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Introduction 

Art making, from my perspective, is an engagement with materials to create something 
beyond ourselves. Animism is the belief that everything has a spirit, thus everything is 
alive. If materials have a spirit and our spirits communicate together, are they both 
transformed by each other in the process and does this process extend to the audience of 
the artwork? Is then art making an alchemical process to create transformation and 
change?  

In my work playfulness rests on the surface, an invitation to confront something 
deeper. What appears to be cute, naive or innocent is a place of departure into the 
subconscious. Like the fool of the tarot, stepping off the cliff to enter an inward journey 
into the self, this innocence allows openness to trust in the beginning of a process. This 
innocence is our inner child, our inner nature. This departure invites us into a liminal space 
between dualities of fantasy and reality, lightness and darkness, innocence and awareness, 
disruption and calm. Once we have allowed the cuteness to persuade us to engage, we 
enter the artwork in a communication, there we have access to an awakening, to an 
alchemy, to change within and beyond ourselves, healing, empowerment and ecstasy.  

In this thesis I will talk about how animism, influenced by automatic techniques to 
channel inner and external realms of nature, collaborates to create artwork that is animated, 
alive. How as an artist I enter a communication with materials and my subconscious to 
surface creatures that are inhabited by the intrinsic nature of the liminality of all things. I 
talk about my past work in sculptural costume making, poeticized archetypes and creating 
Living Cartoons. How this discipline bridged through my moving to Iceland from Canada 
and how I am exploring new disciplines with similar results. I compare my experiences of 
making artworks to that of Hilma af Klint, Japanese Superflat artists, Takashi Murakami, 
Aya Takano and Chiho Aoshima, surrealists “The Great Transparents” Leonora 
Carrington, Remedios Varo, Kati Horna, Russian textile artist Sonia Delaunay, German 
curator Anselm Franke, British artist and educator Bonnie Camplin, Jungian theories of 
archetypes, the Fibonacci principal and the primordial spiral. 

 
 

1. Animism in Art: Drawing it Out  
Echoed across many ancient cultures through to today, animism is a belief that everything 
holds life. That nature (human, animal, plant, weather systems, natural phenomenon) and 
so called “inanimate” objects, that appear to be lifeless, are also populated by a spirit or a 
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soul.1 Anything that is animated has agency and can communicate together with another.2 
Thus when making an artwork, engaging with materials, this is a form of communication. 
In my work when engaged in this dialogue, I am actively sensing what wants to be created. 
I wait and watch the page to see what should appear. I react to how the clay responds in its 
elasticity. I create shapes in dialogue with the abilities of different fabrics informed by the 
shapes of the body.  

Every material contains its own character, has an active individual presence, and an 
ability to transform, alter its materiality, which also gives it the authority to be considered 
living.3 If materials are alive, and an artwork is created through a transformative dialogue 
with the artist, then the artist is also transformed through this communication. Whoever 
starts the process of creation is not quite the same as who finishes.4 By extension those that 
experience an artwork are also entering into a communication and can also be transformed. 
My artworks share with me the insights of my own subconscious and the unknown, I have 
learned that they also instigate energetic change in myself and others.  

I have only recently come to realize more deeply what animism entails but I think 
that I have instinctively been aware of it since childhood. When I was a small child, I spent 
several years filling sketchbooks full of drawings (Fig. 1), especially of dresses that I 
copied from books, television, real life encounters or my imagination. I remember being 
greatly influenced by a book about how to draw for children that told me it was ok to make 
“mistakes” and that you should use these “errors” to build up your drawing. This freed me 
from worrying about the drawing itself, that whatever came out of it was useful and I 
became flexible to see what the drawing would become. In this way I began to “listen” or 
actively watch and participate in my drawings. I understood that they were guiding me, in 
a way, to create something more than I had intended. Because of this I find that my 
drawings are also in motion. They sometimes show a process of growing, like the cells of 
an animation that have been layered together, or the mapping of the trajectory of the 
growth of a plant. Energy fields and other dimensions bloom like flowers, surfacing, drawn 
up through the page. My drawings are alive.  

  I relate as well to the process of drawing influenced by the automatic technique that 
the Surrealists used to loosen the rational control of the mind, reflect the psyche and 

                                                
1 McKenzie Perkins, “What Is Animism?,” Learn Religions (Learn Religions, April 5, 2019), 
https://www.learnreligions.com/what-is-animism-4588366. 
 
2 Anselm Franke, “Animism: Notes on an Exhibition - e-Flux,” accessed November 8, 2021, http://worker01.e-
flux.com/pdf/article_8955944.pdf, 1. 
 
3 Oliver Andrews, “Living Materials, Living Forms, Clay,” in Living Materials: A Sculptor's Handbook (Berkeley u.a., 
California: Univ. of California Pr., 1983), 1. 
 
4 IBID 
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express the subconscious while art making (Fig. 6, 7).5 Founded in 1924 by André Breton, 
Surrealism aimed to reunite the realms of the conscious and unconscious experience, 
linking fantastical dreams to the everyday banal in an absolute reality, a surreality.6 
Animism is about the unmapping of borders between constructs of the division of life and 
non-life, “interior self and exterior world”,7 thus the subconscious meets the conscious and 
fantasy joins reality. In my practice I hold space for the unseen and the seen to mingle 
together. If with animism everything comes together in the in between, art making for me 
is the expression of the liminality of all things.   

Hilma af Klint (1862-1944), used automatic techniques decades before the 
Surrealists8, specifically to channel different spirit guides to create a coded symbology 
(Fig. 8) that was interwoven into her mostly abstract paintings (Fig. 9). I can be 
overwhelmed with emotions, intuitions and cravings to perform actions which trigger my 
art making9. I sometimes feel like I am having waves of energy pass through me. It was an 
organic progression to have an awareness of an ethereal world in my art making since I 
sensed it in myself. Through my art practice, I have the technology to capture these 
feelings and impulses, it allows me to communicate with this hidden exterior force, 
collaborate with this power and put something beyond into artwork. I believe my own art 
practice to be an intuitive collaboration with natural magic, the energies and entities that 
occur through intrinsic interactions with the nature of all things. Humans who participate in 
communication with nature are in dialogue with nature within themselves and are thus part 
of nature, and as radical feminist philosopher Susan Griffin (1943-) says we are “Nature 
speaking of nature to nature”10.  

I have been experimenting recently, alternating drawing on paper to drawing these 
creatures out through molding clay into sculpture, often carving on the clay with a sharp 
tool or drawing with a glaze pencil, but this intuitive process is the same way I draw on 
paper. Because of its malleable character, which changes through distinct stages of drying, 
                                                
5 Hazel Home Art and Antiques, “The Automatic Drawings of Unica Zurn. German (1916-1970).,” The automatic drawings of Unica Zurn. German (1916-

1970)., January 1, 1970, https://hazelhomeartandantiques.blogspot.com/2015/04/the-automatic-drawings-of-unica-zurn.html.  
 
6 The Editors of Encyclopaedia Britannica , “Surrealist Techniques,” Encyclopædia Britannica 
(Encyclopædia Britannica, inc., August 16, 2021), https://www.britannica.com/art/Surrealism/Surrealist-
techniques. 
 
7 Anselm Franke, “Animism: Notes on an Exhibition - e-Flux,” accessed November 8, 2021, 
http://worker01.e-flux.com/pdf/article_8955944.pdf, 3. 
 
8 Müller-Westermann Iris et al., “Paintings for the Future: Hilma Af Klint - A Pioneer of Abstraction in 
Seclusion,” in Hilma Af Klint: A Pioneer of Abstraction (Stockholm, Sweden: Moderna Museet, 2013), pp. 
38. 
 
9 One example of being overwhelmed by cravings is the film called Smile Stealers (2013), a sci-fi fantasy 
began through the impulse to fill stockings full of cheese flavoured chips called Cheezies. These became one 
of the central parts of the plot and villainous characters crux.  
 
10 Rosemarie Tong, “Ecofeminism,” Feminist Thought, March 2018, https://doi.org/10.4324/9780429493836-
8, 248. 
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it is essential to listen carefully to what the clay is capable of, and what it wants to do. 
Working with Porcelain clay is a process of even deeper active listening as it dries faster 
and can leave cracks easily, the drying process needs to be slowed down and the maker 
needs to be very attentive and caring of this delicate process. When building a piece, I 
sometimes have a sketch of it at hand, an image to have in mind as a guide. But this sketch 
is more of a beacon to help to not get lost in the fog. Since working with porcelain is very 
slow the shape cannot be developed as quickly. A shape can be made with coils of clay and 
glued together with slip (a sort of glue made of clay and water), but if manipulated too 
quickly the clay rebels and loses the shape that was intended. I have left some space for 
this playful push and pull in my work. As I push into the material and the material pushes 
back, it is here that our communication begins. 

  
 
 
 
 
 
 
 
1.1  They Are Not Cats  
 
Through a subconscious, intuitive, portal, using automatic techniques, I am entering into an 
animistic dialogue with the energetic presence of the nature of things. Together in this 
collaborative communication, we make forms come to life. These forms have characters of 
which there is no exclusive rule. Often there is a figurative character who is often female, 
somewhat archetypal, sometimes mystical, sometimes hybrid creature. From this figure 
other more creature-like characters surface from the landscape of the body (Fig. 2-5). 
These creature characters are usually a hybrid mix of one or several of the same or 
different; human, animal, fruit, flower, plant, ethereal beings, celestial bodies, energy field, 
weather network (Fig. 32-36). They have been described as “intermediate beings in the 
context of the universe”11.   

These creatures, since they often have ears on top of their heads, are usually first 
identified by their audience as cats (e.g. Fig. 32, 50, 58, 96). Sorry to disappoint, to me 
they are not. At best they are an amalgamation of different creatures but also no animal, 
not an anthropomorphism either. They occupy surrounding or vacant space around or 
within objects or characters. They sprout in the matter that holds space for them to be. In a 
body it starts in the head of the character, above the eyes, and their eyes together are 
usually linked with arches of energy passing through eyelashes. The eyes above the eyes a 

                                                
11 Baka, Jasa (fine art MA student). “Tutorial conversation with” Sabine Fischer. September/15/2021. Reykjavík.  
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visible subconsciousness, listening to the higher octave with ears that have popped out of 
the head. Sometimes those ears have ears and faces. The genesis of multiplicity antennas 
itself. Next in the cheeks, rosy for a reason, there are creatures cuddled up there, observing 
the emotions and thoughts of the face, or bored by them. Then possibly in the shoulders, 
chest, under arms, belly, hips, between the thighs, knees, between the calves, feet. As if the 
energetic field surrounding this figurative character was full of friendly, ambivalent and 
curious onlookers.  

