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Born 1967 in Sweden 
Lives and works in Stockholm, Sweden 
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KRISTINA JANSSON 
Kristina Jansson’s grand and ambiguous paintings often 
deal with the emblematic relationship between her motifs 
and various human undercurrents and desires such as 
money, power and lust. At first glance, her paintings 
appear to refer to something illustrative, however, the 
subversive and sensual properties of the material create a 
barrier between the evident and the unknown. Whatever 
the painting wants to depict, it remains a fluid and 
disorderly blend of narrative and what the material itself 
conveys. In other words, her paintings can be seen as 
having an inherent friction between the image and the 
material. 

 

Jansson is painfully aware of current events and often 
begins from a starting point of global issues, but 
simultaneously views her works as a strange free zone. Her 
paintings are in many ways closely connected with the 
most urgent matters of our time, though offer neither 
answers, nor comfort. 

 

Kristina Jansson (b. 1967 in Sweden) has studied at the                                       
Ecole Nationale Supérieure des Beaux Arts, Paris, France; 
The Fine Arts Academy, Vienna, Austria; and The Royal 
Institute of Art, Stockholm, from where she graduated in 
2001. Her work has been widely exhibited and she is one of 
Sweden’s most acclaimed painters. Recent solo 
exhibitions include Värmlands Konstmuseum (2022), 
Norrtälje Konsthall (2018) and Borås Konstmusuem (2015) 
among others. 

 

  
 



PAINTINGS FOR PEOPLE 
IN TROUBLE 

 
 

Andréhn-Schiptjenko,  
Stockholm, Sweden, 2024 
 
 
Kristina Jansson is one of Sweden's most influential 
contemporary painters. In the last ten years she has had 
three major solo exhibitions at Värmlands Museum (2022), 
Norrtälje Konsthall (2018) and Borås Konstmuseum (2015). 
Jansson is also Professor of Art, specializing in Painting, at the 
Royal Institute of Art in Stockholm and her works are 
represented in several Swedish museum collections.  
 
The exhibition Paintings for People in Trouble explores two 
main questions: one deals with painting and its ability to tell 
what the photographic image cannot, the other deals with 
painting from the artist's and art's own position of trying to 
grasp the world as it is unfolding right now.  
 
Is it hope or luck that contemporary society needs? Jansson's 
ambiguous imagery has never strived to provide us with 
direct answers, but it is possible to discern recurring 
thematic patterns in the motifs. These patterns may be 
about communication, a changing climate or the general 
psychological state of the world. Certain motifs often recur in 
several paintings, like variations on a theme. 
 

 
 
 
A key issue in Jansson's practice has always been the 
capacity of painting to problematise and deepen the 
question of perception in a way that the photographic image 
cannot. If a photograph is a section of what has been omitted 
outside of the viewfinder, the painter makes different 
decisions in their process. What has been omitted from the 
motif still has a presence in the finished painting. The 
painting itself can be said to represent a world of its own. As 
a viewer, engaging with a painting opens up other layers 
compared to looking at another type of image: if the eye can 
sweep over a photo, the painted image offers a different 
resistance because every part of the motif is there on 
account of an active choice. It invites a deeper contemplation 
where a painting is never just a depiction, but as much a 
friction between motif and materiality. In the relationship 
between the artwork, its viewer and the ever-present now 
that the painting represents, a place of self-reflection arises, 
where the painting can ultimately become more of a mirror 
than an image. 
 
Since graduating from the Royal Institute of Art in 2001, 
Kristina Jansson's (b. 1967, lives and works in Stockholm) 
work has been shown in numerous exhibitions in Sweden 
and abroad. Before that, she also studied at the Ecole 
Nationale Supérieure des Beaux Arts, Paris, France and the 
Akademie der bildenden Künste, Vienna, Austria. 2022 saw 
the release of Kristina Jansson: Space - Lost and Found, the 
most comprehensive publication of her work to date. The 
publication includes works from 2005 onwards and contains 
texts by Annika Elisabeth von Hausswolff, among others. 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Paintings for People in Trouble,  
Andréhn-Schiptjenko Stockholm, Sweden, 2024 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Paintings for People in Trouble, Andréhn-Schiptjenko Stockholm, Sweden, 2024 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Paintings for People in Trouble, Andréhn-Schiptjenko Stockholm, Sweden, 2024 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Paintings for People in Trouble, Andréhn-Schiptjenko Stockholm, Sweden, 2024 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 

Kristina Jansson 
Installation view, Paintings for People in Trouble, Andréhn-Schiptjenko Stockholm, Sweden, 2024 

 
 



SPACE – LOST AND 
FOUND 
 
Värmlands Museum, Karlstad, Sweden, 
2022 
 
You the spectator see a room, but is it an imaginary or a real 
one? You stand still by yourself and look at another world. 
What kind of place is this? Is there anyone living here and if 
so, who? The setting may seem familiar to you in a distant way 
but is still foreign. There are traces of people here. You may 
perceive or catch a glimpse of them, but they are not the main 
subject. Perhaps there are also traces of other creatures or 
animals here. The room also contains further items such as 
furniture and other furnishings, maybe technical equipment 
and tools.  
 
