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TO BUILD A PHOTOGRAPH

Interview by Kirstine Theresia Sehiess Hajmose

For the past two years, Julie Boserup and Sgren Lose have been
frequent visitors to The Royal Library. From the library’s collection
of more than 17 million historical photographs they have select-
ed images as the point of departure for a number of new works
for the exhibition We built @ house at The National Museum of
Photography. Old images of voluminous church architecture and
modernist stringent buildings have been scanned, enlarged,
folded, cut and turned upside-down. The two artists investigate
how architecture is représented in architectural photography and
examine the relation between the surface of the photograph and
the spatial nature of.the building in works that expand in several
dimensions = from collages to installations.

AT BYGGE ET FOTOGRAFI

De seneste to &r har Julie Boserup og S¢ren Lose haft
deres gang pa Det Kongelige Bibliotek. Fra bibliotekets sam-
ling af over 17 millioner historiske fotografier har de udvalgt
billeder som udgangspunkt for en raekke nye veerker til
udstillingen Vi byggede et hus p& Det Nationale Fotomuseum.
Gamle billeder af volumings kirkearkitektur og modernistiske
stringente bygninger er blevet scannet, forstgrret, foldet, klip-
pet i og vendt p& hovedet. De to kunstnere undersgger, hvor-
dan arkitekturen bliver repraesenteret i arkitekturfotografiet og
udforsker forholdet mellem billedets flade og bygningens rum
i vaerker, der folder sig ud i flere dimensioner - fra collager til
installationer.

What is the idea behind the exhibition title We built a house?

Lose: It is always difficult to find a good exhibition title, one that
says something relevant about the content and at the same time
is quite ‘catchy’ and idiomatic. We discussed various words and
descriptions that could include some of the elements around
which the project circles. We ended up with We built a house in
Danish, because it contains something active and at the same
time something collectively inclusive: ‘we built’. In addition, it is
slightly 1970s-ish, which fits well with many of Julie’s works and
some of mine as well.

Boserup: The most important thing in the title is the word ‘we’ -
and the fact that we talk about a house and not architecture. My
fascination with houses and buildings comes originally from how
you experience them in everyday life, on the street, and not from
an architectural history approach. The house comes first, and af-
ter that the architectural history. When | delved into this archive, |
found many things | recognised from various places in Denmark,
and in my works | chose to focus on public buildings, since here
the attempt is to address a form of community. These are our
houses, and an attempt was made to build them for us.

How did you select images from among the 17 million photos in
the archives?

Lose: Our point of departure was the architectural. It had to
relate to space, because both our practices usually start with
something spatial. | chose to focus on gothic cathedrals, because.
in the archive there are so many fantastic photos of particularly
Cologne Cathedral and Duomo in Milan. In addition, | initially also
had an idea that | would work on documenting the Warld Exposi-
tions, something which in the final result is less predominant in
the exhibition than | had expected it to be.

Boserup: | have worked with one specific part of the colleetion -
the Striwing Archive - from the company Striiwing Reklamefoto;
which photographed most of newly built Danish architecture in
the period from the 1940s to the 1980s. Far.some time now,

| have been fascinated by the first photo, whichis taken at the
completion of a work of architecture, because | diseéovered that
this photograph is not always archived. The drawings and the
models are kept, but apparently it is assumed that you can always
take this photograph again. Buildings, however,ehange character.
The difficult thing has been to decide to focus on public build-
ings. | have chosen to work with photographs of modernist build-
ing from the 1960s and 1970s - an upper/Secondary school, a
college of education, a spofts centre and/presumably a hospital,
and something from a common area in social housing. It has
been profoundly inspiring but also really frustrating to work with
the archive, for who am | to make the right decisions? | have to
rely on my gut feeling and find my own approach, which does

not necessarily have anything to do withy which building is most
interesting from an art-historical or architecture-historical point
of view. An important trigger-has been the images where the
composition of the photograph was predominant and in certain
instances almost overshadowed the building. | am interested

in this synthesis where photograph and building meet. But | am
aware that each time | stop and go home, the next image may
turn olt to be much mere interesting.