This alchemical subconscious journey of change starts with the visibility of the 
creatures and characters in my work. When making art I am thinning the veil between the 
conscious and subconscious, of “reality”, opening a portal into other realms of being. 
These creatures already exist energetically surrounding us and in us, but I am bringing 
them into view. By inviting them into my work I am building a visual language to 
communicate their existence, their playfulness, light and darkness. My hope in this 
energetic engagement of animistic communication, drawing them up, pulling them through 
the veil between realities, with whichever medium of drawing or sculpting or sewing etc, is 
that they continue to express clues to their insight to me and, hopefully, my audience.  

Anselm Franke (1978-) is a German curator, writer and critic based in Berlin12. 
Between 2010 and 2012 he toured his exhibition “Animism” in Antwerp, Bern, Vienna, 
Berlin, and New York (Fig. 13).13 In his notes14 about this exhibition he describes it as a 
“multistable picture” to be viewed through a “stereoscopic gaze”, where the relationship 
between the figure and ground, the positive and negative, are reversible15. In my own work 
I reverse the figure and the ground, making the spirit of the landscape visible, making the 
landscape figurative, the negative space is inhabited by creatures which interact with the 
figurative plane. In my sculptures boundaries are blurred again when the figurative 
becomes the landscape as creatures inhabit abstract forms in the body.  

Playing with light as a medium felt like de-stabilizing the laws of reality. An 
experience that may be optical but whose illusions are transcended when transported 
through the transformation of suspended belief. From 2009-2018 I used vintage analogue 
overhead projectors as a primary tool in my artmaking. These projectors are electric rather 
than digital, and images can be manipulated by hand in real time. The quality of light itself 
is more juicy and softer than digital projection, which lends itself to a more visceral 
                                                
12 “Anselm Franke,” Wikipedia (Wikimedia Foundation, August 23, 2021), 
https://en.wikipedia.org/wiki/Anselm_Franke. 
 
13 Forensic Architecture, Anselm Franke Research Fellow & Curator (Forensic Architecture), accessed 
November 9, 2021, https://forensic-architecture.org/about/team/member/anselm-franke.  
 
14 Anselm Franke, “Animism: Notes on an Exhibition - e-Flux,” accessed November 8, 2021, 
http://worker01.e-flux.com/pdf/article_8955944.pdf.  
 
15 Anselm Franke Animism: Notes on an Exhibition. p6  
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experience.16 With performers dressed all or partially in white, their bodies became a 
projection surface and could be blended in with the landscape. 

Bonnie Camplin (1970-) is a British, London based artist and educator whose focus 
has been a mix of visual art, performance, video and photography.17 In a video18 Camplin 
explaining some theories behind her own art practice states that when drawing she is 
“accessing information remote in spacetime, decoding and objectifying information”. Also, 
about “the zeropoint” as a mythical point in spacetime where “the holarchic nature of 
reality expands as worlds within worlds within worlds” (Fig. 14). I find that my own 
drawings possess this infinity that are creatures within creatures. And that when I am 
collaborating with the making of the image deep enough it is like a lucid dream that I can 
control where I go within the dream and as I connect deeper, if possible, I enter this world 
within a world within a world. She goes on to say that “our brains are liquid crystals, like 
the quartz crystal radios that transmit waveforms of information, our mind is a mere 
epiphenomenon of brain activity, filtering information like a transceiver”. These creatures I 
am surfacing in my work are of their own frequency. “There are no limits since we are 
multidimensional and trans dimensional beings… In the province of the mind what we 
hold to be true can become true.” What we hold in our own liquid crystal, what we hold in 
our mind, what we imagine we breathe life into, it becomes real, on the page or 
surrounding the page.   

In my work I am thinning the veil between planes of existence. What surrounds us 
invisibly, energetically and spiritually, the ethereal and surreal, the inward, holds so much 
interesting potential for me. Like Monet, who was in fact most interested in the water 
surrounding the lilies rather than by the flowers themselves, the water is ever changing in 
the light, a mirror to the sky, while nurturing the plants (Fig. 20).19   

 

                                                
16 With overhead projectors I used acetates of printed drawings, photographs, found images, doilies, transparent objects 
and containers, crystal plates, coloured theatre light gels, frames with cut out shapes to mask areas, water and prisms. 
Working primarily with dancers, performance artists and musicians we improvised to create living installations, a sort of 
tableaux vivant. 
 
17 Ubu Web, “Bonnie Camplin,” Ubuweb Film & Video: Bonnie Camplin, accessed November 9, 2021, 
https://www.ubu.com/film/camplin.html.  
 
18 Bonnie Camplin, “Bonnie Camplin, Camden Arts Centre, 2016,” YouTube (YouTube, October 18, 2017), 
https://www.youtube.com/watch?v=2GWof6G90jw. 
 
19 Simon Kelly et al., Monet's Water Lilies: The Agapanthus Triptych (Saint Louis, MO: Saint Louis Art 
Museum, 2011), 15. 
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1.2 Alchemy: Change Instigated by Art    
“Magic is the practice of causing change through the use of powers as yet not defined by 
science.”20 The relationship of animism, art, natural magic and alchemy indicates that there 
are messages and clues present in our everyday lives and if we have the curiosity to notice 
them, we can collaborate with them, and they will bring transformation. Visual artist 
Hamad Butt (1962-1994) said, “Alchemy offers the antithesis of science: a voyage of the 
subject into itself.”2 If Magic is a practice, like art, animism is the power collaborated with 
in this practice to create transformation, alchemizing art, through entering a 
communication with the subconscious. Nature speaking of nature to nature...creates nature. 
Can powerful change be manifested, alchemized, through the animistic communication of 
making and experiencing art? Through my art making I have noticed that I have 
collaborated with the power of change through focusing my intentions subconsciously. I 
instigate acceptance within myself in my drawings and sculpture which has also empowers 
others, I have attracted people towards or away from me with the rituals of wearing my 
costumes and participating in my performative installation, I have nurtured individuals 
within a community who needed deep healing through interactive performance art and 
installation, I have moved to another country channeling ancestral energy within art all 
which shifted my life and others’.   

In 2021 I made a piece interacting with the energy of the artist Gerður Helgadottir 
(1928-1975) channeled and intermixed with the ancestral energy of my grandmother Jóna 
(née) Jónsson (1930-2000). Gerður had shown sculptures as part of the Icelandic Pavilion 
at Expo 67 (Fig. 25), a world fair in Montréal, Canada. My grandmother, a first generation 
Canadian, West Icelander, visited Expo that year and must have seen Gerður’s work. It 
struck me as something extraordinary that these two women’s lives should intersect. I have 
no proof but I instinctively felt that their being so close in age, both from Icelandic 
heritage, must have made some impact upon my grandmother’s experience of this work. 
She was not an artist, but she appreciated art and her daughter, my mother, became a 
sculptor. Gerður, a petite woman in a man’s world of the 1950s, worked across many 
disciplines in sculpture. She was quoted as saying “Ég er sterk/ I am strong”. She died 
prematurely when she was 47 in 1975. Jóna was also strong in accomplishments while 
enduring many hardships. She also died too soon when she was 70. These similarities 
reverberated through the work as I made it.  

In my process I chose to reference a sketch that Gerður had made of a necklace in 
1968 (Fig. 26), a similar style that she presented at Expo the previous year. She had had a 
spiritual awakening while living in Paris following the teachings and spiritual dances of the 
                                                
20 Scott Cunningham, “Part 1 The Basics,” in Cunningham's Encyclopedia of Magical Herbs, Second Edition 
(St. Paul, MN: Llewellyn Publications, 2018), 3-6. 
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Russian Philosopher Gurdjief (1866-1949). This necklace was psychedelic and seemed 
more like ceremonial armor with intricately textured plates of metal linked together the 
length of the wearer's torso. I decided to recreate it in my own style of oneiric creatures, in 
porcelain, with a silver chain linking each plate (Fig. 27). In Gerður’s necklace there were 
points decorated with precious stones, so I chose to use glass tiles which would melt in the 
firing process. The central point of her necklace, which would have reached the solar 
plexus, is an energetic place of inner strength and the source of self-worth in the body. The 
glass tiles accumulated at this position of my piece overflowed when they melted.  
My piece was called “Gátt í gegnum sólarplexusinn / A portal through the inner plexus of 
the solar body”. The play on words of “inner plexus of the solar body” instead of solar 
plexus of the inner body, refers to the subconscious activation of this place point and its 
energizing of the wearer to embody the sun, energizing the self. This crisscrossed 
overlaying of wordplay could also be seen as a verbal link in the chain of the necklace. 
This necklace became a sculpture, since the porcelain was so delicate and too heavy for the 
support of the silver chain to hold it, it was unwearable but lay in a display box over purple 
velvet. With it was displayed a piece of Gerður’s bronze jewelry (Fig. 23), an arch like the 
sun curving at the place where a head would be, and the original sketch of Gerður’s 
necklace. I also displayed (Fig. 22) a letter that Jóna wrote in Icelandic to her cousin in 
Vestmannaeyjar in 1966, about how her father died, which I received the day before the 
show opened. Placing Expo, a year after her father’s death as a trip to regenerate herself 
after a period of grief. Gerður was close with her father and sent him many letters, 
conveying to him her spiritual experiences, that she expressed were to be kept secret. This 
necklace, a sculptural ceremonial armour to strengthen the wearer’s inner strength, 
transposed onto the viewer’s attendance as participatory, with the solar plexus point a 
portal joining all these experiences. The creatures hold space for the melted glass as it 
overflows with empathy and emotions. I do not know the full effect that it has made upon 
me to instigate all these energies, but I can estimate and hope that it has triggered a 
reaction of acceptance of my transplantation back to my pre hereditary land, to believe I 
also have strength through this lengthy transition. 
 
