the more profane
reality. Maybe this is why Bella Rune prefers
augmented reality. There, the "virtual” arises
within our reality, and is not distinct from

it. What we see through the mobile phone
both is and is not there. When we start to
spin around trying to understand the work,
we are actually searching for the virtual: the
separate worlds once again show them-
selves to be intertwined.

In the end, Bella Rune’s sculptures confront
us with the question of our reality’s unam-
biguous physicality. Not only does it appear
to be full of tension, duplications, and
contradictions between different relations
and materials, it cannot be understood
without an interpretive filter. Just as you






wander around with your mobile phone to
understand how everything is connected,
you project your worldview on the objects
to demand they reveal their identities. It is
here that Rune’s titles and descriptions of
her work are particularly interesting. As a
guide to what we are actually looking at,
they provide two answers. One is poetic and
slippery, often in relation to the work’s form
and/or color. The other is dry and factual,
which, among other things, reveals that the
yarns are colored with everyday things. Her
palette consists of material like curry, ink
cartridges, and markers. Everything always
carries something more. The abstract is the
everyday. The material is the relation. The
physical is the virtual. The illegibility of this
world. All things twice over.

Hakan Nilsson

1. Paul Celan: Selected Poems, trans.
Michael Hamburger (Penguin, 1972).
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Bella Rune (born 1971 in Stockholm) attended Chelsea College
of Arts in London and Beckmans College of Design in Stockholm.
Since her debut in 1998, she has participated in a large number of exhibitions in Europe, China, and
the United States. Her solo shows include XYZ, Galleri Magnus Karlsson, Stockholm (2019); Vertical
Network Performance, Market Art Fair, Stockholm (2018); and Impact Analysis, Stadsskogen (The City
Forest), Uppsala (2015). She has participated in biennials and group exhibitions such as Art Encounters
Biennial 2019, Timisoara, Romania (2019); Every Miracle Requires a Sacrifice — work done in Viisteras,
Vasteras Art Museum (2020); Interwowen, EMMA - Espo Museum of Modern Art, Finland (2019); and
Textile Subtexts, Malmo Art Museum (2017).

Bella Rune is a Professor of Fine Arts in Textiles at Konstfack in Stockholm. She has undertaken a series
of collaborations, for example with the artist Jonas Nobel, director Jesper Kouthoofd, choreographer
Malin Elgan, and the electronic music duo The Knife.

With the digital technology of augmented reality, Bella Rune has created immaterial sculptures for
public spaces, most recently for Karlsgatan in Vasteras (2020), and earlier for the Stockholm School
of Economics (2016). Works occupying physical space include Loggia, her artistic design for Gavle
Hospital (2014), as well as this year’s Training Camp for the Ability to Imagine at the primary school
Sjoviksskolan in Arsta (in collaboration with Jonas Nobel).

Bella Rune’s work is in the collections of Moderna Museet in Stockholm, Gothenburg Museum of Art,
and Malmo Art Museum. She has received grants such as the laspis’ International Grant, Tokyo Wonder
Site (2009), and the Swedish Arts Grants Committee’s two-year grant (2008-09).

Bella Rune is represented by Galleri Magnus Karlsson.
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