Lose: /At some point | had to stop collecting as the archive is

both compelling and faseinating, but also a maelstrom of visual
information in which.you look for meaning and connection with-
out necessarily finding it. In the end, of course something had to

Hvad er ideen bag udstillingstitlen Vi byggede et hus?

Lose: Det er altid sveert at finde en god udstillingstitel, som
siger noget relevant om indholdet og samtidig er nogenlunde
"catchy’ og mundret. Vi diskuterede forskellige ord og beskri-
velser, som kunne rumme nogle af de elementer, som projektet
kredser omkring. Det endte med at blive Vi byggede et hus pa
dansk, fordi det pa én gang har noget aktivt i sig og samtidig
noget kollektivt inddragende: 'vi byggede’. Samtidig er det lidt
70’er-agtigt, hvilket jo passer godt til mange af Julies vaerker
og enkelte af mine.

Boserup: Det vigtigste i titlen er ordet 'vi’, og at vi snakker om
et hus og ikke arkitektur. Min fascination af huse og bygnin-
ger stammer fra, hvordan man oplever dem i hverdagen, pa
gaden, og ikke fra en arkitekturhistorisk tilgang. Huset kommer
forst og bagefter kommer arkitekturhistorien. Da jeg kiggede i
det her arkiv, fandt jeg mange ting, jeg genkendte fra forskel-
lige steder i Danmark, og jeg valgte i mine vaerker et fokus p&
offentlige bygninger, da man her forsgger at adressere en form
for feellesskab. Det er vores huse og de er forsggt bygget til os.

Hvordan har I valgt billeder ud imellem de 17 millioner fotos
fra arkivet?

Lose: Vores udgangspunkt var det arkitektoniske. Det skulle
have noget med rum at ggre, fordi begge vores praksisser som
regel tager afszet i noget rumligt. Jeg valgte at fokusere pé de
gotiske katedraler, fordi der findes s& mange fantastiske fotos
af iseer Kélner Dom og Duomo i Milano i arkivet. Derudover
havde jeg i begyndelsen ogsé en idé om, at jeg skulle arbejde
med dokumentationen af Verdensudstillingerne, hvilket i ud-
stillingens slutresultat er blevet mindre dominerende, end jeg
havde regnet med.

Boserup: Jeg har arbejdet med én specifik del af billedsam-
lingen, Striiwing-arkivet, fra firmaet Striwing Reklamefoto,
der fotograferede stgrstedelen af nybygget dansk arkitektur i
perioden fra ca. 1940’erne til 1980’erne. Igennem laengere

tid har jeg veeret fascineret af det forste billede, man tager af
arkitektur, ndr det er blevet bygget, da jeg opdagede, at man
ikke altid gemmer det billede. Man gemmer tegningerne og
modellerne, men taenker sikkert, at man bare kan tage fotogra-
fierne igen. Men bygningerne skifter alts& karakter. Det sveere
har veeret at beslutte, at jeg kun ville fokusere pd offentlige
bygninger. Jeg har valgt at arbejde med billeder af moderni-
stisk byggeri fra 1960’erne og 1970’erne; et gymnasium, et
seminarium, en sportshal og et hospital, formoder vi, og noget
fra et feellesomrade i et socialt boligbyggeri. Det har vaeret
dybt inspirerende, men ogsé virkelig frustrerende at arbejde
med arkivet, for hvem er jeg til at tage det rigtige valg? Jeg
matte gé efter min fornemmelse, og finde mit eget greb, som
ikke ngdvendigvis handler om hvilken bygning, der kunsthisto-
risk og arkitekturhistorisk er mest interessant. Drivkraften har
veeret de billeder, hvor fotografiets komposition var domine-
rende og nogle gange naesten overskyggede bygningen. Det er
den syntese, jeg er interesseret i: Dér hvor fotografi og bygning
mgdes. Men du ved, at hver gang du stopper og gar hjem kan
det veere, at det naeste billede er meget mere interessant.
Lose: P4 et eller andet tidspunkt métte jeg stoppe med at
indsamle — arkivet er jo pa én gang dragende og fascinerende,
men ogsé en malstrgm af visuel information, som man sgger
mening og sammenhaeng i, uden at den ngdvendigvis findes. |
sidste ende skulle der jo ogsd komme noget ud af researchen,



emerge from the research - new interpretations,as independént
works in their own right.