 
1.3  KAWAII BAKA “Why do you make cute things?”  
 
I grew up in the 80s watching nonstop cartoons, a lot of these I later learned were 
Japanimation. My last name, Baka, was my middle name. At birth my parents gave each of 
my sisters and I different middle names to later change to be our last names. My name is 
an alternate spelling of the word Baqa, the name of a Sufi prayer which means everlasting 
or permanence. It is part of the last station or step in the path of the Sufi, where you feel as 
if you are a drop of water from the sky uniting with the ocean of water. Your past sense of 
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self and singular existence is obliterated, to realize that you are now rejoined with the sea, 
the connectivity of all things.21 From watching anime it didn’t take long to realize that 
Baka is the Japanese word for crazy/stupid/idiot. I thought it was funny that my name 
could mean Jasa Crazy Forever. And that to be walking on this edge of naivety/craziness, 
like the fool, is the job of an artist, a step into the unknown, infinitely.   

Takashi Murakami is sometimes called The Andy Warhol of Japan because of his 
focus on consumerism and branding in his art22. But the world of his art is nothing like 
Andy’s. With a base in Nihonga, traditional Japanese painting, he pulls this spirit through 
into an overflowing cartoon world rich in sexual fantasy, humour and the seemingly 
naive.23 In 2019 the Japanese artist had a solo show named “Baka”24. It is a theme in his 
work that all his cartoony, fantastical, over the top characters have a crazy look in their 
eye(s!), to say the least. By titling this solo show “Baka '' the work in relation to the artist is 
self-explanatory. Murakami’s PHD thesis “The Meaning of the Nonsense of the Meaning” 
(Imi no muimi no imi)25, written almost thirty years ago in 1996, shows that the artist has 
flattened himself over time. Baka speaking of Baka to Baka...creating Baka.  

In 2000 Murakami established an art movement called Superflat which exemplifies 
the influence of Japanese cartoons, Anime and Manga, in “otaku” (geek) culture (Fig. 26). 
In his manifesto he declared that there was no difference between high and low form of art 
and in declaring so he flattened the art world.26 Within this movement he formed a gallery 
called Kaikai Kiki, which represents a growing group of Japanese artists who show like-
minded themes to this movement in their work. I first experienced the work of this 
movement on a road trip to Seattle from Vancouver in 2001. I think it was partially here, 
after experiencing iterations of Murakami’s mouse character DOB (Fig. 25, 27) (an 
abbreviated version of a Japanese slang word that means “Why?”) I realized I could draw 
faces within faces.   

Shintō is an indigenous animistic religion of Japan and their oldest belief system 
dating back to prehistoric times27. It is a worship of nature that believes within nature, all 
                                                
21 Mohammad Montazeri, “What Is Baqa and Fana According to Sufi? - Quora,” Quora, accessed November 
12, 2021, https://www.quora.com/What-is-baqa-and-fana-according-to-Sufi. 
 
22 Sara Kugel, “Takashi Murakami, Japan's Andy Warhol,” CBS News (CBS Interactive, March 25, 2018), 
https://www.cbsnews.com/news/takashi-murakami-japans-andy-warhol/. 
 
23 “Takashi Murakami,” Contemporary Art Exhibition, accessed November 8, 2021, 
https://www.perrotin.com/exhibitions/takashi_murakami-baka/6836. 
 
24 PERROTIN, “Takashi MURAKAMI Baka Solo Show,” PERROTIN, accessed November 10, 2021, 
https://www.perrotin.com/exhibitions/takashi_murakami-baka/6836. 
 
25 Mengfei Pan, “Murakami Takashi SUPERFLAT,” Japanese Media and Popular Culture (University of 
Tokyo, April 20, 2020), https://jmpc-utokyo.com/keyword/superflat/. 
 
26 “Press Review: The Japan Times: Takashi Murakami,” PERROTIN, March 1, 2019, 
https://www.perrotin.com/artists/Takashi_Murakami/12/press-review/japan-times-2019-03-13/3585. 
 
27 Mark Cartwright, “Shinto,” World History Encyclopedia (World History Encyclopedia, April 3, 2017), 
https://www.worldhistory.org/Shinto/. 
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elements of the world and the cosmos, resides a kami, a spirit or God, and thus all the 
world is divine28. Since these beliefs are so ancient, over time they have become integrated 
into Japanese culture.29 The intersection of fantasy and reality is a strong theme in 
Superflat and exemplifies the interconnectedness of this belief system (Fig. 24) Two of the 
artists in this group that I am drawn to are Aya Takano and Chiho Aoshima. Both are 
known for creating work with cartoonish girls in different cityscapes or landscapes 
surrounded, interacting or embodying fantastical creatures and animals. Takano said when 
describing the characters in her paintings (Fig. 27, 28): “Before being a man or a woman, 
the essence of a person is a spirit form. I think [when] we are in that soft form, there are no 
bones or flesh. Only a thin, stretchable and flexible free shape, like a soul.”30 Aoshima says 
she has a strong urge “to be melded with nature”.31 This sentiment carries a very strong 
resonance in her work (Fig. 30, 31). It is not just a world she imagines but a world she 
believes is real.32 Aoshima creates liminal spaces that are inhabited by female characters 
transformed into mountains and rivers, skyscrapers, fairies or creatures in a natural world 
(Fig. 29).33  

In my work I am often combining animals, humans, and sometimes fruit or food 
into hybrid creatures. I have a recurring character called an Apple Bear (Fig. 32-36) that 
began to appear in my work in Montréal and literally bridged itself to Iceland through an 
artwork that I made in Montreal and brought to Reykjavik for a commission (Fig. 32). This 
work personified my transition to a new place. In Montréal, using Apple Bears, I created 
many drawings, street art, a seventeen-foot-wide (5.75 Meter) indoor mural of its creation 
myth, mythologizing the healing process of a psychological trauma (Fig. 33, 34). For me to 
combine these aspects, the cuteness draws in the viewer to observe more closely a darker 
reality, but the cuteness also heals and balances out these darker elements. In Takano’s 
description of why she uses cuteness and fantasy mixed with reality she brings up the 
Fibonacci principle, the golden spiral. With this spiral the past touches the present as it 
rotates, in the sequence of numbers, the past number is added to the next number. 
Mirroring these numbers; “What we refer to as ‘the present’ is actually a constant mix of 
                                                                                                                                              
 
28 Toya Manabu, “Nature Worship in Old Shintō,” nippon.com, May 30, 2020, 
https://www.nippon.com/en/views/b05213/. 
 
29 Jack Xavier, “Shinto Symbols: The Meanings of the Most Common Symbols Seen at Japanese Shinto 
Shrines,” tsunagu Japan, September 9, 2020, https://www.tsunagujapan.com/shinto-symbols-meaning-and-
history/. 
 
30 Perrotin, “Aya Takano “The Jelly Civilization” Perrotin Paris” YouTube video, 6:18, April 28th 2017 
 
31 Kaikai Kiki, “Chiho Aoshima: Rebirth of the World”, YouTube video, 7:58, September 5th 2015 
 
32 “Chiho Aoshima: Rebirth of the World,” Seattle Art Museum (SAM), accessed November 8, 2021, 
https://www.seattleartmuseum.org/chiho. 
 
33 “Exhibition: 'Healing' at Perrotin, Seoul, South Korea,” Group Exhibition Healing, accessed November 8, 
2021, https://ocula.com/art-galleries/perrotin/exhibitions/healing/. 
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things occurring now and the past.” This sequence can also be found in nature. By 
extension, mixing the light with the dark, spirals intermixed, to create a golden center. 
Mixing cute and darkness must create an alchemical change within us when we experience 
it.  
 

 
 
 
 
 
 
2. Costume: Animated Archetypes, Living Cartoons and Soft Armor 
 
Archetypes are primordial images, that have existed since the beginning of time.34 Carl 
Jung believed that when using these images, we are unconsciously activating and releasing 
through us “a voice that is stronger than our own”.35 By inserting them into the creative 
process, a story, or embodying them in an artwork, we instigate their symbolic power; 
“Whoever speaks in primordial images speaks with a thousand voices”.36 We relate to the 
themes that archetypes embody within ourselves since they are mirrored in our own 
dreams, fantasies and illusions projected onto people. The effect on us can be numinous, 
one that triggers deep and intense emotions.   

In my art practice I have analyzed archetypes to alter them poetically. Living 
Cartoon was a term that I created to describe archetypes surfaced in an intuitive 
collaboration with the performer’s higher self, their larger-than-life alter ego. Characters 
transformed through the performance37 of imagined mythologies, and mirroring this the 
visual elements evolved with the character arches and would change dramatically by the 
end.  

Costume design and celebrating the form of the body through sculptural means has 
also been a personally cathartic experience. My own body has never felt to me to fit within 

                                                
34 Carl Jung - Archetypes, accessed November 8, 2021, https://www.carl-jung.net/archetypes.html. 
 
35 C. G. Jung and Sonu Shamdasani, in The Red Book  Liber Novus (New York: W.W. Norton, 2012), p. 63. 
36 IBID 
37 In Montréal between 2003-2008 I went to Concordia University. There I studied theatre design, playwriting, and 
ancient Greek theatre, (I also studied classical music, opera and the tarot since I was a child) to create stories, characters, 
design and art direction for plays, video art, theatrical performance art, dance, stop motion animation, live analogue 
projection animation, photography and interdisciplinary iterations that are combinations of these. During my undergrad 
and after graduating I wrote and designed maximalist, design heavy, group performance pieces that progressed from 
theatrical performance art to films and also performative “living” installations. 
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the restrictions of what beauty standards allow.38 But these limitations opened a gateway 
into the creative path of deconstructing the norm. I have always tailored clothing to fit 
more comfortably, adding extra fabric with pleats and gathers, hiding my introverted 
nature behind decoration and alteration. But like a chef who has trouble eating their own 
food, I felt more comfortable dressing others up in costumes that I made. I was interested 
in surfacing the fantastical realm of others’ or of myself. I gently pushed the comfort zone 
of performers and non-performers, I also nurtured them to feel amazing, inviting them to 
inhabit this world that I surfaced. I was once told by someone who I dressed up that they 
felt more like themselves than they ever had. The term Living Cartoon (Fig. 37-42) was 
created to hold space for the larger than life. As I myself felt larger than the life that was 
prescribed by the standard.   

