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176761
(2000)

Side A, track 1

I arene op til dette vaerk arbejdede jeg primeert ude pa lydenes overdrev.

Men her indvarsles en ny @ra og det er forste gang, at den dybe, sugende

stemning, der senere skulle blive en signatur i min produktion, prasenteres.

In the years prior to this work I had been working primarily with extreme sounds.

176761 marked the beginning of a new era, and was the first time the deep, immersive
atmosphere that was to become characteristic of my work was presented.

»VI VAR UDE EN SEN AFTEN OG STJALE EN CYKEL«
- OM STOJENS HARMONISKE DISHARMONI
AF SANNE KROGH GROTH

Kere lytter,

Lad dig ikke narre. Udgivelsen, du her sidder med, ligner en udgivelse fra et af de fineste gallerier, spundet
ind i akademiske koncepter og stilsikker, kompromislgs modernisme. Den ligner en manifestation af et
snorlige kunstner-ouevre, der har en klar og linezr udvikling fra vark til verk. Og den etablerer en solid
fortelling om kunstneren som professionel, malrettet og ambitigs, mens den ogsa afstiver dig selv som
intellektuel kulturbruger.

Men, samtidig er den ogsa et udtryk for noget helt andet.

Lars Lundehave Hansens arbejde udspringer bade konceptuelt og geografisk et godt stykke fra ovenstiende
beskrivelse. Spoler vi tiden 25 ar tilbage, finder vi ham i det aalborgensiske undergrundsmiljg, hvor han gen-
nem 7 ar nermest boede i det brugerstyrede kulturhus 1000FRYD. “Her var sa mange slags musik,” fortaeller
han, “men det eneste som ikke rigtigt var repraesenteret, det var stgjmusik. Der var en niche, jeg kunne falde
ind i, og sa samtidig fik jeg genremaessigt en masse inspiration fra alt muligt andet slags musik.” Ud fra en idé
om, at komprimere musikken ned til ganske fa elementer, ville Lundehave finde frem til et auditivt udtryk,
der maske ikke kunne betegnes som musik, men som formidlede “den altomsluttende energi og kraft”, han
eksempelvis kunne opleve i et tungt metalnummer: “Kan man overfere de elementer til noget andet musik,
der ikke er musikalsk i sin natur, men som kan formidles som en ren energioverforsel?”

Hvis du ikke er helt med pa, hvad han mener med stegjmusik, kan jeg indskyde, at det er en genre, der ofte
finder sine redder i den historiske avantgardes dadaisme og futurisme. Scenerne for stgjmusik findes i dag
globalt, i undergrundsmiljger og pa forskellige kunstgallerier. Blandt mange, har serligt den japanske scene
siden 198oerne skabt stor opmaerksomhed under betegnelsen “japanoise”. Koncerternes astetiske udtryk
er kendetegnet ved, at en enkelt eller fa personer skaber og kontrollerer ekstrem hej hgjtalerlyd gennem
et livestyret set-up med kombinationer af analoge og elektroniske lydkilder. Lundehaves beskrivelse af sine
egne tidlige stojkoncerter med duoen MaaletHelligerMidlet666 lyder saledes:

”Vivar ude en sen aften og stjele en cykel, som vi skulle skaere op, da vi skulle bruge nogle jernkeller
til at sla pa tender med. Vi havde hort det lokale band Hunchback International, der slog pa olietender,
og vi ville lave noget lignende. Vi stjal derfor en cykel i Borgergade, og bankede under koncerten pa
ting og sager med jernkellerne. I starten var det ogsa noget med en masse kassetteband. Vi havde tre
eller fire konfirmationsanlag stablet ovenpa hinanden, en masse guitarpedaler og en kaampestor mix-
erpult, som vi havde taget fra 1000FRYDs gvelokale med ned pa scenen. Vi trykkede stop og start pa
bandene, rabte i nogle mikrofoner og manipulerede de lyde, der nu tilfzeldigvis flgj omkring i luften.
Det var meget kaotisk, og meget lidt galleriagtigt. Men meget punkrock-agtigt.”