Tell me about the selected archive photos, and how you have
worked with them.

Boserup: | have chosen pictures where the photograph is very
sharp and clear-cut, where yoliican see that the photographs were
taken to suit the architect’s‘requirements: The photos resem-

ble a dream of the building more than the actual building. The
compositions are extremely rigorous and EVERY element in the
photograph has been garefully considered. Ilike to look at these
photographs as fantasies and to investigate the relation between
the fantasy or the utopia of the house and then the house itself.
Lose: | have chosen three themes as a starting point for my
research: Photographs ofibuilding sites or constructions, gothic
cathedrals and the World Expositions. All the photographs are of-
ficial photographs, i.e. pictures that have been sold as souvenirs,
press photos or the like/I have chosen photographs that come
from the latter half of the 19th century, i.e. from a time when
photography as a medium was still new and laborious. They have
usually been taken with a large-format camera with long exposure
times. Other photographs are from a discontinued press archive
in the 1950s and fromithe outset they were actually small col-
lages. To saysomething about the process, | normally began with

nogle nye fortolkninger, som skulle fungere selvstaendigt som
vaerker.

Forteel om de valgte arkivfotos, og hvordan I har bearbejdet dem.

Boserup: Jeg har valgt billeder, hvor fotografiet er meget
tydeligt, hvor man kan se, at billederne er taget pa arkitektens
preemisser. Billederne ligner mere en drgm om bygningen, end
den faktiske bygning. Kompositionerne er meget stramme og der
er taget stilling til ALT i billedet. Jeg synes, at det er interessant
at betragte disse billeder som fantasier og undersgge relationen
mellem fantasien eller utopien om huset og s& det konkrete hus.
Lose: Jeg valgte tre temaer som afszet for min research: Bil-
leder af byggepladser eller konstruktioner, gotiske katedraler og
Verdensudstillingerne. Alle fotografierne er officielle billeder,
altsd billeder som er blevet solgt som souvenirs, pressebilleder
eller lignende. Jeg har valgt fotografier, der stammer fra midten
til slutningen af 1800-tallet, dvs. fra en tid hvor fotografiet som
medie endnu var nyt og besveerligt. De er som oftest optaget
med storformatkamera med lange eksponeringstider. Andre
fotografier er fra et nedlagt pressearkiv fra 1950’erne og var
faktisk allerede i udgangspunktet smé collager. For at forteelle
lidt om processen, begyndte jeg oftest med nogle prgveprint

i A4 eller A3 format og forspgte mig lidt frem med forskellige
collageteknikker, for jeg lavede de endelige storformatprint, som

Julie Boserup: Seminarium, 2016 [photo by Thomas Grgndahl]
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some A4 or A3 trial prints and experimented @ bit with varioug ¢ol-
lage techniques before making the final large-formatprint, which
was cut out following the filigree contours of the buildings/Some
of the photographs worked well layer upon layer, while others
were strong enough to stand on theirown andimy.enly.touch was
to turn the motif upside-down.