This layer of decoration, blending costume and the fantastic, bringing strength and 
empowerment to the wearer, is a soft armor. The act of surfacing the hidden esoteric realm 
with drawing and the larger than life alter persona with costume are linked. Decoration in 
this case is not excess, it is necessary.   

Surrealist men “constructed women as magic objects and sites on which to project 
male erotic desire.” The women surrealist artists took back their own power by using 
images of themselves in their art. Using female bodies as a “self” rather than an “other” 
created a “feminine poetics of the body”.39 With my art practice I aim to bring some 
freedom from the scrutiny of human form. In my artwork large surface areas of skin are so 
alive to me with shape that a face will emerge (Fig. 2-5,103) When I make a sculpture or a 
drawing of a body I am abstracting the figure to become a composite of several non-human 
bodies, entities, to create my own “poetics of the body”. By poeticizing the body, I mean to 
celebrate the shapes of the body. I am strengthening my own personal acceptance of form, 
whilst engaged with characteristics enhanced by this invisible natural world of spirits that I 
am channeling.  
  In 1913 Sonia Delaunay (née Turk, 1885-1979), the Russian born visual artist (Fig. 
45) who married the French artist Robert Delaunay (1885-1941), had a sudden change of 
disciplines that converged all her interests. She became dissatisfied with the “static 
qualities of painting as a medium”40 turned to dressmaking and made the fabric come alive 
with colour and form while freeing the female body from the constraints of the fashion of 
that time. Her dresses were sculptural paintings displayed on bodies that she called 
Simultaneous Dresses (Fig. 43, 44), whose “patterns of abstract forms were arranged both 

                                                
38 Even though in the last couple years there has been more openness towards making space for more 
diversity in body types. Still, it is slow coming. 
 
39 Whitney Chadwick, Flavia Frigeri, and Flavia Frigeri, “Surrealism,” in Women, Art, and Society (London: 
Thames & Hudson, 2020), pp. 68. 
 
40 Whitney Chadwick and Flavia Frigeri, Women, Art, and Society (London: Thames and Hudson, 2020), 
261. 
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to enhance the natural movement of the body and to establish a shimmering movement of 
color”.41   

I have gone back and forth between drawing and costume making. I have surfaced 
the creatures from my drawings in my costumes and then gone back to drawing and the 
creatures have become more elaborate in and around figurative characters. Now I draw 
these creatures on the bodies of my sculptures, they are being surfaced from the abstract 
shapes that they hold in their flesh. Similar to how Delaunay was accentuating women's 
natural movement with her dresses, I am accentuating organically, metaphysical forms 
with my drawings. These creatures fill protruding surfaces and folds of flesh. In my 
drawings they also fill space surrounding figurative bodies; as well inhabiting the energy 
surrounding interactions between different bodies. In 1913 the poet Blaise Cendrars (1887-
1961) remarked of Delaunay’s work that “On her dress she wears her body”.42 Since 
women were liberated by the looseness of her clothes and the colours of life. In my 
sculptures, their figures are heightened by the creatures that surface from them and around 
them. At first glance these images may look like tattoos but on further investigation I hope 
that the viewer can see that they are coming from within and are integrated rather than 
embedded. The creatures exist as a fabric of life, alive.   

Sonia made several dresses with surrealist poems embroidered on them (Fig 45) in 
the 1920s43. The poet Delteil (1894-1978) wrote in his poem A Dress for the Future in 
1924 which summarized Delaunay’s ideals:  
      “Immobility is dead and this is the reign of movement/   

Movement is born at the heads to spread among the stars/   
The circular colored movement which is at the center of everything/   
which is everything. And look, a dress is a dance.”44  
 

  Even though my sculptures are unmoving in their solid state, made of clay, the 
layers of drawings and glazes that add colours bring them into motion. There is 
connectivity between parts of the body through lines that connect eyes and hair from 
creatures above and below. This layer of drawings that are intertwined, the fabric of 
aliveness is dancing. Delaunay was revolutionary in freeing women of the restraints of 
clothing and by extension bringing freedom to their lives. I am freeing myself from the 
subconscious restraints I feel in my own body through the extensions of the sculptural 
fabric of forms, exploring shapes and allowing space for them to exist to me is revelatory.  
                                                
41 IBID 
42 Whitney Chadwick and Flavia Frigeri, Women, Art, and Society (London: Thames and Hudson, 2020), 
262. 
 
43 “The Art of Sonia Delaunay's Textiles,” Minnie Muse, accessed May 9, 2022, 
https://www.minniemuse.com/articles/art-of/sonia-delaunay-textiles. 
 
44 Whitney Chadwick, Flavia Frigeri, and Flavia Frigeri, “Surrealism,” in Women, Art, and Society (London: 
Thames & Hudson, 2020), pp. 68. 
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Between 2018-2019 I worked on a project about healing dysmorphia, disconnected 
unacceptance, of the body which was also a bridge for me between making costume and 
sculpture (Fig. 47). Earthling/Terrien/Jarðarbúi, titles in English, French and Icelandic, 
began as a collaborative creation process to make an interactive dance and performance 
piece for children and adults. While creating the three worlds with the director and 
choreographer Nate Yaffe, we talked about natural environments in Icelandic and 
Canadian nature, different elements, senses and transformational character arches. Nate’s 
dance company, Le Radeau, came to Reykjavík to collaborate.45 We workshopped this 
performance with his dancers and my costumes and props with children in Reykjavík and 
in Búðardalur, West Iceland. I also travelled back to Montréal to workshop with the dance 
company and children in Montréal. This piece felt very interwoven between the two places 
as well as my two disciplines, costume and sculpture. I made forty wearable props  and 
three costumes that could be worn right side up, upside down and sideways, a gradual 
abstraction of and extension of the body (Fig. 48, 49). Each costume identified each dancer 
as belonging to their own planet or world with distinctive colours and textures. The props, 
which were soft sculptures made of fabric, or repurposed deconstructed garments, were 
created to belong to each of the three planets, or to intermix between them. These props 
had faces on them (such as those that are recurring in all my work), long colourful fringe, 
or some decoration that gave them a natural belonging to one or more of the worlds. Then 
the dancers animated each prop with movement and passed them on for the children to 
play with. In doing so there was a freedom that was unlocked, accessed through 
playfulness, that these extensions of the body were natural to an environment and when 
shared became natural to the participant. Through the intensive year of sewing and 
travelling my body rebelled against the physicality of this method of production, and thus 
the transition between disciplines shifted. 
 

 
 
 
 
3. Sculpture: Eventful Vessels. The Reinvention of Self 

Undergoing a life shift, moving to a different country, can alter your sensibilities 
tremendously. When I moved to Iceland in 2017, I began a slow process of dissolving who 
I was in Montréal. The intensity of Icelandic nature mixed with the actual solitude of 

                                                
45 at a residency that I hosted, called In House Outer Space, concurrently with a residency that we both 
participated in at Danseverkstæðið. 
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acclimating myself into some sense of community left me craving to do something 
different. I continued using prisms in photographs of landscape but I had a craving to make 
sculptural work. When I had access to a kiln at school, I could bring my ideas to life in a 
three-dimensional way that felt powerful and significant.   

Many women surrealists, notably Leonora Carrington (1917-2011), Remedios Varo 
(1908-1963), Kati Horna (1912-2000), all fled Europe to Mexico in the 1930s and 40s, 
escaping in advance of World War II. Their emigration was compared to Alice going down 
the rabbit hole46, beginning their transformation and spiritual rebirth on the other side of 
the world. Symbolism of the egg is reoccurring in most of the work on these artists. How it 
not only represented fertility, but rebirth and it was a container of the work and ideas that 
were created while these artists themselves transformed and developed their own ideas and 
practices. The egg is also present as a symbol of hiding in plain sight, women were not 
often seen as individuals in Europe but by association with men, delicate and guarded 
behind the eggshell. The work made at this time was an attempt to break through these 
constructs and reclaim their adjacency. In Mexico they gained a freedom, reclaiming 
themselves as artists, that was not possible in the confines of male dominated Europe, 
where they were mostly seen as muses. Carrington (Fig. 10), Varo (Fig. 12), and Horna 
(Fig. 11) all made work inspired by alchemy, astrology, tarot, pre-Columbian mythology, 
and the occult.47   

The women surrealist artists of the movement can be metaphorically represented as 
“the Great Transparents” since they were as Bréton said- “beings whose stature and 
significance is immense, but who are overlooked and dismissed as nonexistent”. Like the 
Chameleon, to protect themselves, they blend with their environment.48 I do not wish to 
have the entitlement of forcing my place in a new country and its society. It is a strange 
riddle as someone who has their ancestry and origins in Iceland one hundred years ago49, to 
return to an ancestral home and wonder what their place is. My ancestry was my reason for 
coming here in the first place, but it is up to me to find a reason to stay. Icelandic nature, in 
its intense abundance has kept me company in my transition as a collaborator. Art Making 
in this way, at its best, feels like touching a primordial link to the vein of existence, 
                                                
46 Gloria Feman Orenstein, Down the Rabbit Hole An Art of Shamanic Initiations and Mythic Rebirth, p.173 
 
47 Alexxa Gotthardt, “Surrealism Reached Mind-Bending New Heights in Mexico,” Artsy, June 25, 2019, 
https://www.artsy.net/article/artsy-editorial-mexico-surrealist-mecca. 
 
48 Gloria Feman Orenstein, Down the Rabbit Hole An Art of Shamanic Initiations and Mythic Rebirth, p.174 
 
49 I am a Vestur Islendingar, a West Icelander, since my great grandparents immigrated to the West, to 
Canada in 1924. They went through an enormous transformation, dissolving, acclimatizing to “Canadian” 
ways, of the amalgamation of foreigners who settled on Native Indiginous lands. They abandoned the 
Icelandic traditions of their surnames being daughter or son of their father or mother. Their original mother 
tongue became weaker through generations. On the opposite side, West Icelanders developed fond 
attachments to certain arbitrary Icelandic ways such as the making of Vinarterta. 
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intertwined with a vein of the deepest of my own subconsciousness, a visceral experience. 
The women surrealists especially resonate with me as their art reveals their acceptance and 
return “to the ancient wisdom that humans, animals and the earth are all linked, indeed are 
at times interchangeable.50 As an artist who keeps occult practices, I am also finding it 
strange to disclose my secrets so obviously in my art making. The cute playfulness in my 
artwork is camouflage. Surrealist artist Leonora Carrington (1917-2011) talks about how 
inside the name “Mother Goose” is hidden the name “Mother Goddess”. Within most 
nursery rhymes a jaunty mask hides a morbid or dark incident51 that has become a song 
that we sing to children.52 Inside these seemingly cute, naive, childlike and cartoony 
creatures that I am surfacing in my work there are deeper and more intricate indications 
hiding in plain sight.  