Kristina Jansson (b. 1967) is one of Sweden’s most interesting 
contemporary artists. Värmlands Museum is proud to present 
this large exhibition that has emerged in close dialogue with 
the artist, with focus on spaces. It shows works from the last 
fifteen years, many are new and have never been shown 
publicly before.  
 
Kristina Jansson’s images are ambiguous and constantly 
explore the boundary between the reality we have in front of 
us and the one we are not in physically. The exploratory 
attitude draws motifs from fiction or from mass-produced 
images that belong to our common popular cultural flow. 
What Kristina Jansson calls “a kind of visual jet stream”. 

 
 
 

 
 
 
 
 
 
 
They touch on existential and philosophical issues, challenge 
our perception and make us see things anew. 
 
The compositions are complex, often in large scale and made 
up of many different layers, many layers of color. They are 
opulent paintings that comes to life with the color – with the 
material itself, whether it is painted thin or impasto. 
Sometimes the paintings are made as pairs or as reflections of 
each other where small displacements and changes puzzles 
our memory. Didn’t I see this picture just now?  
 
Kristina Jansson lives and works in Stockholm. The artist was 
born in Väse in Värmland and is educated at the Vienna 
Academy of Fine Arts, École nationale supérieur des Beaux-art 
in Paris and graduated from the Royal Academy of Fine Arts in 
2001. She has had several solo exhibitions, but also participated 
in group exhibitions in both Sweden and the USA. Kristina 
Jansson is a member of the Academy of Fine Arts since 2014 
and professor of painting at the Royal Academy of Fine Arts 
since 2020. 
 

 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Space – Lost and Found, Värmlands Museum, Karlstad, Sweden, 2022 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

Kristina Jansson 
Installation view, Le Voile, Andréhn-Schiptjenko, Paris, France, 2020 

 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Le Voile, Andréhn-Schiptjenko, Paris, France, 2020 

 



Kristina Jansson 

Installation view 

Norrtälje Konsthall 

Sweden, 2018 

 

 
 
 
 
 
 
 
 
 
 
 

 
 

Kristina Jansson 
Installation view, Dirty Discipline, Norrtälje Konsthall, Norrtälje, Sweden, 2018 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Kristina Jansson 
Installation view, Dirty Discipline, Norrtälje Konsthall, Norrtälje, Sweden, 2018 

 



 

 

Kristina Jansson 
Installation view, Dirty Discipline, Norrtälje Konsthall, Norrtälje, Sweden, 2018 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Selbst Dort, Andréhn-Schiptjenko, Stockholm, Sweden, 2016 

 



 

 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Selbst Dort, Andréhn-Schiptjenko, Stockholm, Sweden, 2016 

 



 

 
 
 

Kristina Jansson 
Installation view, Selbst Dort, Andréhn-Schiptjenko, Stockholm, Sweden, 2016 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 

Kristina Jansson 
Installation view, Borås Konstmuseum, Borås, Sweden, 2015 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Borås Konstmuseum, Borås, Sweden, 2015 

 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Kristina Jansson 
Installation view, Borås Konstmuseum, Borås, Sweden, 2015 

 



 

 
 
 

 
 

 

Kristina Jansson 
Installation view, Zelig, Andréhn-Schiptjenko, Stockholm, Sweden, 2012 

 



 

 
 
 

 
 

Kristina Jansson 
Installation view, Zelig, Andréhn-Schiptjenko, Stockholm, Sweden, 2012 

 



 

 

Kristina Jansson 
Installation view, Zelig, Andréhn-Schiptjenko, Stockholm, Sweden, 2012 

 



 
 
Art / Exhibition 

Painting from an old world 

Kristina Jansson - Paintings for People in Trouble 
Andréhn Schiptjenko 2024.11.14–2024.12.21 

Stockholm:  What can a painting show that a photograph cannot? In Kristina Jansson's 
exhibition, Art Notes’ Anders Olofsson sees a kind of painting that affirms the feeling of 
losing one's footing, and that inspires hope in a world turned upside down. 

