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September 13 — October 19, 2024

Amongst her translucent layers of positive and negative space, Sigrid
Sandstrém has conjured a series of peaks within Perrotin Shanghai's
white cube. The painted mountains, with their enigmatic and intimate play
of light and shadow, unveil a boundless panorama. Her deft brushstrokes
open up various interpretations of abstraction and landscape, offering
viewers a fresh perspective. “Afterimages,” Sandstrom’s latest body of
work, brims with intrigue and depth.

Instead of experiencing contemporary landscape paintings as contemplative
space, it has become the norm to dissect and over-articulate their message.
Through approaches adopted from geography, sociology, and philosophy,
sensations and dreams in the paintings are meticulously delineated by
the boundaries of common sense and logic. Images become burdened
with missions and values, while openness and prospective character are
gradually drained by the pursuit of “what” and “why.” Consequently, the
more direct and transcendental experience of the landscape is no longer
prioritized. In our quest to find meaning, assigning every mark a metaphysical
and sociopolitical discourse, we lose sight of the beauty and the emotional
depth that artworks possess.

In the era of Al replication, Sandstrém’s work might initially seem like “old
wine in a new bottle” (¥l 2E|HE , meaning old content in a new format).
However, the artist reveals and reminds us of something profound: “The
flow as a damned and blessed torrent. Forgiving, moving, forgetting,
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erasing—the fatigue of the eternal now.”! How should painting exist as
an image? With this question in mind, Sandstrém distills the “where” and
“how" through the elemental forces of mountains, water, earth, and sun.
Amid this flow, Sandstrém’s works illuminate humanity and the world,
capturing a unique earthshine.

The Pyramid

“Afterimages,” a culmination of Sandstrém'’s study on glacial landforms and
canvas space since 2000, initially suggests an anti-space quality. The flat
shapes and layered compositions seem to indicate an impenetrable surface.
However, through techniques reminiscent of traditional Chinese landscape
painting—permeation, leakage, and wrinkling—each brushstroke glimmers
like jade in the light, transforming otherwise dull stone walls into crisp veils.
Layer by layer, abstract terrains and water flows unfold into profound depths.
This visual effect, both delicate and expansive, results from Sandstrém'’s
masterful balance of flatness and spatiality, deftly achieved through the
modulation of distance.

Claude-Etienne Savary once remarked that to truly behold the majesty
of a pyramid, one must neither approach too closely nor retreat too far.
Building upon this notion, Immanuel Kant contended that proximity may
hamper comprehension, while excessive distance impairs apprehension.
He thus posited an optimal distance, a perfect balance between these
faculties. As American scholar John Sallis noted, most landscape
paintings struggle to meet this ideal distance.? Indeed, capturing
landscapes in verisimilitude often eludes this delicate balance. However,
this challenge can be surmounted in more abstract renderings. Through
refined modulations of both physical and psychological perspectives,
Sandstrém's work appears to have discovered a “correct distance” that
reconciles such complexities.

In composition, the artist adopts techniques akin to that of traditional
Chinese landscape painting, achieving a remarkable harmony between
object and space. The composition is defined by spontaneous, concise
blocks of color, while the finer details resemble delicate dyeing techniques.
The edges of various hues merge and mingle, creating a misty, ethereal
effect. Once the paint is applied, it is left to flow with the canvas's resting
position, giving rise to a secondary layer of artistry shaped by the forces of
time and gravity. Dyeing and appropriating the canvas, Sandstrém emulates
the subtle, improvisational rhythms of wood, stone, clouds, and water. This
cross-media approach produces textural strokes, where originally flat color
blocks acquire spatial folds, transforming the depicted objects into both
mountains and rocks.

Leaving blank space is a time-honored trope for manifesting poetic
ambiance, and Sandstrém’s judicious use of “nothingness” is key to
balancing the flatness and depth of the work. While the artist does



Black Sun, 2024. #5EIA | Acrylic on canvas. 153.4 x 153.4 cm. Bl 1R fit: ZARRENEE | Courtesy
of the artist and Perrotin

mBEFBSURRSTIEHRNHFHITIA, BTET. IREREAMREN
BEEXEFWAR “WWZEHTE" LA, MAAZE. RIBRANE
EfERMNTESEHBEIRAERTHHN T8, WEEEIAKD “‘HE”
5NE” B, R 2 B SR TE, TREEZARAHRIILK,
O THGEMER R BT, TES. BASHAS, Xt “NE” &
EMTATRENABET “—PAEERIHNZE, "

E STk b h

B=RL A R ATIE e #rhi k- RIBTEH 1961 EE’J/JW%EPM,ET—%%
A RNEH NTE. EESER N AMEE, —4—K. EXEEN
8, AR RESE T, AT, MTNE. XENERFRE
R, RS “IJJHJEJ—ﬁ?MtHKEifi” REXBEANERRH “E
HWE” P ENEERPENEALEHENTREER #EE'ié’;‘JI%AE’J
E-lRﬁ%ﬂs, UARER RS Z2H. RRRHPRMEF, EMNELEF—
AR “

REHEB9 (0) . (BR) K& (FHEELE) FeFIMM TR RN
BEHNIRBE—Y, XEFNEENRARI XN BANMHEEE, EH%E%"T
BEMA 12127 . IR 5 “Ea” NEE. ENMZARE, “GE

RERTHNHAHREYNERH, TEETIANBLRATIMERN", E
1“BEF—MELTENNEE, —MiEABKRZIN BR E75° B
EMEM-EEMHENFHITAR, ” °* X—RLH “T75” EEHE
BENBHH DR, BIARETASANRENNBTTALES

Tt T2 BRNIR ZER.