The first ceramic piece I made was in autumn of 2020, part of an installation titled 
“Inner Glow Those Shadow Selves” (Fig 50-54). The ceramic vessels in this artwork were 
an embodiment of the alchemy of doing shadow work, facing fears, bringing the shadow 
self, the darker elements of the human spirit into a light of playfulness.   

  In the creation process, the two vessels grew larger than I had first imagined. I used 
the entire 12-kilogram block of clay. I remember feeling amazed that this creature wanted 
to be so big, and I let it occupy as much space as it wanted. The two-headed sculpture sat 
one on top of the other. Like in my drawings, creatures and faces began to emerge within 
every protruding shape. Faces that resembled a human head on the bottom front and back, 
and cartoon-like creature on the top head, almost a hat. The two heads had many faces 
within their shape. More creatures emerged filling its ears, sucking its eyelashes, sharing 
its energy, like noodles. More faces were painted with glaze within the cheeks and the 
interior of each head visible through the open holes of the eyes and mouths. Candles were 
lit, shining out of the holes. On the top vessel the face on the back was submerged 
underwater, lurking in the subconscious, candles floating on top of the water.  
 
3.1 Presentation, Presence  

Coming originally from the black box of the theatrical stage to the white cube of fine art 
has been another process of reinvention. I have been experimenting with ways to present 
my work to develop a way that sustains an experience.  

                                                
50 The Genres and Genders of Surrealism, p.94 
 
51 For example the song Ring around the Roses is actually about the Black Plague. 
 
52 Singing Bell, “Dark Stories and Hidden Meanings behind Nursery Rhymes,” Singing Bell , March 22, 
2021, https://www.singing-bell.com/dark-stories-and-hidden-meanings-behind-nursery-rhymes-and-
lullabies/. 
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In critique53 Inner Glow Those Shadow Selves brought up questions about 
presentation of the work. Did it need all the extra theatrical scenario? Could the piece stand 
on its own without it? I have tried it both ways and it is hard to have a definitive answer. 
When I presented the sculptures by themselves in a solo show54 there was a mention that 
the scenario I had created previously was missed.   

For me, to be immersed in the environment of an art installation is an 
overwhelming experience that I appreciate. Visual artist Hrafnhildur Arnardóttir aka 
Shoplifter (1969-) uses vibrantly coloured synthetic hair to create maximalist installations. 
Experiencing her work Chromo Sapiens (Fig. 55) at Listasafn Reykjavíkur55 was a luscious 
overflow of colour and texture that invoked a transformation from Homo Sapien to 
Chromo Sapien.56  

Yayoi Kusama (1929-), is an artist known for work filled with hallucinatory 
infinities of dots (Fig. 56). In one part of her practice, she creates infinity chambers that are 
enclosed rooms where the viewer enters and shuts the door behind. Inside they find 
themselves transported to a different world. Kusama says “With just one polka dot, nothing 
can be achieved. In the universe, there is the sun, the moon, the earth, and hundreds of 
millions of stars. All of us live in the unfathomable mystery and infinitude of the 
universe.”57 It is in this infinity that we as a microcosm can resonate with the macrocosm, 
creating an intergalactic harmony.  

Klara Kristalova (1967-), a Swedish-Czech artist, said she was drawn to ceramics 
because she “wanted her stories to have body”. She grew up walking in the woods and 
reading folktales. She trained as an interpreter and now in an abstract way re-interprets the 
world into her art as a mythology. In Kristalova’s work she is blending human, animal and 
nature together, often with a theme of the process from girlhood to womanhood, “this 
process of growth is sublimated into a transmogrification”.58 In her 2017 solo show 
“Camouflage”59 Kristalova presented ceramic sculptures placed among three islands of 

                                                
53 This was during a group class critique the week preceding the Spark Plugs MA1 group show, Hæ, can you hear me?, 
December 4th-11th 2020 The Hallway, LHí Laugarnes, Reykjavík. 
 
54 Baka, Jasa. Between Worlds of Greens and Blues, March 19th-April1st 2021, Hulduland, LHÍ Laugarnes, 
Reykjavík. 
 
55 Hrafnhildur Arnardóttir, Chromo Sapiens, January 1st-March 19th 2020, Listasafn Reykjavíkur, Reykjavík. 
 
56 Áslaug Guðrúnardóttir, “Hrafnhildur Arnardóttir / Shoplifter: Chromo Sapiens,” Hrafnhildur Arnardóttir / 
Shoplifter: Chromo Sapiens (Reykjavík Art Museum, May 11, 2021), 
https://listasafnreykjavikur.is/en/exhibitions/hrafnhildur-arnardottir-shoplifter-chromo-sapiens. 
 
57 Formidable Mag, “Yayoi Kusama,” FORMIDABLE MAG, 2011, https://www.formidablemag.com/yayoi-
kusama/. 
 
58  Louisa Elderton and Rebecca Morrill, “Klara Kristalova” in Vitamin C: Clay + Ceramic in Contemporary 
Art (London, England: Phaidon Press Limited, 2017), pp.144-147. 
 
59 Perrotin, “Klara Kristalova,” Klara KRISTALOVA Camouflage solo show (Perrotin, 2021), 
https://www.perrotin.com/exhibitions/klara_kristalova-camouflage/3229. 
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living plants and moss, a scenography designed by Thierry Boutemy (Fig 57). These hills 
evoke the sensation of her garden that grows behind her studio where she lives in the 
countryside, outside of Stockholm60. Though we do see white walls behind the installation, 
the smell of the vegetation is immersive and the sculptures, though clearly visible, do 
playfully integrate themselves blending with the colours and textures of the plants.  

I found it to be a successful installation of my work when I presented ceramic and 
mixed media sculptures, that I first made for Cave of the Oracles at Miðpunkt61 (Fig. 61-
66), at a group show at The Factory62 in Djupavík63 this past summer. My installation was 
called “Verur úr Hulduheimum/Creatures of Another Realm”. From my description of the 
work:   

“Inspired by folklore and forces of nature, creatures of new mythologies have been 
manifested through intuitive gathering; plucked from the ethers, surfaced on the page and 
then formed in clay. Individually each sculpture is a spirit object, a creature from an 
ethereal realm, to give comfort to a companion during their process of rebirth and contains 
a narrative of its own mystery. They have come here together to create an energetic vortex 
concentrated between them, a powerful formation. Visitors are invited to sit with the 
sculptures to focus their intentions, make wishes and receive divinatory messages.”   

Each sculpture was placed on top of a locally sourced (with permission), cut piece 
of found driftwood from the nearby Strandir coast (Fig 58). Djúpavíkurfoss, a striking 
waterfall that cascades down the side of the mountain outside the factory, was visible 
through the windows where I also hung prisms, behind the installation (Fig. 59). Every 
sculpture that had an open vessel was filled with water from this waterfall. Water is by 
nature an intuitive element. The sculptures were arranged in a row with the waterfall 
behind them facing one sculpture of a small sphinx, one of her wings hanging in the 
window behind her.   

I think with this work, the placement of sculptures worked well as clear statement. 
They communicated with their surrounding environment, the decomposing abandoned 
factory and the natural surroundings, with each other and with the audience that came to 
the opening since everyone seemed to enjoy them. I can’t be sure that any messages were 
communicated to the audience but for me it was an intensive experience that felt 
significant. In future I think each piece can stand alone in its own right but they can also be 
presented together in different configurations. I tried several ways to arrange the works in 
this show. One formation I would like to try again is in a large circle where either a large 
sculpture and/or the audience is invited to sit in the center, at the convergence point of 
concentrated energy: to engage with the infinite.  
                                                
60 IBID 
61 Cave of the Oracles/Cavas Oracla/Véfrétt, May 15-20th 2021, Solo show at Miðpunkt, Kopavogur. 
62 Emilie Dalum, “The Factory (@Djupavikart) on Instagram ,” Djupavik Art (The Factory, 2021), 
https://www.instagram.com/djupavikart/. 
63 Emilie Dalum, The Factory 2021 - Djúpavík & Þingeyri, 12 June to 12 September 2021, Djúpavik, Iceland. 
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4. Solo Show: Orbit of a Long-Haired Star ~ Sporbaugur Síðhærðrar Störnu  
 

In the large white cube gallery Kubburinn at LHÍ I had the space to try out a circular 
configuration of sculptures with, as I had wanted to try out from the show in Djúpavík, 
both a large sculpture and the audience in the center. This circular arrangement was in fact 
a spiral formation (Fig. 81, 104), inspired by Aya Takano’s Fibonacci association to 
cuteness64 and the overlapping energies of the past and the present to create a sparkling 
future.  

The idea for this show came together after I made a full page drawing collage for 
Gallerí Hillbilly in Stundin Newspaper (Fig. 69)65 and then developed it further into a 
risograph poster (Fig. 70). A recent drawing I had made of a figure sitting looking at the 
celestial event of a shooting star in the distance was surrounded by a collage of my 
drawings from sketchbooks that I had gathered over the past ten years, five years before 
and after moving to Iceland from Canada in 2017. I had never before tried to put all my 
drawings together in this way and it was very exciting to see them so naturally fit together, 
at home in their own universe. In a tutorial with Bryndís Snæbjörnsdóttir she pointed out 
that this collaged image felt like what the show would be, and it became obvious to me that 
it was. I began to imagine a room full of beings who had arrived for a significant event. 
Parallel to imagining this show and manifesting it externally, the drawings collaged in the 
poster implored me to create a book where they could take up more space (Fig. 72-80). The 
book became an inward manifestation. Making it involved traveling through the fabric of 
time, laying out the drawings in a linear trajectory but also noticing patterns that 
reoccurred, bouncing the shine of a mirror reflection through different iterations of self and 
home that are all linked. This book became the heart of the show.   