 

‘From now on, painting is dead!’ These were the words of the French painter Paul 
Delaroche when he saw the first photographs, a handful of daguerreotypes, in 1839. It 
sounds dramatic, but it is unfortunately not true that it would have been expressed in this 
way at that time. Instead, the quotation attributed to Delaroche is said to have arised in 
1873, barely 20 years after Delaroche's death. It also appears in the author Gustave 
Flaubert's satirical book Dictionary of Accepted Opinions, published posthumously in 
1911, but which actually reflected the stupidities and platitudes of the bourgeoisie 
collected by Flaubert in the decades before his death in 1880. 

The spirit behind the words, however, should not be belittled. The arrival of photography 
on the cultural scene shook up the circle of artists who had made a virtue of mass-
producing realistic paintings of nature and historical events. And those who wanted 
painting to be something more than flat illustrations were given the energy to take 
painting on a journey that we have not yet seen the end of.  



I do not know whether Kristina Jansson encountered Delaroche, Daguerre or Flaubert. 
But her feeling for the character of both painting and photography is as intense as it is 
solid. She often paints as the camera would have seen reality, or rather as the camera 
would have done if either composition or exposure had worked fully. Or as if the painting 
had chosen to let go of focus, in order to seek a structure that feels more or less intuitive. 

 

The new exhibition at the Andréhn-Schiptjenko gallery in Stockholm is titled Paintings for 
People in Trouble. It is perhaps no coincidence that the opening was held just a couple of 
weeks after Robert Smith's old rock band The Cure released their new album Songs of a 
Lost World. Both seem to be based on the realisation that the world and we ourselves have 
had our playing field turned upside down, without being clear about what to replace it 
with. 

With her latest works, Kristina Jansson moves a few steps closer to her motifs. Most of the 
panoramic images have been discarded in favour of paintings that experiment with a 
shallow depth of field. In fact, it is often difficult to really understand what the motif 
represents or in what context it appears. That is also the intention. When Kristina Jansson 
uses a well-known model - the photo in which the German artist, teacher and art theorist 
Joseph Beuys explains images to a dead hare - she chooses to illuminate the centre, the 
hare, while Beuys is relegated to semi-darkness. And when she goes out into nature in 
search of motifs, it is not the depicted scenery that catches our attention, but the web of 
running paint, cracks and flakes that she has spread out in the foreground. 

This is painting that affirms the feeling of losing one's footing. The world is old, and we 
are all a little resigned to the unknown that awaits us. But isn't there something hopeful 
about stepping onto an empty stage? Everything and nothing is possible at the same time. 
In the background, I hear Robert Smith whispering: ‘My weary dance with age / And 
resignation moves me slow / Toward a dark and empty stage / Where I can sing the world 
I know’. 

 

Anders Olofsson 

Published 2024-11-21: https://www.artnotes.se/kristina-jansson 
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KONST. Oljemålaren Kristina Jansson återvänder till Värmland och blir granne med                 David Lynch

Konstnär med öga  för scenografier

En sen kväll för många år sedan, 
när Kristina Jansson kom hem och 
slog på teven, fastnade hon fram-
för den franske nya vågen-regissö-
ren Jean-Luc Godards film ”One 
plus one” från 1968. Filmen, som 
närgånget skildrar skapandepro-
cessen av The Rolling Stones iko-
niska låt ”Sympathy for the devil”, 
gjorde ett mycket starkt intryck på 
henne. 

– Rummet de satt i, hela den här 
ljudstudion, det såg helt underbart 
ut. På den tiden var det ju inte så 
enkelt att hitta bilder så jag fick 
skaffa filmen och göra ett slags 
skärmdumpar. 

De oskarpa bilderna blev se-
dan förlagor till målningen ”Echo 
chamber” som nu, inlånad från 
Moderna museet, ingår i Kristina 
Janssons första separatutställning 
i Värmland. 

Titeln syftar på hur (konst)histo-
rien upprepar sig, eller kanske sna-
rare hur den kan översätta sig själv. 
Stones låt sägs vara inspirerad av 
en bok Mick Jaggers dåvarande 
partner Marianne Faithfull gav ho-
nom, ”Mästaren och Margaritan” 
av den ryske författaren Mikhail 
Bulgakov. 

– Som i sin tur skrev boken som 
ett slags samhällskritik, där han 
också refererar till Bibeln. Och så 
gjorde Godard en film om låten, 
och nu har jag gjort en målning. För 
mig var det något fint med allt det 
där, säger Kristina Jansson. 

Scenografiska byggen
Att de världsberömda musikerna 
lyser med sin frånvaro i målning-
en (eller möjligen skymtas längst 
in i kontrollrummet) säger mycket 
om hennes motivvärld, som istäl-
let i stor utsträckning kretsar kring 
rum, rumslighet och scenografiska 
miljöer. Ser man sig om i utställ-
ningen går det igen både bland mo-
tiven och i hur allting är uppbyggt 
och visas. 

