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I could paint you as a landscape 

 

I could paint you as a landscape is a conversation between love and worry. I have been working on 

this piece through having a close second-hand experience of persons suffering and struggle. By 

showing a video of a simple landscape that is in conversation with the sound in the form of a poem 

coming from the speakers, it becomes a dialogue between the video and the sound, with the viewer 

in between. The viewer becomes a part of the conversation through hearing the whispering voice 

and the generosity of understanding that it provides. 

 

 

 

 
Maria Meldgaard, I could paint you as a landscape, video and sound, 2021 
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Except from the poem; 

 
                      I could paint you as a landscape 
                     That you can see yourself journey through 
                                  And experience yourself 
                            Through all of the layers and the depths 

 
                                                                        The dry and the wet 

                                                                                                    The raw and the honest 
 
 

- Maria Meldgaard 
 

The idea we have of nature is just as important as the reality of it, if the idea of it is 

what you need to cope with the reality. When mending the two together, the idea expands, grows 

and eventually withers and then reality will stand strong on its own. Perhaps stronger after knowing 

it had support from the ideal of an idea. The idea and reality, seemingly two separate entities, 

becomes dependent on each other until that dependence is no longer needed.  

Through past works, have been using nature as a physical and metaphysical being and 

text as a medium to convey complicated and close emotions. I have been wandering through the 

past and memories within it, most of them residing further away in the past and feels like blurry 

fragments that can be manipulated because the truth of the memories is no longer clear.   

In this work I take my experience of experiencing what someone else is going 

through, changing the focus and expanding it. I went closer to the present, working with moments 

that are fresh in my mind and have truths that still affect me. In the hope of discovering what will 

happen without the safety of editing through past and forgetfulness of the memories.  

I am using the projected landscape to create an escape, using it as something 

malleable through the text to create the ideal of the situation. A reference that stuck to me since 

completing the thesis and throughout the process of making the piece is mentioned in the book 

Romanticism and the Materiality of Nature by Onno Oerlemans. He explains that nature throughout 

literary history has allowed writers and poets to imagine an ideal realm within the realm of the 

reality.1 Therefore, bending and mending the reality together with the ideal to create something that 

isn’t necessarily new, but something that is wished and longed for, the ideal reality.  

																																																								
1	Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto Press, 2002, p. 33	
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Maria Meldgaard, I could paint you as a landscape, video and sound, 2021 

 

One comment that stuck to me was about regarding the sensuality and intimacy of the piece. The 

examiner mentioned that especially the title sounded very lyrical, almost love song like and some of 

the viewers experienced the imagery as being sensual and intimate, even though the scenery is 

relatively barren and dry. They attributed this feeling of intimacy to how the text gave them a sense 

of connection and familiarity to the landscape. Another perspective that was being brought forth 

was how the video piece turned nature into a being and how that connects to nature activism. The 

kind of activism that I worked with was an inner activism that worked from a standpoint of the 

earnestness from the text.  This became an obligation to the text and the landscape as a being and 

that obligation is my activism.  



	 7	

 
Maria Meldgaard, I could paint you as a landscape, video and sound, 2021 

 

 

 

 

Excerpt from the poem; 
 

I could paint you as a landscape 
in all of the right colours 

and have the shadows fall in all the right places 
to make the valleys and hollows seem shallow 

A landscape where it will be easier for you to walk in circles 
 

- Maria Meldgaard 
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In her article, “Hydrofeminism: Or, On Becoming a Body of Water”, Astrida Neimanis explains the 

concept of hydrofeminism and how it is feminism in the sense that it exceeds the limits of gender 

and it is activism in the sense of preservation of the shared past that is held in the nature.2 The 

artwork is a preservation of several moments that I have gathered together in a poem that I have 

chosen to plant in a certain location to preserve those moments and to let them grow from there. 

And maybe, come back in a few years to see how much those moments have grown or if they are 

even still there.		

	

 
Maria Meldgaard, I could paint you as a landscape, video and sound, 2021 

 

 

 

 

 

 

 

 

																																																								
2Neimanis, Astrida. “Hydrofeminism: Or, On Becoming a Body of Water.” P. 96 



	 9	

Bibliography 

 

Neimanis, Astrida. “Hydrofeminism: Or, On Becoming a Body of Water.” 