Orbit of a Long-Haired Star is a metaphor linking the event of the show to a 
celestial event, like that of a voyage of a comet and the reoccurring cyclical event of its 
view from earth. Like Halley’s Comet (Fig. 67, 68), who was thought of throughout history 
as an omen66 (fortuitous or foreboding). As well the title nods to my belief in wishing upon 
a star as a powerful form of natural magic, to believe that nature’s power, when asked to, 
can transform. The show itself is a spell to create transformation. I arranged sculptures in a 
spiral, creating a suggested trajectory of interaction, for the viewer to orbit the space, as 
they themselves are celestial bodies, orbiting stars. At the center of the spiral was a large, 
                                                
64 Caro, “May All Things Dissolve in the Ocean of Bliss: Exclusive Interview with Aya Takano,” Hi 
Fructose, April 10, 2014, https://hifructose.com/2014/04/10/may-all-things-dissolve-in-the-ocean-of-bliss-
exclusive-interview-with-aya-takano/. 
 
65 Jasa Baka, “Orbit of a Long Haired Star ,” Stundin, October 23, 2021, sec. Hús og Hillbilly. 
 
66 Erik Gregersen, “9 Celestial Omens,” Encyclopædia Britannica (Encyclopædia Britannica, inc.), accessed 
April 10, 2022, https://www.britannica.com/list/9-celestial-omens. 
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suspended metal Long-Haired Star, which spun on its own axis (Fig. 84). Two crescent 
moons hung below the Long-Haired star and a twist of wire, indicating a face. A seat 
facing the star was offered to the viewer, at what could have been the stage, with overhead 
projected light throwing soft colours from a prism over them and through the cut-out shape 
of the star, its shadow behind the viewer on the back wall (Fig. 71). This being a focal 
point of the room and the center of the spiral, the viewer is invited here to sit and look at 
the book. On the cover of the book was a figure looking at the star (Fig. 72), this image 
mirroring the viewer seated in front of the star. By viewing the show, they are activating a 
prophecy. The book, being a mirror of the activated situation, becomes about them. As 
they look at the drawings in the book there is an inward spiral that occurs. The eight 
chapters, 8 being a symbol of infinity, flow in peaks and valleys mirroring the ascending 
and descending alignment of sculptures on plinths in the room.   

The artworks in the show all share a common ground of originating from intuitive 
automatic drawings; a risograph printed book of drawings, ceramic sculptures of drawings 
with drawings on them, overhead (Fig. 117) projections of drawings on the wall (Fig. 97-
99), drawings in the shadows (Fig. 98) behind a tall sculpture, drawings carved out of 
wood with a jigsaw (Fig. 100, 101, 118) and drawings in metal using a plasma cutter 
(Fig.84). As the external invited respondent guest Sigrún Hrólfsdóttir said in the group 
critique of the show, the work is grounded in drawings. They all share insight into different 
aspects within my experienced transformations; surrender, darkness, liminality, dreams, 
celestial intervention, rebirth and blooming: rebecoming. I believe these cycles are in a 
continuous spiral that bring balance, as with Fibonacci’s Golden Means, and give glimpses 
to each other from the future to sparkle through to the past and vice versa.   

Making this show has made clear that all the artworks I make I consider 
collaborations with Intermediary beings: ambassadors that surface through the veil 
between worlds from the realm of subconscious nature. The collaboration with these 
creatures is an animistic communication between a subconscious realm of nature that I am 
surrounded by, internally and externally. While I am in this dialogue, I am visually 
translating the language of energies that are not visible but felt. In the work I show this 
animistic conversation between my subconscious nature and the nature of materials, 
environments, emotions, seasons, sequences of events, and my own body. Through this 
creative process, there is an alchemical transformation that occurs between myself and the 
sources of energy which bring our collaborative work to life. Through this experience I am 
changed in the making as much as the materials are transformed in the creation. With this 
show I explored different materials to experience their collaborative elements and varied 
effects upon me and our collaborative work. In turn, the viewer may also be transformed 
through their experience of this work. The viewer having been both a participant in the 
occasion of their own celestial event, as the star orbiting the space and the figure observing 
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the star. In company with artworks in the room, basking silently in each other’s reciprocal 
light, this is a subconscious animistic communication, erasing the borders between the seen 
and unseen. 
 
4.1 The Pedestal and The Stem of Petals 
 
The sculptures in the show as you entered the room were made of terracotta and then 
switched as the shape of plinths arched around the room to porcelain ceramic. First was a 
spiral of thorns (Fig. 85) with dried tulip petals at its center. Then a stem of thorns which 
tilted down to bow its face, a crown of leaves, to the cup of a flower resting at its feet (Fig 
86). Also a bow to greet the viewer, an offering from the hidden realm. The cup itself had a 
face or two in its petals (Fig 87). Thirdly, an animal from the subconscious realm, Dýr, 
resembling a deer Fig. 88-90) Above its head was a second head and antlers, raising a 
mask of itself above. Other faces existing on the back of its head, joining the two heads 
together, and on its bum, eyes closed. Next, fourth in the curving line, a snakelike branch 
with thorns curving in an extended S shape (Fig. 92, 93). Separate from it is a rose like 
flower with many petals and just as many faces (Fig 94, 95). A green porcelain leaf rests 
beside the snake branch with a dried rose leaf (Fig 91). Each one a symbol of growth and 
change, powerful in their own right.  

All the while to the side, confrontational as you walk into the room, standing two 
meters tall, on stacked plinths covered in purple and red velvet, is a porcelain bust with tall 
ears. A quintessential portrait of the characters that I always draw. Called “Ears with Ears” 
or “It scares me in a good way” (Fig. 96, 97) this sculpture is a reference to my personal 
experience being surrounded by these energies from another realm. The portrait in the 
center is human like with multiple sets of eyes and more eyes expand in a ripple effect. 
Creatures from a subconscious realm are surrounding the head of the human. Almost like a 
hat, but wearing each other. Demonstrating an intense link that is felt through the purple 
haired crown of the head into pointed ears that also hold beings with pointed ears.  

Beyond this sculpture is a shift into other porcelain works. Greeting you as you 
approach them is a wooden creature, Whisp, with an attached porcelain torso (Fig. 99-101) 
The legs of the body, grounded on the floor (Fig. 102, 103). Both creature and human-like 
figures are full of creatures in their curves. The first is a Vessel (Fig. 105, 106) with carved 
drawings of stars and fruit that dance together. This bowl became a prophecy for a vision I 
saw of a twirling starlike Huldufólk in my own house. The second is a three legged many 
faced object, Tripod (Fig. 107-109). Third, a plate with a pressed doily pattern, creating a 
Vortex (Fig. 110). Fourth was a sculpture called Prophetess or Völvu (Fig. 111-113). On 
her dress were prophecies of the future. One part of the drawing depicted a white creature. 
The next sculpture is of this creature, “Ambassador(s) of Another Realm”, every shape of 
its lumpy curvaceous body is filled with drawings of other creatures, surfacing from it (Fig. 
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114-116). Above this last sculpture is a suspended wooden creature, flying with cutout 
diamonds in it’s body (Fig. 118). 

Each ceramic sculpture in this arching shape was presented on a white plinth, 
which were positioned to be diamonds rather than squares, in descending and then 
ascending heights within the spiral shape. This alignment gave me the feeling of the 
sculptures hovering, that they were existing at their own plane in the environment, on their 
own horizon line. Two overhead projectors were used; one with drawings projected across 
the back wall of another iteration of a figure surrounded by creatures, the same image used 
on the front side of the pamphlet of the show (Fig. 117). The second with a prism put on 
the top of the lens to diffuse the light with colours. The second threw light through the 
large metal star mobile, casting a beautiful shadow behind. If I had had more overhead 
projectors I would have projected drawings on the white plinths to make them more 
invisible. One idea I wanted to try was to build wooden stems for each sculpture, 
regardless of whether or not it was flowerlike, to show that each object was a collaboration 
with the nature of materials and my subconscious nature. Martha Haywood, a fellow 
student, said during a group class critique that followed the show:  

The sculptures and works are breathing. Today you are making a super organism or a 
forest, since trees breathe through their skin, the sculptures don’t bother me that they aren't 
floating, I feel like they are connected through the floor. I totally more than ever get what 
you mean about them being nature, since they are part of nature, growing out of the floor, 
the shadows are breathing out of the light. This moving is a breath.  

  

After the opening and before the critique I drew some faces in the shadow behind 
the tallest sculpture, the bust with tall ears, “It scares me in a good way”. Some sculptures 
included dried flowers or leaves to infuse their metaphysical energy. The first sculpture on 
a plinth as you walked in was a terracotta spiral with thorns, a dried tulip flower at the 
center, its petals themselves spiraling outwards from its’ center, a huge clue and metaphor 
for the show. After the opening I added more flowers to some sculptures and branches of 
thorns coming out of the Prophetess’s ceramic flower hat (Fig. 119). When I talked to 
artist Claire Paugam in a tutorial after the critique she brought up that I could have 
continued even further to add to the show while it progressed. This made so much sense to 
me that I could have kept growing the show, surfacing more drawings in different 
shadows, adding more details and by the end there would have been another arch of 
transformation. I have often thought about having a show in a greenhouse or a garden but 
now I also realize that I can manifest this growth without any plants.   

Instead of also making a performance as I would have some years ago I decided 
that I wanted the artwork to “perform” by existing. For now, at least, I want to give them 
all the attention. I might in the future add more layers of live interaction that heightens my 
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visions of the work. Maybe I could have dressed up in an over the top neon pink dress with 
a gathered full skirt, the fabric printed with drawings, and held each viewer by the hand 
with a red velvet glove and slowly danced them spinning slowly through the spiral and 
sprayed them with a lavender mist before they sat down to read the book. This is what I 
was doing subconsciously, however. I wanted to place my trust in the work, to let it 
breathe. Like a director who has manifested a vision, to sit back and watch the audience’s 
reaction.    

 

The spiral is an esoteric archetypal symbol that represents the cosmic force, the 
consciousness of nature.67 In relation to Aya Takano’s Fibonacci theory there is no border 
between the seen and unseen as they are integrated together and complete each other. In 
my artwork the borders are dissolved as well. Through contextualizing myself I have 
drawn the reader back and forth across time; into my childhood drawing practice to explain 
my adult drawing practice, from my past discipline of costumes in Montréal to explain the 
transition into ceramics in Reykjavík. An artwork I created reached into the 1960s to pull 
through almost 60 years later to the present.   