– Rummet i sig har lite scenogra-
fiska och fotografiska referenser, 
det är något vi haft i bakhuvudet 
sedan det   stod klart att jag skulle 
få David Lynch som medutställare. 
Det har också präglat vilka av mina 
äldre verk vi har lånat in. Nu får vi 
en liten kommunikation här, ett 
snöre att följa, säger Kristina Jans-
son, som är en stor beundrare av 
den amerikanske regissören. 

– Jag har inte sett så mycket 

 YHon beskriver sig själv som en 
målerinörd, men frågan är om 
inte filmnörd är ett lika passande 
epitet på den prisade värmländ-
ska oljekonstnären Kristina Jans-
son. Hennes stora målningar är 
laddade med cineastiska referen-
ser – vilket så klart passar bra när 
hon nu blir utställningsgranne 
med David Lynch på Värmlands 
museum. 

Förlagan till målningen ”Echo chamber” är Jean-Luc Godards film ”One plus one”, som skildrar The Rollings 
Stones skapande av låten ”Sympathy for the devil”.�

”Här sitter någon och försöker kontrollera världen. Det går sådär”, säger Kristina Jansson om sin målning ”Con-
trol room”.�

”Twin peaks”, men nog alla hans 
filmer och de är jag väldigt förtjust 
i.

Manliga världar
I ett par andra stora målningar 
har Kristina Jansson dykt ner i 
inspelningarna av Alfred Hitch-
cocks rysare ”Fåglarna” och Stan-
ley Kubricks satirklassiker ”Dr. 
Strangelove”. Även här är det 
själva studiorummet som har in-
tresserat henne med all sin teknik 
och rekvisita. Målningarna ger ut-
tryck för ett slags ordnat kaos. Det 
är en estetiskt tilltalande röra, inte 
minst för nostalgiker. 

– Ja, det är rörigt. Jag tror li-
tegrann att det är haveriet jag är 
ute efter. Jag är intresserad av när 
det spricker i sömmarna och vill 
kanske peka på den andra verklig-

heten, den bortom de ofta väldigt 
polerade bilderna som vi annars 
ständigt kommer i kontakt med i 
vårt samhälle. Vi balanserar ju alla 
på gränsen mellan ordning och vårt 
eget kaos, och det finns många 
stora och bra idéer genom historien 
som gått åt helvete. 

Det är värt att fundera över var-
för hon så ofta återkommer till 
äldre klassiker, gjorda av manliga 
filmskapare.

– Det finns nog en liten, jag ska 
inte säga feministisk blick, men 
ändå en liten blick från mig som 
kvinna, som vill titta in i de här 
manliga världarna och föreställ-
ningarna om kvinnor, om krig och 
våld.

 Kristina Jansson är född 1967 
och växte upp i Väse. Hennes 
pappa var jordbrukare medan hen-

nes mamma länge var hemmafru, 
innan hon började jobba när bar-
nen blev äldre. Själv kom hon att 
ta en ingenjörsexamen på gymna-
sienivå i Karlstad och under en pe-
riod undervisade Kristina Jansson 
i naturvetenskapliga ämnen på ett 
högstadium i Stockholm. 

– Sen sökte jag och kom in på en 
förberedande konstskola. 

Och då small det?
– Man vill ju gärna att det ska vara 
så, att det smäller. Det var snarare 
ett steg i taget för min del, men jag 
fortsatte ju. Och jag kände mig väl 
mer hemma i den här världen. 

Efter konststudier i Wien, Stock-
holm och Paris kom genombrottet 
tidigt. 

– Jag fick ställa ut hos en väldigt 
respekterad gallerist i Stockholm. 
Jag hade väl inga jättestora för-

SKAPANDE
"Ska man 
försöka 
göra konst 
handlar det 
ju om att 
bygga in 
något i 
verket man 
gör som 
inte är 
avläsbart."
KRISTINA 
JANSSON

KULTUR & NÖJE
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KONST. Oljemålaren Kristina Jansson återvänder till Värmland och blir granne med                 David Lynch

Konstnär med öga  för scenografier

 Y ”Det finns nog en liten, jag ska 
inte säga feministisk blick, men 
ändå en liten blick från mig som 
kvinna, som vill titta in i de här 
manliga världarna och föreställning-
arna om kvinnor, om krig och våld”, 
säger Kristina Jansson, aktuell med 
en stor utställning på Värmlands 
museum. � FOTO: LARS SJÖQVIST

hoppningar men där blev jag över-
raskad. För det blev väldigt väl 
emottaget och Moderna museet 
köpte in den största målningen. 

Vann stort konstpris
Än större uppmärksamhet fick 
Kristina Jansson när hon för tolv 
år sedan vann andrapriset på 
600 000 kronor vid Carnegie Art 
Award, som vid tidpunkten ansågs 
vara Nordens största bildkonstpris. 