In 
Gunkel, Henriette., Chrysanthi Nigianni, and Fanny Söderbäck. Undutiful Daughters: New 

Directions In Feminist Thought and Practice. New York: Palgrave Macmillan, 2012. 

 

Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto 

Press, 2002 

 
 

 
 

 
 

 
 

 
 

 
 



	 10	

 

A forest and ocean of memory 

Maria Meldgaard 

 

BA project in Fine Art - Thesis 

         Supervisor: Úlfhildur Dagsdóttir 

Iceland University of Fine Art 

Department of Fine Art 
Spring 2021 

 

 



	 11	

Abstract 
 

I am flowing through an ocean of memories and walking through a forest of past. Wondering how 

many of my memories and how much of my past is shared with the earth and resides in the water. 

In this thesis I will explore the concepts, realities and dramatics of nature and memory and their use 

in art history, feminism and my own artistic practise. While being constantly aware of how I use the 

dramatics and spirituality, used most famously in the romantic art period to alter and promote a 

certain reality. By doing so, I will explore how my thoughts and memories change when I put this 

romantic filter on top of them. Afterwards, I will be relating topics like symbolism, hydrofeminism, 

self-awareness and materiality of nature to my memories to divide their layers. I will connect the 

research to how they are bound in nature and water. More importantly, how the nature and 

humanity is connected through water in past and present.  
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Introduction 

Memory is like the ocean, coming forth and flowing back in waves of different magnitude. 

Sometimes a memory is reflected as a sudden stormy sea that can turn quiet in an instant. Other 

times a memory can reside in a quiet forest of a growing silent past. Humans are a forest and ocean 

of memory. We are bound to the water that flows through us and has been flowing through other 

beings before us and we are bound in the forest that we breathe and look to them for stability and 

safety.    

 We are physically and emotionally bound by nature and throughout history we have 

poeticized in order to make that comprehendible. Why we do this is something I have decided to 

dive deeper in to, simply because I have been wondering why I feel this connection and need for 

nature so vividly. By working my way through how humanity is bound in water and discovering 

how and why I poeticize a subject that is such a classic trope in art history, I look to other artists 

and poets like Roni Horn and Robin Wall Kimmerer to discuss and reflect on why water and nature 

is poeticized so broadly. Thereafter I will give a perspective back to romanticism and understand 

through theorist like Onno Oerlemans and Mark Sandy on how romanticism still can be applied to a 

present day context. To discover more about how my own memory is connected to places and how 

it extends to flow in nature, I examine theory and knowledge from Gunþorunn Guðmundsdóttir and 

Astrida Neimanis, where I will discuss their theories on memory in humans and memories in water.  

Thinking about how I use inspiration and symbols associated with the era of romanticism, I will 

inspect my mediums of choice and my artworks and their relations to this. Through my writing I 

will explore why the romantic symbolism and drama is something that I resonate with and by doing 

so, hope to gain more self-awareness of my thought process and use of art history.  

 I will walk through this thesis as I would walk through the forest of my first home. By 

feeling the tree bark, walking over the tree roots, feeling how the soil turns into sand and see how 

the pine trees choose to continue their way towards the sea where I grew up. I will walk through 

this forest and towards this sea and convey its materiality and mind into words, in an attempt to 

answer the simply question, why? 
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Chapter 1 – Memories 

 

The first thing I feel on my walk through the forest is soil that has been dampened from a narrow 

creek running through the forest bed. It is so narrow in some places that the earth overlaps it and 

creates a bridge over the creek. The forest feels vast, but I have walked it enough to know that it is 

not. The illusion that the pine- and birch trees try to create is broken by the sound of the ocean 

behind the forest. 

 

 Coming back to the little crackling creek, the flowing sound of water and the sounds of the forest 

has always lead me to think about how we talk and make poetry about water and nature. I am also 

thinking about if having a vast physical distance to the place of origin changes my memory in any 

way. If so, does it make them more romantic? Memories define who we are and memories that are 

bound in places are memories that I think are more fragile, because they are bound to change. A 

memory is a beginning, never an end, not for you and not for the memory.  

 

1.1 Memory in nature and water 

 The American artist and writer Roni Horn performed a 40-minute monologue titled 

Saying Water for Louisiana Art Festival in 2012, 3 where she was reflecting on water and water as 

an identity. In this monologue she takes the listener to the river Thames and brings forth her 

thoughts on water, including different stories of self-discovery, self-extension, sex, suicide etc.       