I starten troede duoen, at det de optradte med i Aalborg, var unikt, men de blev endnu mere engagererede og
begejstrede, da de efter nogen tid fandt andsfzeller i bade Sverige, Norge og Tyskland. “Vi skrev breve frem og
tilbage, og pludselig voksede ens verden. Og da internettet for alvor blev populzrt, og man kunne fa det hjem

i sit eget hus, sa var det... hold da kaft — der er jo et helt netvark verden over.” Det var denne internationale




tilknytning, der fik Lundehave til at blive ved med at undersgge lydens kunstneriske egenskaber. “Vi havde
det sjovt, og det var det vigtigste. Vi begyndte forst senere at lede efter vores plads i kunstsystemet, og vi
fandt vores ejerskab gennem dette internationale loop”.

Om jeg skal knytte en red trad gennem Lundehaves arbejde, vil jeg vove at pastd, at en vigtig bestanddel
netop er tiden med stgjmusik pa 1000FRYD. Nar du lytter til udgivelsens 18 skaeringer, vil du erfare lyd, der
nok kan betegnes som kompositioner, men som nappe er at lytte til som musik i traditionel forstand.

Falles for skaeeringerne er, at de alle pa en eller anden made behandler, iscenesatter eller bearbejder stgj. Vi
hgrer den karakteristiske lyd af en lp, der knitrer og en pladespiller, der gar i hak. Der findes lyde af feedback,
overstyring og distortion fra en elguitar og dens pedaler, samt analoge optagelser af banken med og pa metal,
af knitrende sglvpapir og sivende balloner. Bearbejdelserne skaber auditive rum, der er dybe og uendelige, og
som nogle gange tager stgjen i en sakral retning. Andre bearbejdelser skaber en fysisk pavirkning, der, mens
du lytter, vil bore sig ind i kedet pa din krop. Andre igen skaber acceleration og intensitet gennem kunst-
nerens pracise styring af frekvensspektre og gennemarbejdede opbygninger af nuancerede klangflader.
Ind imellem optraeder ogsd enkelte harmonier. Berende for kompositionerne bliver de dog aldrig, men er
nermere at betragte som et stillads, der skal stabilisere de omstandeligt konstruerede klange og stejflader.

Hvor tiden pa 1000FRYD maske ogsa var drevet af grensesggende provokation, fremstar Lundehaves kom-
positioner pa nerverende udgivelse og i hans installationer pa museer eller gallerier, mere som bevidst
kunstferdige eksperimenter i og med lyd. Rebellen og trangen til bryde med institution og komfort lurer
dog ogsa. Et eksempel er varket Closer to God — Closer to You (2009), hvor otte pladespillere er placeret ved
hver deres hgijtaler i en ring i et stort rum. Installationens renhed og pladespillernes messende droner
skaber tilsammen en ophgjet stemning, mens selve tonematerialet bestar af bearbejdede soundtracks
fra pornografiske film. Om udstillingen af varket i Kunstpakhuset i Ikast i 2011 forklarer Lundehave:
“Borgerne var glade, indtil de fandt ud af at lydkilden var de her pornofilm. Sa var det lidt som om, at de
var... ahhhh ... det var maske ikke helt godt alligevel. Det var den dobbelttydighed, jeg har forsegt at fa
frem helt fra starten.”

Lundehave betoner ogsa selv tiden i Aalborg som vigtig, men pa en sarlig made. “I starten var det ikke
tanker, men erfaringer, jeg gjorde. Og senere forstod jeg, at der ogsa er en akademisk rammefortzlling.”
Rammefortallingen bestar for Lundehave blandt andet af en uddannelse pa Det Jyske Kunstakademi, hvor
han i serlig grad blev bevidst om hvilken betydning konceptualiseringen og formidlingen af de lydrum, han
ville skabe, havde. Samtidig erkendte han ogsd, at det var lettere for ham at finde plads til sit arbejde i en
kontekst, der ikke var defineret af musik, men som i stedet orienterede sig mod visuel kunst, og mod fluxus
og dadaistisk pregede stremninger. Nar det kommer til sidstnavnte, er det dog med en sartlig forskydning
for gje: For Lundehave er det nemlig ikke selve aktionen, der er det vigtige, men dét aktionen skaber. Og det
er siledesiformidlingen af aktionens sarlige energi, at han finder sit kunstneriske materiale. Pd denne made
gor han den stemning eller affektive kraft, som i musikalske udtryksformer ellers kun findes implicit eller
uartikuleret, til selve vaerkets form og indhold. Lundehave uddyber:

“Det uartikulerede bliver dermed en formel eller et system, der kan afkodes af flere mennesker
end af mig - og de 10 mennesker, der var sammen med mig, da jeg teenkte tanken. For man finder
ud af, at det er vigtigt, at hvis man har en idé, skal andre ogsa kunne begribe den. Det nytter ikke,
at man lukker den om sig selv og hiber p3, at andre kan forsta den intuitivt.”

Denne formel har virket og gjort, at Lundehave har kunnet installere sin lyd i mange forskellige kontekster,
der rekker fra gallerirum og installationer til offentlige bygninger og pladser.

I soloudstillingen The Space Between the Silence i Mestings Hus pa Frederiksberg i 2017, sluttede beseget af i et
merklagt rum med hejtalere, der spillede s dybe toner, at de nasten ikke var herbare. Der kan synes langt
fra en sadan minimalistisk, meditativ og introvert installation til det aalborgensiske anarki, Lundehave tid-
ligere har beskrevet. Men alligevel kan traden bestaende af stgj og energi stadig forfelges:

“Jeg har under de seneste ar bevaget mig mere over i lydrum, som man kan traede ind i. Hvor ener-
gien er bevaret, men det er et vakuum, der suger en. S3, hvis man ser stgjen som en slags udfarende
effekt, der skubber, sa tror jeg mere, at de andre rum, de traekker. Det er den samme kraft, men

formidlet i to forskellige lydlige udtryk.”

Der er endnu engang en dobbelthed pa spil, og det er den, der fascinerer mig ved Lundehaves kunstneriske
virke. Vi praesenteres for ét verdensbillede, samtidig med vi implicit ogsa praeges af et andet.

Han skaber en ro, men planter pd samme tid en uro.

Husk det, keere lytter, nar du setter pladen pa anlaegget. Lyt efter det, du forventer. Men bliv ogsa ved de lyde,
billeder og paradokser, der besvarliggar det, du tror, du umiddelbart forstar.

Kerlig hilsen
Sanne

Citaterne i artiklen stammer fra et interview med kunstneren den 9/2 2021.



01001-1
(2001)

Side A, track 2

De to tonekunstudvalg under Statens Kunstfond havde udskrevet en
konkurrence med temaet ‘Yderligheder’. Efter nogle tilleb endte jeg
med dette veark, der i kort og preecis form og med effektiv brug af
dramatiske virkemidler udlgste en premiering.

The sound art jury at the Danish Arts Foundation issued an open call with the
theme ‘Extremes’. After several attempts, I ended up making this work, which was
given an arts foundation award for its short and precise form and efficient use of
dramatic effects.

»WE WENT OUT TO STEAL A BIKE LATE ONE NIGHT«

— ON THE HARMONIOUS DISHARMONY OF NOISE
BY SANNE KROGH GROTH

Dear Reader,

Don’t be fooled. The publication before you looks like it comes from the finest of galleries, wrapped in
academic concepts and stringent, uncompromising modernism. It looks like the manifestation of an un-
wavering artistic oeuvre with a clear, linear development from one work to the next. And it establishes a
substantial narrative about the artist as a focused, ambitious professional, at the same time as boosting
your self-image as a cultured intellectual.

But it also represents something completely different.