Boserup: The way | work with collage is to basé it on a single picture
that has a basic composition @ hierarchy.in the photograph and the
motif. | go in and partially dissolve the metif, and also the hierarchy,
in order to activate other glements in the picture, e.g. details such
as a tree - perhaps undérestimated in modernism. At the same
time, the collage always involves fragment and unity - both a com-
pleted composition as well as the individual layers as small win-
dows on the world. The same applies to architecture: You have the
individual and the master plan, elements and an overall structure.
Once | have selected a picture;klook at the formal aspects, what
lines there are in the building as well as in the photograph and how
they meet. Then | fold the €ollage based on those lines. On the one
hand, this is a process based on the formal, but simultaneously it is
an analysis of what arehitecture and photography are respectively
capable of. My work on the large collages for the exhibition has
been a quite physical progess. So as to be able to glue my prints,

| moisten them, wash them, rub them with sandpaper and craw!
around on them on.thefloor. | do lots of things with them that you
normally.wouldn’t do with photographs, for practical reasons but

blev skaret ud efter bygningsveerkernes filigran-konturer. Nogle
af billederne fungerede godt lag pa lag og andre var steerke nok
til at std alene, hvor det eneste greb jeg tilfgjede, var at vende
motivet pa hovedet.

Boserup: Den méde jeg arbejder med en collage pa er ud fra ét
billede, som har en grundkomposition, et hierarki i fotografiet
og i motivet. Jeg gér delvist ind og oplgser motivet, og samtidig
hierarkiet, for at aktivere nogle andre elementer i billedet, f.eks.
detaljer som et trae, som man maske har undervurderet i moder-
nismen. Samtidig handler collagen ogsé hele tiden om fragment
og helhed; at du bade har en helhedskomposition, men ogsa de
sma lag som et lille vindue til en verden. P4 samme méde er det
med arkitekturen: Du har individet og masterplanen, elementer
og en overordnet struktur. Nér jeg har valgt et billede, kigger

jeg ret formelt p&, hvilke linjer er der i bygningen og tilsvarende

i fotografiet, og ser pa hvordan de mgdes. S& folder jeg ud fra
de linjer min collage. Det er en proces, som pé den ene side er
formel, men som samtidig er en analyse af, hvad henholdsvis
arkitekturen og fotografiet kan. Mit arbejde med de store collager
til udstillingen har vaeret en ret kropslig proces. For at kunne lime
mine prints, gor jeg dem vade, vasker dem, sliber p4 dem med
sandpapir og kravler rundt p& dem pa gulvet. Jeg gor en masse
ting ved dem, som man normalt ikke ggr ved fotografier, bade
af praktiske grunde, men ogsa for at komme ind i dem som ma-
teriale, som papir og som overflade pa papir. Det er inkjet-print,



also to be able to enter into them as material, as paper and as a
surface on paper. It is inkjet print, and when you sandpaper it, the
pigment falls off - and the photograph is just a piece of paper with
pigment on it, like a drawing or a painting.

In the exhibition there are framed photo-collages, spatial photo-
graphs that unfold around walls and large installations of wood
and material. Why do you work both two-dimensionally and three-
dimensionally at one and the same time?

Boserup: | jump in and out between the various layers - between
the flat photograph, the drawing and space. It's a question of
challenging myself in a game where | draw a line and then build

it up as a spatial construction. | have tried to reach a point where
the wall installations are simultaneously architecture but also a
graphic line and a picture of a piece of space. One installation
uses pictures from an atrium, an enclosed space, an enclosed
landscape that you can only see and not occupy. | have used this
in the installation and played with the distance between actual
space and represented space.

Lose: If | were to describe my process, it would perhaps be more
precise to say that | ‘build’ photographs. Even though a photograph
is flat/two-dimensional when you find it in the archive drawer, it

is of course a representation of something three-dimensional
that has once existed in time and space. A person has been out

in reality on a particular day, in particular weather, in a particu-

lar mood, in a particular period of time, under certain particular
preconditions - all of which is something we cannot necessarily:
see or think about when we see the final photograph. | think it

is interesting to try to develop some of these aspects again in a
different form, in a different space - to get behind the surface
and work with what we cannot immediately see. In the exhibition,

| have attempted to give life to both the original pictures and to my
interpretations of them, as something has been exposed unedited
and something else has been removed as far as possible from the
original. This creates a good synergy in the exhibition in visual and
experiential terms - the fact that as an observer you have to take
in several dimensions simultaneously - in terms:of space, time,
various scales, textures and materials.