I bring my memories out into the world, simply because I have a strong urge to do so. This specific 

type of romanticising is something that I will get back to later in this thesis, as this seems to be a 

red thread throughout my art practice.  

 The following phrase from Saying Water shows that the water isn’t just one thing and the 

disconnection of the singular water drops from a river makes the water become something else 

entirely. “You say it’s a river, I can believe that but when you say it is water, I get suspicious” 4, 

this creates a suspicion of the water being something that is above our own perception of it and this 

suspicion makes it something else, something more romantic and mystical. A river is something 

that you can regard in a certain specific way, but water is an abstract entity. It becomes something 

else from plainly being water, but its being is heightened to being something symbolic.  

																																																								
3	See Appendix, nr. 1 
4	Horn, Roni, ”Roni Horn: Saying Water, Denmark, Louisiana Channel, 40 minutes,  2012 (4.01)	
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This little creek is on its way to meet the sea. Every drop of it is racing to become a part of 

something bigger and every drop has been on its way for a long time. Here the ground is as flat as 

it could be, so the journey becomes even longer. This forest is full of thirsty pine trees and their 

small finger like roots are interrupting the flow of the creek. Some of this water will not get to meet 

the sea this season, but they will help the pine trees grow. Giving and taking is thriving. 

 

 As water pass through different places and beings, like this little creek, it seems like these 

watery beings contain more than just simple chemical components for us to indulge in. Beings like 

these have a past and behaviour that we can reflect onto own lives. The botanist and poet Robin 

Wall Kimmerer also has reflections of the consciousness of water and brings it in connection to 

nature as a being in her book Braiding sweetgrass. On the topic of defining the way a body of 

water is described through defining words, she says: “A bay is a noun only if water is dead. When 

bay is a noun, it is defined by humans, trapped between its shores and contained by the word”.5 She 

challenges the way water is being described and discussed in most scientific formats, as she 

believes that water is a being that is being trapped in a human made definition. So by confining 

water to a definition, we are killing its spirit. Robin Wall Kimmerer and Roni Horn are on the same 

page when it comes to how the confinement of water changes the entire meaning and purpose of it 

and gives it life and takes if away.  

 Unlike Roni Horn who says this from an artistic perspective, Kimmerer says this based 

from a background of Native American culture and religion. Humanizing or spiritualizing nature is 

something that most religions and cultures that depended on nature have done throughout time. The 

one to do this that has set its most prominent mark in art history is the era of romanticism, which 

also is basing thoughts of nature as a being in religion and spirituality.  

 In the book Romanticism and the Materiality of Nature by Onno Oerlemans, he argues in 

terms of symbolism and romanticism that, “Nature is spiritualized, always primarily an idea rather 

than an actual physical entity, or an assortment of physical entities”.6 What is expressed here is that 

nature is bound to be a symbol and used as such in literature and art, because the symbol of it 

exceeds its own physical being. This could also be emphasized through religion as a way of finding 

god within nature. So nature is either beyond our own perception of it or we are making it so. What 

																																																								
5	Kimmerer, Robin Wall, Braiding sweetgrass, Minneapolis: Milkweed Editions, 2013  	
6	Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto Press, 2002, p. 33 
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I am looking for in nature is something bigger and more abstract rather than the physical and 

biological side of it.  

 Another one of Roni Horns paragraphs reads: “When you say water, what do you mean? 

When you say water are you talking about the weather or yourself? When you see your reflection in 

water, do you recognize the water in you?”.7 This question of identity or confirmation of an identity 

in water, a new part of you is brought forth and creates a bridge to another part of you. Especially as 

she ask if you recognize the water in yourself, what that could mean is bound to be very different 

depending on whom you ask. The behaviour of the water that I recognize in myself is water flowing 

in a current that I don’t know the destination of. The current is fed by the rain and by the sand that 

moves it forward. Everything begins somewhere, so it would make sense for it to end somewhere 

else too. In order to have your inner water being a still pond seems against everything that is human 

and against everything that is water. But maybe that is the water we have the most to learn from, the 

kind of water that doesn’t need to go anywhere else.  