– De hade ju verkligen jobbat in 
det priset så det betydde mycket, 
inte minst exponeringsmässigt. 
Det är väldigt synd att det lades 
ner senare, jag tror att alla kultur-
yttringar behöver den typen av 
plattformar. 

Dagens unga konstnärer kan 
lättare nå ut genom sina egna ka-
naler i sociala medier, konstaterar 

Kristina Jansson, som själv håller 
sig borta från såväl Facebook som 
Instagram. 

– Jag har inga sociala medier 
överhuvudtaget, jag fixar inte det. 
Det här väldigt kollektivistiska och 
informationstäta samhället vi le-
ver i kan vara en hög stressfaktor. 
Jag är professor i måleri på Konst-
högskolan också och när jag job-
bar med det har jag inga problem 
att hantera 13 mejl samtidigt, men 
för det dagliga ateljéarbetet och 
konstnärskapet i stort skulle det 
inte funka. 

På sistone har Kristina Jansson 
till och med börjat lämna telefo-
nen hemma när hon jobbar i sin 
ateljé. Något hon inte hade vågat 
om inte barnens skola låg alldeles 
i närheten. 

– Det har gjort otroligt stor skill-

nad. Jag är själv lite förvånad över 
att jag faktiskt kan stå här med så 
många nya verk. 

Kristina Janssons utställning 

Kristina Jansson om...

... sitt måleri: ”Väldigt 
många av mina bilder hand-
lar om hur jag går in i ett pro-
jekt eller en idé och gräver 
medan jag målar. Målningen 
blir en unik sammanslagning 
av olika tankar som kan vara 
väldigt svåra att formulera 
i ord. Genom att binda ihop 
dem i målningen får man till-
gång till dem på en koncen-
trerad plats. Jag tycker att 
det är en av måleriets väldigt 
starka kvaliteter.” 

... dagens bildsamhälle: 
”För första gången i historien 
befinner vi oss i ett slags 
visuell jetström, som bara 
roterar runt jordklotet och 
skapar en simultanitet. 
Samtidigt blir det ett väldigt 
bildbulimiskt samhälle, vi 
bara konsumerar och det 
finns inte en chans att vi ska 
kunna relatera till alla bilder 
vi nås av. Det kan man tycka 
och tänka vad man vill om. 
Jag försöker vara optimistisk 

och upplever bland mina 
studenter att de är visuellt 
smartare och visuellt känsli-
gare i dag.”
... skapande: ”Ska man 
försöka göra konst handlar 
det ju om att bygga in något 
i verket man gör som inte är 
avläsbart. Annars är det ju 
inte konst. Eller så fungerar 
inte konstverket som man 
önskar. Det där är ju något 
man bara kan hoppas på.”

”Space – Lost and Found” öppnar 
den 4 juni och pågår till och med 
den 18 september. 

 ERIK SEGERPALM

KULTUR & NÖJE









 
[This text was translated from Swedish to English] 
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Taking the vertical step 
Kristina Jansson, Selbst Dort, Andréhn--Schiptjenko, Stockholm, 29/9 – 5/11 2016 

Text: Leif Mattsson 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Contemporary political references, cultural-historical sidetracks and elusive dead ends - that 

is what Kristina Jansson's almost pleasurably offers the visitor. The tracks can be followed as 

easily as Ariadne's thread, but this time not out of the labyrinth but into it. In her second 

exhibition at Andréhn-Schiptjenko, there are links both to the Latin American mafia and to the 

American obsession with money, among many other things. 

 

Synchronicity often plays tricks on us, playing awkwardly with chance. For example, the 

showing of Kristina Jansson's two paintings, which relate to the home of Colombian drug lord 

Pablo Escobar, coincides with the historic peace negotiations between the Colombian 

government and the FARC guerrilla. And of course, the title Falcon alludes to the CIA's fictional 

airline Falcon Aviation, which played a crucial role in the hunt for Escobar. 

 

Otherwise, it is not a long way from the murderous angel Escobar to the CIA's shady activities 

in Latin America through the ages (Guatemala, Chile and Cuba). Nor to the symbolic dollar bill 

of which Kristina Jansson here presents a fragment - the lubricant of war and violence. 

 

 

 

 

 



The exhibition title Selbst Dort (Self over there) perhaps reveals more than one might first 

realise. In Kristina Jansson's paintings there is often a conscious distancing, a protection of the 

enclosed private, a declaration of the neutrality of personality. The self is hidden - or stands 

‘over there’. As a viewer, one is left to solitary journeys of reference, vainly scratching for 

thematic pearls of thought. Jansson is playing with us, challenging our perceptual and 

associative abilities. In the seemingly simple figuration we feel safe, only to suddenly find 

ourselves abandoned. Once again, she has lured us into the labyrinth. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Perhaps this is the great challenge in encountering Kristina Jansson's art; her images are 

characterised by a clearly photo-based iconography but are sometimes surprisingly abstract. 