My practice in the last two years (2020-2022) has turned to focus on mixed media 
sculptural ceramics inspired by; hybrid archetypes, imagined, deconstructed, reinvented 
mythologies, natural phenomena, healing body dysmorphia and struggles of rebirth. I 
continue to engage with the same technique to bring these entities to life. I am alchemizing 
the communication between my subconscious, the spirit of materials and external forces, 
spirits of nature. Instead of a performative event I am making eventful vessels, containers 
of energy. When the viewer engages with the vessel, or I with it during the creation 
process, the engagement becomes an event that activates the spirits who have collaborated 
in the making of the vessel. In this event there is a communication that opens the in-
between, a liminal space, where the potential for transformation is possible.  

Hilma af Klint when she created her “Paintings for the Temple” in 1907 stated 
specifically that they should be installed in a spiral temple “to facilitate spiritual meditation 
on the transcendent reality beyond the physical world”.68 In 2019 I attended her solo show 
in New York at the Gugenheim “Paintings for the Future”. Using a prism to distort my 
lense I took photos of her paintings, my own poetic meditation, engaging with the spirit of 
her work. As I did so, I could hear her giggling (Fig.119, 120). 
  

                                                
67 “Spiral Meaning and Symbolism,” taino symbols, accessed November 8, 2021, https://www.tainoage.com/spirals.html.  
 
68 Jason Forrest, https://medium.com/nightingale/hilma-af-klint-visualizing-the-spirit-world-bb54781d9beb, 
February 15th 2019. 
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Figure 1. Jasa holding her drawing of a dress, scan of a photograph, Vancouver, Canada. 1988. 
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Figure 2: Jasa Baka. Folds, my fwends n fiends. Stretch hello, Pen and Ink, Reykjavík, April 3rd 2019. 

 
Figure 3: Jasa Baka. Mosadruslur, Reykjavík, Drawing for screenprint, 25 March 2019. 
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Figure 4, 5: Jasa Baka. Chimera Alsæla/Creatures of Ecstasy/Monsterous Bliss, Risograph Print, Reykjavík, 
May 2nd, 2021. 
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Figure 6: Unica Zürn, Untitled, ink and gouache on paper, 65 x 50 cm, 25 5/8 x 19 3/4 in.,Ubu Gallery, New 
York & Galerie Berinson, Berlin 1965. https://awarewomenartists.com/en/artiste/unica-zurn.         

 
Figure 7: Unica Zürn. Drawing. http://hazelhomeartandantiques.blogspot.com/2015/04/the-automatic-
drawings-of-unica-zurn.html 
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Figure 8: (af Klint, Hilma), Primordial chaos, Group 1, N°5, 1906-07, oil on canvas 53 x 37 cm. Sweden. 
https://www.revuedesdeuxmondes.fr/peindre-la-voix-du-monde/ 
 

 
Figure 9: Hilma af Klint, The Swan Group IX, N°7, 1915, huile sur toile,148,5 x 149,5 cm. Sweeden. 
https://www.revuedesdeuxmondes.fr/peindre-la-voix-du-monde/ 
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Figure 10: Leonora Carrington. Sculpture in front of Paintings. 
https://www.atlasobscura.com/places/leonora-carrington-museum 

 
Figure 11: Photo by Kati Horna of Remedios Varo in a mask by Leonora Carrington. 1957 Mexico. 
https://emuseum.mfah.org/objects/121068/remedios-varo-in-a-mask-by-leonora-carrington 
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Figure 12: Remedios Varo. Constelaciones. Painting. 1943. Mexico. 

https://artfacts.net/exhibition/remedios-varo:-constelaciones/938419 
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Figure 13: Len Lye, Tusalava, 1929, 35mm film, b&w, silent, 10 min, transferred to 16mm. Courtesy OCAT, 
Shenzhen. Curated by Anselm Franke. https://artreview.com/november-2013-review-animism/ 
 

 
Figure 14: Bonnie Camplin on her exhibition at Camden Arts Centre, 2016. https://vimeo.com/188403750 
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Figure 15 : Jasa doing live projections, Photo Nick Bostick,  Montréal, 2012.  
 

 
Figure 16: Jasa Baka. Table with projectors and props, Montréal, 2014. 
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Figure 17: Jasa Baka, “Floating Body” Photograph of performance with Julia Thomas in costume with 
projections and digital layer of drawn projected title, Montréal, 2012. 
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Figure 18: Jasa Baka. Photo of projections, drawing layer with water in crystal jar on a wall, Montréal, 
2015.  

 
 
Figure 19: Jasa Baka. "Lace Spectrum" Prism projections for Starlight Sun, Syngja video shoot, Montréal, 
March 4th 2012.  
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Figure 20: Claude Monet Water Lilies Painting Oil on Canvas. (Detail) France. 
 1914-26.  https://www.moma.org/collection/works/80220?sov_referrer=theme&theme_id=5110 
 

 
 
Figure 21: Jasa Baka, Prism, water, gobo, image on acetate, light gel, and crystal bowl projection 
documentation, Montréal, 2013. 
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Figure 22: Jasa Baka, photo of projections: layers of scratch drawing and acetate of vintage photo and 
crystals, Montréal, 2013. 
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Figure 23: Jasa Baka. Syngja performance at Studio XX, Montréal, 2012. 
 

 
 
Figure 24: Jasa Baka. Syngja performance at Studio XX, Montréal, 2012. 
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Figure 25: Vísir, “Ísland Á Expo 67” newspaper article with a photo of Gerður Helgadóttir´s work (middle 
right) in the Icelandic Pavillion at Expo’67 in Montréal, Reykjavík, p3. June 14th 1967. 
Vísir. “Ísland Á Expo 67.” Vísir. June 14, 1967, sec. Myndsjá Visis. 
https://timarit.is/page/2392116?iabr=on#page/n1/mode/2up/search/Ger%C3%B0ur%20Helgad%C3%B3ttir
%2C%20%C3%8Dsland%20%C3%A1%20Expo%2067.   
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Figure 26:(Left) Gerður Helgadóttir, Frumdrög að skartgrip Design for jewellery, Túsk, pappír/ink, paper, 
26x33cm, Reykjavík, Gerðarsafn, 1968. Listasafn Kópavogs-Gerðarsafn & höfundar. “GERÐUR”. p38, 
Kopavogur, Icleland. 
 
 
Figure 27: (Right) Jasa Baka. Inner Plexus of the Solar Body. Porcelain, Silver chain, glass, moonstone, 
antique ring on velvet. Reykjavík, 2021. Gerdur Helgadottir, Bronze necklace piece, Paris or Reykjavík, 
1960s (Details unknown), Gerdarsafn, Kopavogur, Iceland. 
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Figure 22: Gerðarsafn, Major of Kópavogur and Hannah Stýrmisdóttir with Jasa's work at Gerðuresque MA 
group show, Gerdarsafn, Kopavogur Island, May 2021.Figure 23: Jasa Baka.  
 

 
 
Figure 23: Detail of  Inner Plexus of the Solar Body, porcelain, glass, silver chain, with Gerður 
Helgadóttir’s bronze necklace piece both under velvet. Gerðuresque MA group show at Gerðarsafn, 
Kópavogur, 2021. 
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Figure 24: Takashi Murakami. Flower Matango  Oil paint, acrylic, fiberglass and iron 2009 Kaikai Kiki Co., 
Gallery Perrotin, Toykjo, France. 2009.  
https://moderndallas.net/takashi-murakami-fort-worth-modern/#.Ynk1cS-l2X0 
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Figure 25: Takashi Murakami's "Baka" Exhibition at Galerie Perrotin in Paris. 2019. 
https://hypebeast.com/2019/10/takashi-murakami-baka-exhibition-galerie-perrotin-paris-info-photos 
 

 
Figure 26: Takashi Murakami. My Lonesome Cowboy.(left sculpture)1998 Fiberglass, acrylic, steel Overall: 
Hiropon,(right sculpture) 1997 Fiberglass, acrylic, steel.  Spring Liquid 1998 Acrylic on canvas Unframed: 
1998 Takashi Murakami/Kaikai Kiki Co.  
https://moderndallas.net/takashi-murakami-fort-worth-modern/#.Ynk1cS-l2X0 
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Figure 27: Takashi Murakami, Untitled. Acrylic and platinum leaf on canvas mounted on wood panel. 
Perrotin, 2019.  
https://hypebeast.com/2019/10/takashi-murakami-baka-exhibition-galerie-perrotin-paris-info-photos 
 

Figure 27: Aya Takano. Floating in a Field of Primitive Life, oil on canvas, Japan, 2014. 
https://gazettedubonton.com/art2/2015/10/15/aya-takano-art-art 
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Figure 28: Aya Takano. The Princesses of The Jelly Civilization. Oil on canvas, 2017. 
https://www.perrotin.com/artists/Aya_Takano/15/princesses-of-the-jelly-civilization/39490 
 

 
Figure 29: Chiho Aoshima. Haruna in a Meteor Shower. chromogenic print, face-mounted to Plexiglas, 75 x 
279.7cm Japan, 2002. https://onlineonly.christies.com/s/first-open-post-war-contemporary-art/chiho-
aoshima-b-1974-322/43203 
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Figure 30: Chiho Aoshima. View of her exhibition featuring ceramic works and drawings “Our Tears Shall 
Fly Off into Outer Space” at Perrotin Hong Kong, Photo: Ringo Cheung, Perrotin, 2020. 
https://leaflet.perrotin.com/view/56/our-tears-shall-fly-off-into-outer-space 
https://leaflet.perrotin.com/view/56/artwork/56277/16799 
 

 
Figure 31: Chiho Aoshima. Lotus Child, FPR Lacquer. 2010 
https://leaflet.perrotin.com/view/56/artwork/56277/16799 
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Figure 32: Jasa Baka. Hi, Bye, Apple Bears. Acrylic paint, paint pens, wood stain on found wood.  
Montréal, 2017. 
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Figure 33, 34: Jasa Baka. Birth of the Apple Bears, a Creation Myth. Detail of a mural, acrylic painting on 
wall, Psychic City,  Montréal, 2017. 
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Figures 35, 36: Jasa Baka. Apple Bears, pen, ink and paint pen on paper, Reykjavík, 2017 
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Figure 37: Jasa Baka. Living Cartoons, costumes for documentary film Sisters Dream and Variations, Tyr 
Jami (pictured with Jasa) Directed by Kate Legault. Photo Laurence Philomène, Montreal, 2018. 