 Robin Wall Kimmerer explains in Braiding sweetgrass that we as humans sometimes 

forget that we are a part of the ecosystems of the world and by forgetting that, a distance is created 

between humans and the natural world. Kimmerer says, “We spill over into the world and the world 

spills over into us”,8 like the flow of water, our actions continue in a circle, spilling over, and 

spilling back onto us. Depending on what kind of water we are, a still pond, a fast flowing lake or 

an ocean, we will know how.  

  Horn elaborates realiting to this subject matter later in Saying Water with the phrase: 

“You hold on to the idea of water which is the water that you grew up with, clear and sexual. 

Somehow this is part of your personal identity”.9 What the water within you is like might not be a 

coincidence. Your own water, from your surroundings, symbolic water or even the water that 

biologically binds your body together, is something that indisputably is part of you to a certain 

extend and something that is bound to bridge over each other. I have been building my own 

personal bridges with these notions and reflections in the back of my mind. These bridges had taken 

a form of words that was presented in my solo show November 18th 2020, which will be discussed 

later in this thesis.   

 

 
																																																								
7	Horn, Roni, ”Roni Horn: Saying Water, Denmark, Louisiana Channel, 40 minutes, 2012 (4.17) 
8	Kimmerer, Robin Wall, Braiding sweetgrass, Minneapolis: Milkweed Editions, 2013  	
9	Horn, Roni, ”Roni Horn: Saying Water, Denmark, Louisianna Channel, 40 minutes, 2012 (7:50)	
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1.2 – Remembering through writing 

 

As I follow the creek further into the forest, the creek is enveloped in a clay cave of the overlying 

earth. The smell of the pine and clay overtake the sound of the creek that is muted under it.  

The tree roots spring up from the ground in rounded and curved formations, making the safe 

passageway a place you would easily stumble your way through.  

The ocean feels closer suddenly, and the creek comes out of its cave to speak with the ocean. 

Longing to become a part of something bigger. 

 

 I like to see my relationship with water as a friendship, but the difference is that friendships goes 

both ways and I have a lot to learn from the water but I am wondering what it has to gain from me. 

Through the article “Hydrofeminism: Or, on becoming a body of water” by Astrida Neimanis, I go 

more in depth with the activism and connection in water and fluidity. The theory of hydrofeminism 

is based on the idea that we are all bodies of water. We are connected through water in the sense 

that water has travelled through several other beings before travelling through us and therefore we 

share a past. It is feminism in the sense that it exceeds the limits of gender and it is activism in the 

sense of preservation of the shared past in the water. Astrida Neimanis explains “As watery, we 

experience ourselves less as isolated entities, and more as oceanic eddies”, 10 so if we define 

humans based on the water in our bodies, then humans could be defined as lakes, ponds and oceans 

that long to become a part of something bigger. Relating this to the quote made by Onno Oerlemans 

in Romanticism and the Materiality of Nature, “Nature is spiritualized, always primarily an idea 

rather than an actual physical entity, or an assortment of physical entities”.11 Taking Neimanis’ 

philosophy with Oerlemans theoretical approach, what I deduct from this is that the idea we have of 

nature is just as important as the reality of it. They both talk of entities of water and nature and the 

physicality and magnitude of it, might enhance our idea of it. The greater it looks, the more power 

we assume it has and therefore it deserves our attention and our appreciation more.  

 My understanding is, that hydrofeminism is as much about activism as it is appreciation. 

As I mentioned earlier, my feminism has sneaked into my artworks without me fully realizing the 

extend of it and I would say that that is part of my activism in writing and making artworks about 

																																																								
10Neimanis, Astrida. “Hydrofeminism: Or, On Becoming a Body of Water.” P. 96 
11	Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto Press, 2002, p. 33 
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nature and water the way I do. Maybe that is what the water has to gain from this friendship. I am 

realizing that my connection to water is also a connection to myself.   

This makes me repeat the question asked by Roni Horn in Saying Water: “When you 

see your reflection in water, do you recognize the water in you?”12 And I ask myself, is the reason 

for my connection to water and nature because they are the bases of my memories? Regarding the 

memory of water, she says: “Even while in constant motion, water is also a planetary archive of 

meaning and matter. To drink a glass of water is to ingest the ghosts of bodies that haunt that 

water”13, which means that water is an archive and water is flowing through everything. Therefore 

everything contains something of the waters past and its memories. Humans, as watery beings, must 

also be able to access this archive. I personally write through my own memories and through this 

alleged past in the simple hope of unlocking it.  