Boserup: For me, the purpose of the three-dimensional was also
to anchor the exhibition in the exhibition space and optimise the
visitor’'s experience into somethingspecial inpregisely that space.
But the three-dimensional also has o be tamed as faras | am
concerned, so that the observer can'¢arry out/his or her own in-
terpretational work on the picture. | am interested in the potential
generated when the observer starts to unfold the works optically.
Among other things, | theréfore show the reverse side and bring
out the folds in order to activate the motif and the material that |
am working with at the' various lévels in the collage.

Why are architecture and architectural photography of interest
to you?

Boserup: Architeeture is a common reference, something we
share. Architectural photography is often used as an illustration
of the architect’s dream, a staging of the building, and it is this
staging that | want t© make visible. | have always been interested
in houSes. There is considerable power in architecture: You can
draw a line and build a wall, but perhaps that wall gets in our
way every day. To a greater extent, | come from drawing than
from photography, andithe whole idea of drawing lines that can
be made realyand that you can live in, is pretty crazy. The space

og nér man sliber pa det, sa falder pigmentet af - og fotografiet
er blot et papir med pigment p&, som en tegning eller et maleri.

I udstillingen kan man béde opleve indrammede fotocollager,
rumlige fotografier, der folder sig ud omkring vazgae og store
installationer af trae og stof. Huorfor arbejder I bade todimensio-
nelt og tredimensionelt pd samme tid?

Boserup: Jeg hopper ind og ud imellem de forskellige lag; imel-
lem det flade foto, tegningen og rummet. Det handler om at
udfordre mig selv i en leg, hvor jeg tegner en streg og bagefter
bygger den op som en rumlig konstruktion. Jeg har forsggt at
ramme et punkt, hvor veeginstallationerne pé én gang er arkitek-
tur men ogsé en grafisk linje og et billede af et stykke rum. Den
ene installation bruger billeder fra en atriumgérd, et lukket rum,
et lukket landskab, som man kun kunne se og ikke indtage. Det
har jeg brugt i installationen 0g leget med afstanden mellem det
faktiske rum og det repraesenterede rum.

Lose: Hvis jeg skal beskrive min proces, ville det méske vaere
mest praecist at sige at jeg 'bygger’ fotografier. Selv om et
fotografi er fladt/todimensionelt, ndr man finder det i arkivskuf-
fen, er det jo en repraesentation af noget tredimensionelt, som
engang har eksisteret i tid og rum. En person har veeret ude i
virkeligheden pa en bestemt dag, i et bestemt vejr, i et be-
stemt humer, i en bestemt tidsperiode, under nogle bestemte
forudseetninger — alt sammen noget som vi ikke ngdvendigvis
kan se eller tzenker over, ndr vi ser det feerdige fotografi. Jeg
synes, at det er interessant at forspge at udfolde nogle af disse
aspekter igen i en anden form, i et andet rum — at komme bag
om overfladen og arbejde med det, vi ikke umiddelbart kan se.
P4 udstillingen har jeg forsggt bade at give liv til originalbille-
derne og til mine fortolkninger af dem, idet noget er eksponeret
uredigeret og andet er fjernet sa langt som muligt fra originalen.
Det giver visuelt og oplevelsesmeessigt et godt speend i udstillin-
gen — at man som beskuer skal forholde sig til flere dimensioner
pa en gang — rumligt, tidsligt, forskellige skalaer, stofligheder og
materialer.

Boserup: For mig handler det tredimensionelle ogs& om at
forankre udstillingen i udstillingsrummet og optimere publikums
oplevelse til noget seerligt i netop det rum. Men det tredimen-
sionelle skal ogsa teemmes fra min side, s beskueren selv kan
arbejde med billedet. Jeg er interesseret i potentialet ved at be-
skueren selv begynder at folde veerkerne videre ud med gjnene.
Blandt andet viser jeg derfor bagsiden og tydeligggr folderne
for at aktivere motivet og materialet, som jeg arbejder med i de
forskellige niveauer i collagen.