DN EARBRREENEEAHRRE, RAE T TREHTSIEIE
PRI REEER. MEANRKRNWK, B FRELEFRASG
—BYISIZ A, R T EALPOLRT . XESBRERE. K8
HAWAR, REHFEEEERIMLW)I, MBI T T ENIRK
IR58F. AWFEMBETHEEETHER, MEFEHHERKRZ
EREATERESUEN: AMEANBAN -8, X5BATRTREE
SWRFYHIXRR, EMEEWEFHEE USRS IMIBI R E R E.
1R, MED/)MEHIL R,

TR REBRIDFIXE (MM ET KRARVERE) (1869) (W
LEXNSRAMBURHIREBTR ) (1867) HIELERIRER — I Xt

0, 2024. #TRE AN | Acrylic on canvas. 153.4 x 153.4 cm. Bl 1R{f: ZARKSIEE | Courtesy of the
artist and Perrotin

not explicitly draw from any traditional landscape painting theories, the
“Afterimage” series, through the artist’s exploration of materials, nature,
and painting, resonates with Frangois Jullien's summation of classical
Chinese painting: “opening things onto their absence... painting them only
indexically so that they appear ‘present-absent’ at once."”?

This philosophically charged space extends beyond mere technical
control of structure and texture; it hinges on the creator's transcendence
of the self. Beyond orchestrating the “I" within the canvas space and the
painted scene, Sandstrém invites varying distances between the viewer
and the canvas, the viewer and the image, as well as the viewer and the
creator. Embracing the ever-shifting perspectives of different observers,
she fosters an individualized inner distance. The work simultaneously
embodies the perspective of towering mountains up close and the vast
expanses reaching into the horizon. The paintings, suspended in the
gallery and viewable from both front and back, allow viewers to experience
moving through the mountains in real-time, while the wall-mounted
pieces, varying in perspective and scale, create new distances in the
intervals of movement. In the personalized act of entering and exiting
the scene, viewers continually complete their own spatial landscapes,
infinitely approaching but never fully reaching the artist’s vision of the
land. Through differences, displacements, and subtle adjustments, these
landscapes truly become, in Sandstrom'’s words, “a space which a person
measures oneself against.”*

The Ocean of Solaris

In his 1961 novel, Polish science-fiction author Stanistaw Lem envisions
a planet named Solaris. This celestial body orbits two suns—one red,
the other blue. Solaris’ surface is a vast, ocean-like expanse, covered in
a gelatinous substance that ebbs and flows like tides, at times serene,
at times tumultuous. These wave-like forms, resembling living entities,
cascade forth “massive shapes as if in avalanches,” each mirroring the
other as its “isomorphic counterpart.” In their ceaseless metamorphoses,
they mimic the thoughts and emotions of their human visitors, ultimately
materializing human consciousness in various forms to engage with them.
Though Solaris seems to be an ocean, it is, in essence, more comparable
to the human mind.

Sandstrém’s works, such as O, Dusk, and Time Shedder, resemble a
pilot’s fleeting glimpses of Solaris. These non-narrative depictions of
nature transcend language to become vessels of memory, time, and life.
As the artist observes, “painting is free to suggest things, open things
up and maybe generate visual reactions where the optical and haptic
visual reactions proceed the cognitive ones.” These creations arise from
“an objectless sense of longing, a desire for some kind of re-direction
towards somewhere beyond my immediate self, somewhere ‘out there.”®
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Through images, this internalized elsewhere morphs into a tangible
source of mindfulness. By grappling with themes of nature and the silent
human presence, it speaks of the inexplicable tremors that humanity has
yet to fully comprehend.

An uncharted realm to explorers, “Glacier” imparts a chilling and distant
quality to Sandstrém'’s works. Her landscapes, unlike the tranquil and
serene unity of man and nature in traditional Chinese landscape paintings,
evoke a wilderness free of human centrality. These scenes are primordial,
sublime, and detached. Sandstrdm makes no attempt to domesticate the
mountains and rivers; instead, she faithfully captures their inherent peril
and majesty. Rather than direct depiction, human presence emerges
through the nuanced connection between the viewer and the landscape:
humans, being part of nature, navigate the dual roles of explorer and the
explored. The presence of man reveals itself and fluctuates in the viewer's
struggle between self-affirmation and the uncertainty of the external
world, laying bare the insignificance of humanity in the midst of the
landscape.