 

1.3 – Memories as poetry 

 

The soil keeps changing. One part is grey clay, another is ochre coloured iron earth that colours 

everything around it and then there is the best soil that you envy to have in your garden.  

The creek is flowing through the part of the soil that carries too much iron. 

It looks lifeless, although I know that is not true. The earth slowly moves creating these striped 

layers of different coloured and textured earth, showing the past of the soil. 

 

When I look for inspiration, I go backwards. I look back into my memories and the 

blank spaces in it as well. The blank spaces in my memory are what glue everything together and 

once they are filled out they can change the memory itself and create something new.  

As Gunnþorunn Guðmundsdottir says in her book Representation of Forgetting in Life 

Writing and Fiction where she is quoting Mario Benedetti saying ”Forgetting is full of memories” 

she continues saying that memory builds its base on the silences, meditations and blank spaces, as 

this is how we construct our present. 14 Because we have the ability to reconstruct our past, we can 

make it fit in whatever way we would like in our present. I have been using older mediums as a way 

to both examine and distance myself in terms of objectivity from my memories, so I can both 

																																																								
12	Horn, Roni, ”Roni Horn: Saying Water, Denmark, Louisianna Channel, 40 minutes, 2012 (4.17) 
13. Neimanis, Astrida. “Hydrofeminism: Or, On Becoming a Body of Water.”P. 96 
14	Guðmundsdottir: Gunnþorunn, Representation of Forgetting in Life Writing and Fiction, London, Palgrave 
Macmillan, 2017, p. 2  
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personally and artistically understand them better. One could argue that even handwriting is 

becoming an old medium to use. Handwriting leaves a mark for the elements to erase later on. My 

handwriting doesn’t look like anything special and can at times be hard to read, but it is very 

important to me. If writing on the computer was the only thing accessible to me, then I don’t think I 

would be writing at all.  

The materiality of writing and the materiality of words themselves make me think of 

the ever-changing nature as well. Like how seaweed dries up when it is out of water, but always 

have the smell of the sea. An example like this and more examples that I will use in this text can be 

perfectly explained in a scientific biological matter, but I don’t see that as the interesting and 

intriguing part of nature. In terms of the materiality of writing in connection to romanticism, as 

mentioned in the book Romanticism and the Materiality of Nature by Onno Oerlemans, nature 

allowed writers of the romantic period to imagine an ideal realm in the realm of the reality.15 

Depending on how you would read into these romantic texts, they would either obscure or appraise 

the reality. Personally, it is the philosophy of nature and the nature as a being that keeps me 

interested overall, but referring to it in a way that relates to the romantic period, comes the most 

natural to me. Perhaps because it creates a certain distance as well and make my writing feel even 

more like a memory.  

One clear memory from my first home, is of an old wrinkly plum tree. In my mind, 

plants and water have personalities and minds of their own, which is why I often refer to plants and 

water as I would refer to a human in my writing. So this old plum tree would be a she and she 

would give us more plums than any of us, or any of our neighbours could eat. Even the birds 

couldn’t keep up with her. In my second home I would walk into the cold sea where you couldn’t 

see them bottom. You would have to walk carefully to not step on an innocent crab and make small 

waves around you with your hands to get any jellyfish out of your way. Memories like these are the 

ones I regard as some of the most precious, because they are about life and the lives that we might 

forget are living together with us.  

 It is a fact that nature is not as plentiful as it was in the past centuries, so I see the future 

going either one of two ways. Either people growing up will associate less and less with nature, 

because they simply find themselves in nature less than their older relatives. Or nature will become 

more precious and better care will be taken of it and eventually nature will become plentiful again. 

It might just go like this in a circle. In “Hydrofeminism: Or, on becoming a Body of Water”, water 

																																																								
15	Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto Press, 2002, p. 33	
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is presented as a facilitator through changes in environment and changes in life that has the power 

to both contain us and extend us.16 I choose to base my writing around nature and water as I see it 

now, because I am afraid of how different it will be in 20 years. I don’t have climate change or 

climate science in mind or as a subject in my art practice, but I have discovered that this genuine 

fear is what makes me seek nature as I find it right now in an act of preservation through my 

memories.  