Hvorfor er arkitektur og arkitekturfotografiet interessant for jer?

Boserup: Arkitekturen er en fzelles reference, det er noget, vi
deler. Arkitekturfotografiet bliver ofte brugt som en illustration
af arkitektens drgm, en isceneszettelse af bygningen, og det

er den isceneszettelse, jeg gerne vil ggre synlig. Jeg har altid
vaeret interesseret i huse. Der er meget magt i arkitektur: Du
kan sla en streg og bygge en veeg, men sé star den veeg maske
i vejen for os hver dag. Jeg kommer fra tegning, i hgjere grad
end fotografi, og hele tanken om, at man kan lave streger, der
kan ggres virkelige, og som man kan bo i, det er vildt. Det
rum, der bliver bygget op, er s& umiddelbart, og omvendt er
det s& skrgbeligt, nar det bare er en lille drom pa et stykke
papir. Nar husene bliver bygget, kan de nogle gange virke

lidt afvisende og miste forbindelsen til den dér fantasi, som

Sgren Lose: Dystopic deconstruction #1 (Palast), 2010



that is built is so immediate, and yet it is so frail when it is only a
small dream on a piece of paper. When the houses are built, they
can sometimes seem a bit dismissive and lose the connection
to the fantasy that the architect had. | experience the distance
between the building and the dream of the building as a bit of a
crisis. | would like to create a space of possibility where the two
go hand in hand. If | can make a work that simultaneously shows
both the building and the idea of the building, | feel happy.

Lose: | have always been very interested in space in my works
and my artistic process, no matter if | am working with two-
dimensional pictures, videos or installations. Space not only
understood as physical space but also as mental, cultural and
historical constructions that we move in and out of and relate to.

What is it like to work with other people’s images in your works?

Lose: In my works | try not to distinguish between my own im-
ages and those of other people. As far as possible, | try to treat
everything as material, as images, without introducing too many
emotions or values at the outset. Later, a process of acquisition
takes place in which | examine and get to know the material, and a
process of subsequent rationalisation, in which the content-related
and conceptual aspects in the images come to terms with the
formal dimension in the new works.

Boserup: | am a parasite. | work with collage and do not like to
work with my own blank canvas. | like to have something else as
my point of departure. | like to have something to pull apart. | also
occasionally work with my own pictures, but | think it's interesting.
if someone else has staked out a few positions that | can gém-
ment on. Then we already have a dialogue or a conflict, and then

| imagine to myself that | can add things to the pictures that will
allow them to grow in new ways.

What is your relation to photography, and how do you use it.in your
artistic practice?

Lose: | have always used photography in my practice. Not necessar-
ily what | refer to as ‘photography-photography’, but photography

in every conceivable form. Some of my projects havewsed old;
discovered negatives as their starting point; others have used
hundreds of holiday snapshots found at flea markets. You eannot
necessarily always recognise the original pointof departure in the
end product - it can manifest itself @s an installation, video, a new
series of photographs, etc. Throughout my career | have alongside
also worked with traditional, classic b&wand eolour photography
without the installation technigues as in'We built a house.
Boserup: | don’t necessarily see myself as a photographer. My way
into art has been through drawing. To be able to draw things that
‘looked real’ was totally satisfying:and totally frustrating - and |
personally feel that my personal pengil lines were too dominant in
what | did. By always photographing my surroundings and using
photographs as sketches | discovered that this could introduce a
distance from my owh lines:and.create the closeness to reality | felt
happy with. After that, photography became a large part of my prac-
tice, although | still adjust €verything with drawn surfaces so as to
create connections between the collage layers and the photograph
- and to balance the intensity of the colours. My relation to photog-
raphy mainly has to do with being a collector. | collect moments that
inspireé me. The archive is.a collection like my collections of blue
and green, of travel books and photo wallpaper. It is so inspiring to
look at pictures. My mind goes crazy when | look through so many
images - | get'So many ideas and see so many possibilities.

arkitekten havde. Den afstand, imellem bygningen og drgm-
men om bygningen, oplever jeg lidt som en krise. Jeg vil gerne
skabe et mulighedsrum, hvor de to gér i speend. Huis jeg kan
lave et veerk, der pa én gang viser bygningen og en idé om
byaningen, er jeg glad.