Not in terms of content or underlying themes, but in terms of structure and material 

treatment. Here is an opening to the next room. 

 

The Austrian poet and philosopher Ingeborg Bachmann writes: ‘In art there is no horizontal 

progress, but only a vertical one...’ (Delete the Phrases). In this sublime metaphor, one senses 

a sincere desire to take art very seriously, not to allow it to degenerate into mere product 

production. In Kristina Jansson's images, one can sense the interest in this vertical definition 

of language and art; she is looking for new alternative systems of reference, preferably taken 

from outside the normative structures of art. 

 

Stockholm 2016-10-05  

© Leif Mattsson 

 
 
 



 
 

[This text was translated from Swedish to English] 

 

Warning of the danger of glass 

Kristina Jansson, Selbst Dort at Andréhn-Schiptjenko, Stockholm 

29 September – 5 November, 2016 
 

CRITIQUE 05.10.16 

By Lars-Erik Hjertström Lappalainen 
 

 

Kristina Jansson, Million Dollar Painting, 2016 

Kristina Jansson's exhibition at Andréhn-Schiptjenko looks like her exhibitions usually do, 

with oil paintings based on photographic models. But it feels different. Jansson is an artist 

who has developed her own critical vocabulary in which the painting is defined as the Other. 

But through the exhibition title Selbst Dort, the focus is instead on the self. In addition, the 

medial diversity is greater. On the main wall hangs a large painting, flanked by two charcoal 

drawings and a C-print. In these works, several changes in Jansson's oeuvre become apparent. 

The central work is the conceptual painting Million Dollar Painting (2016) - part of a 

hundred-dollar bill portrayed in its transparency and in a size equivalent to a million 

juxtaposed hundred-dollar bills (155.5 x 215 cm). The subject not only reflects the fact that 

art today is strongly associated with money, but also Jansson's fundamental obsession, namely 

that painting is a lie that is not securely anchored in any reality. After the disappearance of the 

gold standard, money is the perfect subject for such a thought, since it is only expectations 

and desires that give it value and trust that keeps the system going. Desire is both a 

fundamental theme of the exhibition and an important specification of the materiality of 

painting. That the material is not identical with the canvas and the paint becomes clear when 

Jansson has smeared palette scraps on the edges of this work. For that colour is completely 

continuous with the one that has become fiction in the image, not one bit more ‘material’. 

http://www.kunstkritikk.se/skribenter/?skribenter=lars-erik-hjertstrom-lappalainen


Kristina Jansson, Bird Vienna, 2016. 

The real material of the painting, desire, is instead as transparent as the pane of glass in the 

photograph Bird Vienna (2016) on the same wall. There we see a house facade photographed 

through a glass wall whose existence is only marked by a bird of prey sticker, warning small 

birds of the danger of glass.  

This suggests the real relationship between image and materiality: figuration is there so that 

we can live with desire, so that we do not break our necks in the collision with our own and 

others' undiscovered driving forces. The work also touches on another theme of the 

exhibition, namely the layering of the image and the act of looking. Behind the glass wall, the 

facade is visible, at the same time as the emulsion of the depicted photograph has faded. The 

image has flaked and allows us to see the material it is attached to. 

On the opposite wall are two paintings with the same subject, but in different sizes and 

luminosities: a hairy body in a glass case, depicted from the spread of a book. The viewer's 

gaze bounces off the different layers of the image. First, towards the joint in the spread, 

whose bending of the subject does not correspond to the stretching of the canvas; then 

towards the reflection on the photographed book page, which marks a new surface. And in the 

image itself, towards the glass frame around the hairy body, which is what was ‘really’ to be 

depicted. Vision is disturbed, the gaze becomes unsure of what it is seeing and of its own 

activity. In the painting next to it, Toyland Dunkel (2016), the blurring is striking. The 

painting shows a fairytale character whose face is barely a face but perhaps a gas mask. At 

this point, I begin to doubt my own seeing. This is not new to this exhibition, but what I 

previously mostly realized, I now feel in my body. 

 Kristina Jansson, Selbst Dort (installation view), 2016 



Another new aspect has been added. In the past, the painterly process was significant for 

Jansson. It is still there, but as something that loosens the connection between model and 

painting. In Pitcher (2016) we see an exuberant scene. Is it men throwing money at a stripper? 