 
Figure 38: Jasa Baka. Living Cartoons, drawing on vintage found photograph. Montreal, 2012. 
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Figure 39: Jasa Baka, Julia Thomas, Sarah Tracy. Petting the Doctor. Projection cosutme, Dr. Eamboat´s 
Midnight Tail., Photo Peter Nevins, Montreal 2009. 
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Figure 40: Jasa Baka. Living Cartoon, costumes and projections for contortionist collaboration with 
Karianne Hayes. Métamorphose. Photo: Valerie Sangin. Studio 303, Montreal, 2013. 
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Figure 41,42: Jasa Baka. Costumes for New Spring,  
Dancers: Sasha Kleinplatz (Rose), Be Heintzman Hope (Water Creature). Studio 303, Montréal, 2017. 
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Figure 43: Sonia Delaunay, Simultaneous Dress (La Robe Simultanée), 1913. 
https://www.minniemuse.com/articles/art-of/sonia-delaunay-textiles 

Figure 44: Sonia Delaunay. Lubov Tchernicheva as Cleopatra, 1918. Costume designed by Sonia Delaunay. 
https://www.minniemuse.com/articles/art-of/sonia-delaunay-textiles  

        
Figure 45: Sonia Delaunay. Painting "Flamenco Singer" 1915.  
https://www.art-madrid.com/en/post/sonia-delaunay-beyond-the-painting 
 
Figure 46: Sonia Delauary and Tristan Tzara Poem Dress, Oublions les Oiseaux, 1922. 
https://www.minniemuse.com/articles/art-of/sonia-delaunay-textiles 
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Figure 47: Jasa Baka. Terrien/Earthling, costume sketch on photo by Kinga Michalska.  
 Choreography Nate Yaffe. Reykjavík, Montréal, 2018. 
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Figure 48: Jasa Baka. Costume for Terriens/Earthling in different iterations. Dancer Penelope Gromko. 
Choreography Nate Yaffe. Montréal, 2019. 
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Figure 49: Jasa Baka. Costumes and Props for Terrien/Earthling at Agora, Montréal. 
Photos by Denis Martin. Choreography Nate Yaffe. 2019. 
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Figure 50: Jasa Baka. Inner Glow Those Shadow Selves. Ceramic Stoneware, satin, crepe and hologram 
fabric, mirror, candles, water, lavender essential oils. Spark Plugs MA1 group show, LHÍ, Reykjavík, 2020. 
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Figure 51, 52: Inner Glow Those Shadow Selves, back side with flash and with candle light, Reykjavík 2020. 
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Figure 53: Jasa Baka. Inner Glow Those Shadow Selves, detail. Reykjavík, 2020. 
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Figure 54: Jasa Baka. Inner Glow Those Shadow Selves. Back top detail. Reykjavík, 2020. 
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Figure 55: Hrafnhildur Arnardóttir/Shoplifter Chromo Sapiens. 58th Venice Biennale installation. 2019. 
https://artzine.is/chromo-sapiens-hrafnhildur-arnardottir-shoplifters-installation-at-the-58th-venice-biennale/ 

 
Figure 56: Kusama's “Peep Show” or “Endless Love Show” 1966. https://www.dazeddigital.com/art-
photography/article/52540/1/yayoi-kusama-and-the-secret-history-of-her-infinity-mirror-rooms 



 

 
 

69 

 

Figure 57: Klara Kristalova. Exhibition view: Camouflage, Photo: Claire Dorn. Galerie Perrotin, Paris 2017.  
https://ocula.com/art-galleries/perrotin/exhibitions/camouflage/Kristalova / ADAGP Paris, 2017.  
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Figure 58: Jasa Baka. Double Headed Vessel on carved wood body, Creatures from Another Realm. The 
Factory group show, Curated by Emilie Dalum, Djúpavík 2021. 
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Figure 59: Jasa Baka. Creatures from Another Realm, stoneware and pocelain ceramic, wood, iron, chain, 
water from the waterfall, prisms, driftwood from West and East Iceland. The Factory group show, cutated by 
Emilie Dalum, Djúpavík, 2021. 
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Figure 60: Jasa Baka. Prophetess, porcelain. Cave of the Oracles, solo show, Midpunkt, Kopavogur, 2021.  
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Figure 61: Jasa Baka. Prophetess detail. 
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Figure 63: Jasa Baka. Prophetess back detail. 
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Figure 64: Jasa Baka. Sphinx, Porcelain and glaze. Cave of the Oracles, Midpunkt, Kopavogur, 2021. 
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 Figure 65, 66: Sphinx Details 
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Figure 67: Painting of the comet of 1532, which was later identified as Halley’s Comet. Science & Society 
Picture Library/SSPL/Getty Images. https://www.history.com/news/a-brief-history-of-halleys-comet-
sightings 

 
Figure 68: George Cruikshank, Illustration. Passing Events, or the Tail of the Comet of 1853. 
https://www.artinsociety.com/comets-in-art.html 
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Figure 69: Jasa Baka. Orbit of a Long Haired Star/Hringbogi Siðhærðrar Stjörnu. A Drawing Collage of 
drawings (2014-2021) for Stundin Newspaper commissioned by Gallerí Hillbilly. 23 October 2021. 
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Figure 70: Jasa Baka. Hringbogi Síðhærðrar Stjörnu Orbit of a Long-Haired Star, Digital collage of original 
drawings 2012-2022, Risograph print. Reykjavík. 2022. 
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Figure 71: Jasa Baka. Holding the book and looking at the star in the exhibition Orbit of a Long-Haired Star. 
Photo by Claudia Hausfel. Reykjavík. 2022. 
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Figure 72: Jasa Baka. Book, Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star, risograph print 160 
pages,. Reykjavík, 2022. 
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Figures 73-80: Jasa Baka. Pages from the book, Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star, 
risograph print 160 pages,. Reykjavík, 2022. 
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Figure 81: Jasa Baka. View of exhibition #1: Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. 
Photo by Claudia Hausfeld. Reykjavík 2022.  

 
Figure 82: Jasa Baka: View of exhibition #2: Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. 
Reykjavík 2022. 
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Figure 83: Jasa Baka: View of exhibition #3: Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. 
Reykjavík 2022. 

 
Figure 84: Jasa Baka: View of exhibition #4: Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. 
Reykjavík 2022. 
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Figure 85: Jasa Baka: Spiral with Thorns and dried tulip. Glazed Terra Cotta ceramic. Sporbaugur Síðhærðrar 
Störnu Orbit of a Long-Haired Star. Reykjavík 2022. 

 



 

 
 

87 

 
Figure 86: Jasa Baka. Stem and Petals in Conversation. Terra Cotta glazed ceramic. From the exhibition 
Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 87: Jasa Baka. Petals. Terra Cotta glazed ceramic. From the exhibition Sporbaugur Síðhærðrar Stjörnu 
Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 88: Jasa Baka. Dýr. Terra Cotta glazed ceramic. From the exhibition Sporbaugur Síðhærðrar Stjörnu 
Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 89, 90: Jasa Baka. Dýr. Terra Cotta glazed ceramic. From the exhibition Sporbaugur Síðhærðrar 
Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 



 

 
 

91 

 

 
Figure 91: Jasa Baka. Rose with Faces, Snake Stem, Leaf. Terra Cotta and Porcelain glazed ceramic. From 
the exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 92, 93: Jasa Baka. Stem and Rose with Faces. Terra Cotta glazed ceramic. From the exhibition 
Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 94, 95: Jasa Baka. Rose with Faces. Terra Cotta glazed ceramic. From the exhibition Sporbaugur 
Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 96: Jasa Baka. It scares me in a good way./ Ears with Ears. Porcelain ceramic, velvet. From the 
exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 97, 98: Jasa Baka. It scares me in a good way./ Ears with Ears. Porcelain ceramic, velvet. projections, 
shadows, drawings on the wall. From the exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired 
Star. Reykjavík 2022. 
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Figure 99: Jasa Baka. Whisp (wood, ceramic, acrylic, paint pen) and Entourage (verhead projection of 
drawing). From the exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 

 

Figure 100: Jasa Baka. Whisp (wood, ceramic, acrylic, paint pen). From the exhibition Sporbaugur 
Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 101,102: Jasa Baka. Whisp (wood, ceramic, acrylic, paint pen) with Legs (porcelain). From the 
exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 103: Jasa Baka. Figure of the Whisp before being broken (porcelain). From the exhibition Sporbaugur 
Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 

 
Figure 104: Jasa Baka: View of exhibition #5: Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. 
Reykjavík 2022. 
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Figures 105, 106: Jasa Baka: Vessel, with melted glass and drawings on glazed Porcelain. From the 
exhibition Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figures 107-9: Jasa Baka: Tri Pod, drawing on glazed Porcelain. Sporbaugur Síðhærðrar Stjörnu Orbit of a 
Long-Haired Star. Reykjavík 2022. 

 
Figure 110: Jasa Baka: Vortex, melted glass on glazed Porcelain. Sporbaugur Síðhærðrar Stjörnu Orbit of a 
Long-Haired Star. Reykjavík 2022. 
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Figures 111-113: Jasa Baka: Prophetess Völvu. Drawing, gold pigment, epoxy glue, glazed Porcelain. 
Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figures 114-116: Jasa Baka: Ambassador(s) of a Hidden Realm. Drawings, gold pigment and epoxy glue on 
Glazed Porcelain. Sporbaugur Síðhærðrar Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 117: Jasa Baka. Overhead projector with acetate of drawings Entourage Sporbaugur Síðhærðrar 
Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figure 118: Jasa Baka. Wisp in the Air. Carved wood, acrylic and ink. Sporbaugur Síðhærðrar Stjörnu Orbit 
of a Long-Haired Star. Reykjavík 2022. 



 

 
 

108 

Figure 119: Jasa Baka. Prophetess with thorn antlers. Porcelain sculpture, thorns. Sporbaugur Síðhærðrar 
Stjörnu Orbit of a Long-Haired Star. Reykjavík 2022. 
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Figures 119, 120: Jasa Baka. Prism Photos of paintings by Hilma Af Klint. Paintings for the Future, 
Gugenheim Museum, New York City, 2019. 