 

One of the flowers that stand out the most on this walk is the dry purple heather that cascades down 

the hills and fight with the moss for the small patches of earth that is good enough for them to grow. 

You maybe wouldn’t even consider it a flower in this state.  

But despite the struggles, it grows and everything that grows and withers can be considered             

a flower. 

 

 Thinking about nature like this and having this very romantic approach comes very 

naturally to me, but I have still been wondering why. From an art history perspective nature and 

water has been so romanticized both in paintings and poetry. I take these very traditional subjects 

and I don’t necessarily do something new with it, but I aim to bring the romantic perspective of art 

and literature into a more present day context. Compared to the period of romanticism, where 

religion had a central part in the reflections regarding nature, in my case regarding how I use 

romanticism is more linked to idealism and exploration of myself and surroundings. To some 

extend I want to rationalize it, but on the other hand, I never really truly let go of the classical 

romantic nature. Probably because that is really how I see nature, which evidently also is a very 

romantic statement.  

 If I bring back the point made by Astrida Neimanis in Hydrofeminism: Or, On becoming 

a Body of Water, she says: “As water, we experience ourselves less as isolated entities, and more as 

oceanic eddies”,17 she describes the human being as fluid and as something that is flowing with a 

current through different places in life. In relation to my reflections on romanticism in my work, I 

can see how my art has been led through a current like this.  

By working through my memories and my usage of romanticism, I see that I look 

backwards through a fogged retrospective and use romanticism in the way that I promote certain 

																																																								
16	Neimanis, Astrida “Hydrofeminism: Or, On Becoming a Body of Water”, p. 99 
17	Neimanis, Astrida. “Hydrofeminism: Or, On Becoming a Body of Water.”, p. 96 
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realities over others that stays more in the background. Give reality a spin in the direction I where I 

want it to be. I can’t control the origins of the memories, but I can control how I present them in the 

world. I use the romantic ideal as a manipulation of my writing. Going back to Gunnþorunn 

Guðmundsdóttir, she points out how water has been used as a metaphor for both remembrance and 

forgetting ever since the time of ancient Greece, where the art of forgetting was linked to rebirth 

and something good rather than something to be avoided.18 Therefore by bringing these points on 

romanticism and memories together, both a philosophical and a literal connection could be made. 

 

Chapter 2 – The product of memories 

My memories are based in the Danish forests like the one that I have been describing, the Wadden 

Sea beaches and the Northern sea waves, both of which are at first glance nothing really special, but 

very unique once you get to know the place. Now that I am based in Iceland and most likely will be 

for more years to come, I will have to get to know this nature and the waters that I find here and 

create new memories. Unlike the nature of my home country, the Icelandic nature is known for 

being extraordinary. It is the first thing you think about when you are planning on coming here. 

This is bound to change consciousness and thoughts revolving around nature. Danes travel to other 

countries to experience the wonders of nature, because we think that what we have is nothing 

special compared to what the rest of the world has to offer.  

 In the book Braiding Sweetgrass by Robin Wall Kimmerer, she explains in regards to 

appreciation of nature: “Knowing that you love the earth changes you, activates you to defend and 

protect and celebrate. But when you feel that the earth loves you in return, that feeling transforms 

the relationship from a one-way street into a sacred bond.”19 Having this in mind, it is becoming 

more and more clear to me that my roots as an artist are settling together with nature as a unity. I 

will convey nature into my art and writings and I will be understood through nature. My goal is to 

work together with nature as a reciprocal symbiosis that gives and takes in equal measures.  

 

2.1 Growing – Romanticism, self awareness and growth 

In my bookwork Growing (2020), I wrote about plants through observations gathered in nature as 

well as my living room. I wrote about the wild succulents that grow on barren rocks by the river, 

about houseplants and the lack of them and most importantly how they all grow and how they 

																																																								
18	Guðmundsdottir, Gunnþorunn: Representation of Forgetting in Life Writing and Fiction, London, Palgrave 
Macmillan, 2017, p. 5	
19	Kimmerer, Robin Wall, Braiding sweetgrass, Minneapolis: Milkweed Editions, 2013, p. 142 
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wither which essentially is the core of the book.20 When feeling great feelings, you use great words 

that you later on might be able to look back on with more clarity. Looking back at the book with 

clarity does not make the dramatic word use any less valid, but it gives a glimpse into a naked 

moment of intensity. The book is using the analogy and symbolism of flowers and nature by 

applying it to humans and connecting flowers withering and growth to human behaviour. 