“Afterimage” carries the latent currents found in Timothy H. O'Sullivan's Hot
Spring Cone, Provo Valley, Utah (1869) and Fissure Vent at Steamboat
Springs, Nevada (1867) — a vast, immovable world fraught with daunting
unknowns and moments on the brink of collapse. Yet, it is precisely nature's
unclaimed existence that allows it to mirror human sentiment within its
steadfast reality. Sandstrém captures this paradoxical allure, projecting
irrational emotions, desires, and longings onto these landscapes. These
feelings, akin to the afterglow upon the snow, warmed and expanded
by human presence, become a new light that illuminates the world. Its
origin and contours, however, remain perpetually elusive. This light in turn
transmutes into an eternal sense of lack, a ceaseless pursuit.

The multifaceted flow of time, along with the interplay between the eternal
and the transient, expands the breadth of the works, inviting moments of
quiet reflection. Land and mountains, still and solid, converge with flowing
waters and fleeting sunlight, delineating cosmic laws in their mirrored
dance. “Time is ticking for me as for a melting iceberg,” "the artist muses,
thereby imbuing space with a fluid axis. The frozen past, briefly sealed
within the canvas, flows anew with each observer’s gaze, merging into the
ever-present now and the boundless future. These landscapes, marked
by the stillness or passage of time experienced by Sandstrom and her
viewers, ultimately become embodiments of time itself, turning into
interims and perpetual becoming.

Caspar David Friedrich once stated, “The painter should not paint merely
what he sees before him but also what he sees within him. If he sees
nothing within himself, then he should refrain from painting what he sees
before him." “Afterimage” transcends painterly concerns. In its layered,
Solaris-like silhouettes, it echoes John Cage's sentiment: “Listening to it,
we become ocean.” 8

Text by Lugi Wang
Translated by Lingxuan Tang

1. Sandstrom, Sigrid. “Material Matters.” Sigridsandstrom, 13-14 Dec. 2018, https://sigridsandstrom.com/2020-Material-Matters. “The flow as a damned and blessed torrent.

Forgiving, moving, forgetting, erasing - the fatigue of the eternal now.”

2. Sallis, John. Senses of Landscape. Northwestern University Press, 2015, p. 16. “Saveray’s comment is that in order to get the full effect of the pyramids’ magnitude, one must neither
get too close nor stay too far away. Kant's explanation is that one must not get too close, because then comprehension is impossible, nor stay too far away, because then apprehension
becomes too distinct. In this case, Kant supposes, there is a ‘correct distance’ at which a balance is achieved such that neither apprehension nor comprehension is impaired.”
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About the artist

At the heart of Sigrid Sandstrém's work lies the inquiry into the ethos
of painting as an image, particularly through her exploration of abstract
landscapes. Drawing inspiration from disciplines spanning geography,
sociology, and philosophy, she meticulously articulates sensations and
reveries. Elemental features such as circular disc shapes, poured paint,
and stains serve as shapeshifting strategies, allowing associations to shift
from pure painterly abstraction to more precise pictorial imagery, such
as mountains, water, earth, sunlight, and shades. This transient viewing
experience aims to further examine the notions of “where,” “when,” and
“how" a painting develops into a visual encounter and perceived site.

Sandstrém'’s compositions traverse the dual realms of site — both as
a conceptual framework and an experiential construct, establishing a
dynamic interplay among artist, artwork, and viewer. Progressing towards
heightened abstraction, her expansive depictions of desolate landscapes
persistently challenge the ontological parameters of painting as a medium.
This inherent ambiguity assumes a pivotal role in both the genesis of her
art and its interaction with the audience.

Sigrid Sandstrém (b. 1970) earned an MFA in Painting from Yale
University, New Haven, CT (2001); attended Skowhegan School of
Painting and Sculpture, Skowhegan, ME (2000); received a BFA at
Academie Minerva, Groningen, The Netherlands (1997); and studied
at Cooper Union School of Art, New York, NY (1995). Residencies,
grants, and fellowships include the Brown Foundation Fellows Program
at the Dora Maar House, Ménerbes, France (2018), The Royal Swedish
Academy of Fine Arts residency scholarship at Grez-sur-Loing, France
(2014), The 2008 Painters and Sculptors Grant from the Joan Mitchell
Foundation and the John Simon Guggenheim Memorial Foundation
Fellowship, New York (2008). Sandstrém was also a Core Fellow at
the Museum of Fine Arts, Houston, TX (2001-2003). She is currently a
professor at the Academy of Fine Arts, University of the Arts, Helsinki, and
has previously held positions as a professor at the Royal Institute of Art
in Stockholm (2010-2020) and an Assistant Professor at Bard College,
New York (2005-2010).

Sandstrom’s work is included in the public collections of the Museum of
Fine Arts Houston, Houston, TX; Moderna Museet, Stockholm, Sweden;
Boras Konstmuseum, Boras, Sweden; Malmd konstmuseum, Malmé,
Sweden; The Public Art Agency, Stockholm, Sweden; Ulrich Museum of
Art, Wichita, KS; Visterds konstmuseum, Visteras, Sweden; and the Yale
University Art Gallery, New Haven, CT. Sandstrom currently resides in
Stockholm, Sweden.

More information about the artist >>>
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