Sports fans? Finance bros in a hurry? It is impossible to tell. But it must be a brain dump, a 

complete transition from thought to action. The fact that the picture is drawn in charcoal 

indicates that the bridges back to a previous situation have been burned. These men are 

completely inside their own transparent materiality, they will crash into someone else's. At 

least to my inner lustful eye. 

Kristina Jansson, Pitcher II, 2016. 

 

 



 
[This text was translated from Swedish to English] 

 

Borås konstmuseum | Kristina Jansson 
 

Kristina Jansson's is having her first major solo exhibition at Borås Art Museum. Mikael 

Olofsson meets an artist who does not allow herself to be generalised and concludes, in 

short, that the exhibition is fantastic. 
 

Published 3 mars 2015 

 

An art criticism that likes to orientate itself in the present day by distinguishing tendencies and 

sorting artists into compartments, has no problem whatsoever in seeing in Kristina Jansson 

perhaps Sweden's foremost neo-figurative painter. However vague that term may be. Broadly 

speaking, it would refer to painters who like to work with motifs that are not necessarily located 

in their own space or biography, but are already mediated. Such as film scenes or photographs, 

historical documents or interesting online discoveries. It is less about an updated photorealism 

from the seventies than about a kind of image archaeology that, in the slowest and most difficult 

of media, stops the information noise, breaks through the surface, exposes underlying structures, 

digs down into the collective dream or nightmare - or the very private, for that matter. But now 



that Kristina Jansson is having her first major museum exhibition at Borås Art Museum, I realise 

that such a generalisation hardly captures her. Each painting has its own enigma, its own eeriness, 

its own problem and also its own clarity. 

 

The exhibition is fantastic. Nearly thirty paintings are on display, most in large format, many 

from recent years. The record studio interiors Echo Chamber from 2007 was surely something 

of a breakthrough work, with motifs taken from Godard's film about the Rolling Stones’ 

recording of Symphathy for the Devil. A later series of paintings has a similar cultural reference, 

just as seemingly obvious and deliciously easy to place: a studio scene from the filming of 

Hitchcock's The Birds, with Tippi Hedren in a phone booth surrounded by technicians and 

cameramen and, of course, birds. But here you have to pause in your recognition. One of the 

most interesting things about Jansson's approach has to do with her relationship to the motif. 

She refuses to see herself as an ‘indexical painter’, in other words ‘tied to time, space or other 

types of chronology’, as Lars Erik Hjertström interprets the concept in a catalogue preface. She 

prefers to speak of painting as ‘a place for a constantly ongoing event, in a delayed present’. 

 

But the fact that the source should not be seen as an objective correlate (and that the painting is 

not ‘about’ the recording of the Birds) does not mean that the reference is unimportant. Whether 

one thinks that the source of the image and the painting form a point of intersection or, on the 

contrary, set each other adrift, the relationship is crucial: the tension between painting and point 

of departure lies on so many levels, culturally, media technologically, perhaps also in how 

dreams and images are created in our time and what happens when they migrate into memory 

and further out into new images. Images that can also, so to speak, ‘slip’ towards the source: in 

Bird Blind, the surface gloss of the photographic model from the film studio has been included 

in the painting so that parts have been painted white. In Bird Mind, Jansson has instead taken 

her starting point in a fantasy about how birds actually see - the many spatialities in the painting 

become all invisible panes of glass to fly into and smash your neck against. 

 

My next sceptical thought is that the reference is essential and gives the paintings resonance, 

perhaps only because I have been informed about them. A strong work like Molotov's Magic 

Lantern has no one, that is, no one I know of, and that goes for most of them, which is no 

obstacle to either experience or interpretation. The painting with the figure that is turned away 

and the room that is partially burnt out, although other surfaces and rooms are shiny and fine, 

goes deep enough anyway. 

 

 
 

Mikael Olofsson 
031--62 40 00 

kultur@gp.se 
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[This text was translated from Swedish to English] 

 

The first of the exhibition's two series of paintings hangs in the gallery's inner room. Deserted 

rooms, only a gaze seems to exist in them. Not mine. They are not rooms you would want to be 

in. You have ended up in the wrong place. Everything seems to be about withdrawing from it. 

As images, the vast majority of them are also far too clear. You get the strange feeling that they 

are almost enigmatically clear, as if they were pointing out the nothing special in the image. At 

the same time, there is a sense of urgency in the painting that gives the image itself an air of 

inevitability or necessity. It is a bit uncomfortable, you feel uneasy and want to leave. You stand 

and stare. 