 An example of that can be seen on page 5 in Growing21 the text reflects on humans as 

either being wild flowers and potted flowers and how those individual flowers grow and thrive, but 

also about what their means of existence and consequence consists of. As stated in the book 

Romanticism, Memory and Mourning by Mark Sandy, it is explained that romantic poems broadly 

share the intensity of their feelings, which makes them both very self-aware but also very intense.22 

Relating this to Growing, it is the awareness of the intensity of the words and feelings that are 

making the romantic poetry relate to a present day context.   

   

2.2 It is time to give yourself flowers – Feminism, symbolism and enactment  

It wasn’t until I made my Super 8 video work It is time to give yourself flowers (2019) that I 

realized exactly how I convey feminism through my art. By nakedly caressing three white roses and 

inserting them into my vagina, I was committing an act of remembrance and self-love. Self-love in 

the form of “giving” myself flowers23, an act often meant for someone else to perform and therefore 

taking control of any expectations I would have to anyone else regarding love and solely rely on 

myself for that, because that is enough. It is a liberating yet forceful act, as this realization is not 

something that comes easy, neither should the enactment of it be.  

 The symbolism of the rose as a romantic gesture was something that I felt the need to 

take back, as the rose over centuries have been used as a way of courting and to some extend to 

show “ownership”. We give the rose a cultural materialistic value that idealizes nature into 

something that can be tamed and is ours to give.24 The rose as a romantic gesture and symbol in art 

history in relation to the portrayal of women is a symbol that I see as both being problematic and 

romantic. Personally, I felt the need to take the rose back as a romantic gesture, both to myself and 

to all the other women portrayed in art history. It is a big purpose for a short black and white film, 

but it was something that was important for me to do. Especially If I bridge over to romanticism in 
																																																								
20	See appendix, nr. 2-3 
21	See appendix, nr 3 
22	Sandy, Mark: Romanticism, Memory, and Mourning, New York, Routledge, 2016, p. 3 
23	See appendix, nr. 4-7 
24	Oerlemans, Onno: Romanticism and the Materiality of Nature, Toronto, University of Toronto Press, 2002, p. 31 
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my writing as a way of self-expression, but in this film I used romanticism in a more critical way. 

Making this, I found a new side to how I can relate the same art period to differently toned 

artworks. 

 

2.3 To the water – A journey 

 

The journey ends here by the sea.  

Yellow-sanded beach that turns into clay once the water brushes over it. 

 In many ways this beach is where my journey ended but also began as something new. 

 

 

My solo exhibition To the water (2020) was held in the exhibition space Kubburinn in 

Listaháskólinn. It was about connecting places through memories and feeling to create a journey 

through that. This exhibition was about what water and what plants you are seeing when you think 

about home. This exhibition was a long time coming, like most of my other work, because it needed 

to dwell in me before it was ready to come out.  

 Upon entering the space, you could find a handout holding a QR code25 containing the 

sound piece and instructions. You would also find a book weaved in beach grasses where the sound 

piece that could be accessed through the QR code was handwritten down, along with an exhibition 

text. Inside the space, the natural light coming from the window was the only light the space, so 

depending on when you would visit the space, you could see it both in full brightness and darkness. 

The floor was filled with sand and rocks specifically taken from the beach that the artist would be 

guiding the participants to26. The origins of all of the texts are memories of the water of my two 

homes. The familiar Wadden sea of Jutland, the black stone beaches of Iceland and the unfamiliar 

rivers running through the mountains are all waters that I am finding my home in or trying to make 

into my home. Through memories, through observation and through finding myself in the water, the 

texts found their home in this exhibition as well.  

One of the texts is in Danish, two of them English and the last one is in Icelandic as to 

be reflection of the homes and my envisioning of them. They are written in a chronological order 

and read aloud like that as well. It is fine that not everyone will be able to understand all of the 

																																																								
25	See appendix, nr. 11 
26	See appendix nr 8-10 
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texts, as a part of having a home in another country, not everyone will understand what it is like, but 

they might listen anyway. The Danish and the Icelandic text will convey those aspects and the 

English texts will function as a bridge between the two.  