Lose: Jeg har altid veeret optaget af rum i mine vaerker og

i min kunstneriske proces, hvad enten jeg arbejder med
todimensionelle billeder, video eller installation. Rum ikke kun
forstéet som et fysisk rum, men ogsé som mentale, kulturelle
og historiske konstruktioner, som vi bevaeger os ind og ud af
og forholder os til.

Hvordan er det at arbejde med andres billeder i jeres vaerker?

Lose: I mine vaerker forsgger jeg ikke at skelne imellem mine
egne billeder og andres. Jeg forsgger sa vidt muligt at be-
handle det hele som materiale, som billeder, uden at laegge
for mange fglelser eller veerdier ind i det fra starten. Senere
foregér der en tilegnelsesproces, hvor jeg udforsker og leerer
materialet at kende, og en efterrationaliseringsproces, hvor de
indholdsmaessige og konceptuelle aspekter i billederne finder
sammen med den formelle dimension i de nye veerker.
Boserup: Jeg er en parasit. Jeg arbejder med collage, og
bryder mig ikke om at st& med mit eget hvide laerred, men
skal have noget andet at tage udgangspunkt i. Gerne noget at
pille fra hinanden. Jeg arbejder ogs& med mine egne billeder
engang imellem, men jeg synes det er interessant, at der er no-
gen, som har udstukket nogle preemisser, jeg kan kommentere
pa. S& har vi allerede en dialog eller en konflikt, og sa bilder
jeg mig ind, at jeg kan tilfgje ting til de billeder, som far dem til
at vokse pa nye mader.

Huilket forhold har I til fotografiet, og hvordan bruger I det i
jeres kunstneriske praksis?

Lose: Jeg har altid benyttet fotografi i min praksis. Ikke
ngdvendigvis det jeg kalder "fotografi-fotografi” men foto-
grafi i alle mulige former. Nogle af mine projekter har taget
udgangspunkt i gamle, fundne negativer, andre i hundredvis af
ferie-snapshots fundet pa loppemarkeder. [ slutresultatet kan
man ikke ngdvendigvis genkende det oprindelige afseet — det
kan manifestere sig som en installation, video, i en ny fotoserie
eller andet. Gennem min karriere har jeg sidelgbende ogs&
arbejdet med traditionelt, klassisk s/h og farvefotografi uden
de installatoriske greb som i Vi byggede et hus.

Boserup: Jeg ser ikke ngdvendigvis mig selv som fotograf. Min
vej ind i kunsten har vaeret igennem tegning. Det at kunne
tegne ting sa ’det lignede’ var totalt tilfredsstillende og totalt
frustrerende — og jeg synes selv, at min egen streg blev for
dominerende i det. Ved altid at fotografere mine omgivelser og
bruge fotografier som skitse opdagede jeg, at det kunne give
en distance til min egen streg og skabe den virkelighedstaet-
hed, som jeg var glad for. Fotografiet blev derefter en stor del
af min praksis, men jeg justerer stadig alt med tegnede flader
for at skabe forbindelser mellem collage-lagene og fotografiet
— og balancere farvens intensitet. Min relation til fotografiet
handler nok mest om at veere en samler. Jeg samler momen-
ter, der inspirerer mig. Arkivet er en samling ligesom mine
samlinger af bl& og gren, af rejsebgger og fototapeter. Det er
sd inspirerende at se pa billeder. Mit hoved gar amok, nér jeg
kigger igennem s& mange billeder; jeg far s& mange ideer og
kan se s& mange muligheder.

All installation photos by Torben Eskerod

The exhibition We built a house can be seenat The National
Museum of Photography until 4 February 2017.
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