 

For many artists today, the problem lies in 

how to make images in a time of general 

overconsumption of images; Kristina 

Jansson talks instead about what to do 

when an image starts to consume you - a 

forerunner in this situation would perhaps 

be Francis Bacon. It is the afterimages of 

such images rather than memories of the 

images that she has painted. The first 

painting you encounter straight ahead if 

you walk quickly through the exhibition 

has probably been placed there because it 

strikes the afterimage theme. It is called ‘Echo’ and depicts two spotlights, one blue and one 

red, directed at the viewer. It is the temporal scheme of the afterimage - if you stare at one 

colour and then move your gaze, you see the other in the same shape - that has been translated 

here into a spatial representation: one after the other has become simultaneously next to each 

other. In the gallery's main room, there are pictures of empty rooms. They are not taken directly 

from Kubrick's ‘The Shining’, but show Kristina Jansson's afterimages and reconstructions of 

them. The characters have disappeared from the images, but the rooms remain on the retina 

with the same charge. 

 

In ‘The Birth of Tragedy’, Nietzsche makes afterimages the key to understanding what art is 

and does. According to him, the actors on the stage only portray afterimages produced on the 

playwright's retinas after a vision of existence that shines too brightly. The images of art are 



therefore not reproductions of what is, but signs of essences. But signs are not understood by 

bringing them back to the thing that sent them out, any more than someone's love is understood 

by meeting the object of it. Instead, it is the signs themselves that contain the essence in relation 

to a sensibility - a content that is refined and concentrated in the artworks. For Nietzsche, the 

afterimage (rather than the model or original) is the key to art, since it is the artistic processing 

of them as signs that can make the spectator realize the essences. 

 

Jansson works her way out of the violence of afterimages. First, she paints a smaller afterimage, 

but the colours are transformed to what they should be in a negative image. Then she paints the 

positive image in large format. Finally, she can turn the painting - she has even been known to 

paint it upside down and then hang it upright. This feels like a very contemporary strategy, a 

preoccupation with the translation or recoding of images, treated as an assemblage of signs, 

from one format to another. If Kelley Walker comes to mind, it is not because of any visual 

similarity, but because he is an artist who not only works with translations from one format to 

another, but also sometimes gets it into his head to turn the images around. But at this point, 

one has to let go of the similarities with others, because Jansson's art squeezes its themes 

together in such a way that it hardly makes sense to relate them to anything but each other: the 

space, the translation, the encounter with something foreign (the image), the afterimage and the 

transition from viewer to artist - it's all there. 

 

It is clear that images of space are suitable 

for working with this problem of transfer. It 

is a question of transferring the coordinates 

and signs that give the space its character in 

a particular situation and as a location in a 

film, to operate in the same way in another 

context, in another format and without 

drama. A certain ethic creeps in there, in the 

mediation of the activity and effect of an 

image, but also in relation to the passivity 

and capacity of the spectator to be affected. 

Not to appropriate the image and make it 

one’s own, but to leave it intact despite its removal - not to paint as an artist, but as a spectator, 

passively. A Spinozist ethic that aims to let things have the effects they can have if they are not 

denatured. The difficulty is enormous, precisely because the afterimage from which she starts 

inscribes the viewer's sensibility in the image itself. The artist who wants to stop being a viewer 

of it, the artist who wants to get out of the afterimage without perverting it, must therefore leave 

behind the viewer position itself. 

 

This is why the image must be worked and twisted: on the one hand to prevent the artist's private 

temperament and character from getting stuck in it (appropriation and expression), on the other 

to preserve the position of the viewer in its specific and universal passivity. It is the one 

experienced through the gaze that does not feel like one's own: it is a subjectivity that is not 

linked to freedom and action, but to passivity. To consider an action as an expression of a 



subjectivity is almost inevitable; to consider a passivity in the same way is almost impossible. 

That is why one's gaze feels alien. You are there in the picture, but as the one who is missing, 

the one who is not in a drama. You are the only one who sees that the image or the room is 

abandoned, and you do so with the feeling that ‘this is not happening’. You leave them to their 

fate. 

 

From this defencelessness, it is unpleasant to enter the series ‘Echo Chamber’ - pictures painted 

with Jean-Luc Godard's documentary about the Rolling Stones in mind. Music studio, people 

standing behind the soundproof glass wall, looking into the room. Inevitably, you find yourself 

standing between two such images of people watching and waiting. You feel a bit like an 

afterimage, as if the viewers behind the glass could guess your experience from the previous 

room. There is enormous pressure; it is difficult to show your passivity in front of an audience. 

Godard's film was shot during the Vietnam War, people felt compelled to publicly do something 

about the images they had seen of the war. The Rolling Stones sang about it. If the exhibition 

imprints anything on your mind, it is probably a question mark: what can I do to let an image 

have its full effect? But it also provides something of a methodology for choosing among all 

the images to respond to - ignore the immediately compelling messages, do something about 

those that leave an afterimage. 

 

2007-05-01 

Lars-Erik Hjertström Lappalainen (text), 

Milliken Gallery (photo) 
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