As I was weaving the book cover for my texts, I felt like I was doing something very 

sacred and spiritual. Having picked those beach grasses and now intertwining their leaves, I was 

met with the question of if I had earned my right to conduct this act or if this was me earning that 

right by giving appreciation to these beach grasses that now are holding my writings about their 

home. I felt the same way collecting rocks from the beach, even though it is my intention to give 

them back. This is not a question about me being a foreigner and learning the land. Just because you 

are a native does not mean that you have earned your right to the land. It is more about if the land 

had given me permission to do these acts or if I was being selfish. I am after all doing this about us 

as a symbiosis and I hope that this piece have made me worthy of the nature.  

“To be native to a place we must learn to speak its language”27 according to Robin 

Wall Kimmerer and if that is the truth I choose to follow, then I am getting closer and closer to 

being a native in this nature. I am already native to one place, so being native to another place is 

something that I am not even sure is possible, but I want to try. Earlier in this thesis I talked about 

creating bridges between places, beings and memories, and these different thoughts and reflections 

about how all of this aligns in past and present has culminated into this artwork. What I have been 

trying to create in this solo show is a bridge between my homes trough my memories, through 

language and most importantly through the water that is separating them.  

 

 

 

 

 

 

 

 

 

 

 

																																																								
27	Kimmerer, Robin Wall, Braiding sweetgrass, Minneapolis: Milkweed Editions, 2013  p. 251	
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Conclusion 

Thinking about my reasons for creating not only my solo show, but also why I write and think the 

way I do, I will begin by referring back to Saying Water by Roni Horn. She critically asks the 

question, “And what about these vaguely poetic observations about another water? The possibility 

of poeticising it, is that part of the human condition?” To gain understanding of something 

unknown or even something known, is probably one of the most human qualities of all. We strive 

for that in life, in science and through emotions and it is only in art that we are allowing our selves 

to wonder and shape the answer. She then continues, “To ameliorate something awful, something 

life threatening, something so insidious and contracted in its danger, because not to prevents you 

from seeing it all together”.28 Realizing the reality of something, gives you the power to alter that 

reality. I have realized that my writing and my translation of nature into artworks and writings are 

done to gain clarity in terms of my connection to my memories with nature. I have been poeticizing 

water, nature and memories in order to be able to grasp the meaning of them and what they mean to 

me. All along, this might just have been an attempt to gain understanding of my foggy memories 

and my own personal symbolism of water and nature. I have come to the realization that own nature 

of investigating these matters might be of a nature that questions the questions rather than 

answering them.  

 

 

 

 

 

 

 

 

 

 

 

 

 

																																																								
28	Horn, Roni, Roni Horn: Saying Water, Denmark, Louisianna Channel, 40 minutes, 2012 (9:32)	
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Appendix 
 
 
Saying Water (2012) by Roni Horn 
Performed monologue, 40 minutes, Copenhagen 
 

 
 
Nr. 1 

 

 

 

 

Growing (2020) by Maria Meldgaard 

Cotton paper book read aloud as a performance, Reykjavik 
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Nr. 2 

 

Reference from the book Growing, p. 5 

 
Wild flowers grow better 

Unconditionally and exactly how they want 

No space to limit them and never depending on anyone to nurture them 
Together with other flowers that are just as wild as you 

 

No one needs to look after you 

Maybe a deer will eat you 

Perhaps someone will rip you and your roots from the ground 

Or tiny insects might slowly eat you alive until you become nothing 

Being independent comes with some costs 

Being a wild flower looks good on pictures 

 

Flowers in pots grow safer 

In a way 
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Just because you have the safety of a limited space and surroundings 

does not mean that anyone will give you the water that you need 

Just because you are together with someone that wants you 

does not mean that they can take care of you 

 

Nr. 3 

 

 

 

It is time to give yourself flowers (2019) by Maria Meldgaard 

Super 8 video, 1,53 minutes long, Reykjavik 

 

 
Nr. 4 
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Nr. 5 

 
Nr. 6 
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Nr. 7 
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 To the water (2020) by Maria Meldgaard 

Installation and participatory sound piece, Reykjavik 

 
Nr. 8 
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Nr. 9 
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Nr. 10 
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Nr. 11 

 