Both conceptually and geographically, Lars Lundehave’s art comes from somewhere pretty far removed
from the above. If we rewind 25 years, we find him in the industrial city of Aalborg’s underground, where
for seven years he practically lived in a grassroots cultural centre called 1000FRYD. Looking back, he says:
“There was all kinds of music, except noise music. That’s where I found my niche, at the same time as
getting heaps of inspiration from all kinds of other genres.” Based on his idea of compressing music to
its minimal elements, Lundehave started experimenting with an auditory form that maybe could not be
classified as music, but that expressed “the all-consuming energy and power” he experienced in a heavy
metal track, for example: “Can you transfer those elements to another kind of music that is not musical by
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nature, but can be expressed as a pure transmission of energy?

If you're not entirely sure what he means by noise music, it’s a genre that’s often traced back to the
historical avant-garde of Dadaism and Futurism. Today there’s a global platform for noise music on the
underground scene and in art galleries, including the Japanese noise music scene ‘Japanoise’, which has
been a major draw since the 1980s. Noise concerts usually take the form of one or more people creat-
ing and controlling extremely loud amplified noise in a live set-up combining analogue and electronic
sources of sound. This is how Lundehave describes his own early noise concerts as a member of the duo
MaaletHelligerMidlet666:

“We went out to steal a bike late one night so we could cut it up to make iron clubs we could then
use to beat metal barrels. We'd seen the local band Hunchback International using oil drums, and
wanted to do something similar. So we stole a bike on a local street and used the iron clubs to
pound on all kinds of stuff. We also played around with a lot of cassette tapes in the beginning.
We had three or four teenage stereos piled on top of each other, loads of guitar pedals, and a
massive mixer we'd dragged onto the stage from 1000FRYD’s rehearsal room. We pressed ‘stop’
and ‘start” on the tape-players, shouted into some mics, and manipulated the sounds that were
tlying randomly through the air. It was very chaotic and not at all like a gallery. Pretty punk-rock
though.”

In the beginning the duo thought that what they were performing in Aalborg was unique, but they were
even more fired up and enthusiastic when they found kindred spirits in Sweden, Norway and Germany:
“We wrote letters back and forth, and suddenly our world expanded. And when the Internet really started
to be a thing and you could get connected at home it was like ... wow - this network’s worldwide.”




It was these international connections that inspired Lundehave to keep investigating the artistic qualities
of sound: “We were having a great time, that was the most important thing. It wasn’t until later that we
started trying to find our place in the art system. It was through this international loop that we started to
really own what we were doing.”

If I were to weave a connecting thread through Lundehave’s art, I would say his time making noise music
at 1000FRYD is key. When you listen to the 18 cuts — or tracks — on the LPs here, you’ll hear sounds that
could be called compositions, but that are unlike listening to music in any traditional sense.

What all the cuts have in common is that in one way or another they work with, stage or process noise.
We hear the characteristic sound of an LP crackling and the needle getting stuck. There is the sound
of feedback, overload and distortion from an electric guitar and its pedals, as well as analogue record-
ings of hammering with and on metal, rustling tinfoil, and slowly deflating balloons. Using such sounds,
Lundehave creates auditory spaces that are deep and infinite and can push the noise in the direction of
sacred rite. Some works create a physical impact that penetrates your body as you listen, and in others the
artist’s precise control of frequency spectra and his careful construction of nuanced noisescapes create a
sense of acceleration and intensity. Now and then there is even the occasional harmony. Not that these
ever carry the compositions: they are more like a kind of scaffolding, stabilising the intricately construct-
ed noisescapes and soundscapes.

Whereas during the time he spent at 1000FRYD Lundehave was perhaps driven by the desire to provoke
and test boundaries, the compositions here, as well as his gallery and museum installations, are more con-
scious, elaborate experiments in and with sound. Rebellion and the urge to break with the establishment
and its comfort zone are, however, never far away. One example is Closer to God — Closer to You (2009), where
eight turntables, each with a loudspeaker, are placed in a circle in a large room. The minimalism of the
installation, together with the chanting droning of the record players, create an incantatory atmosphere
— albeit one based on sounds taken from the soundtracks of pornographic films. Talking about exhibiting
the work in 2011, Lundehave recalls: “The locals were happy until they found out that the sounds came
from porn movies. Then it was as if it wasn’t that great after all. That’s the kind of ambiguity I've tried to
create from the very beginning.”

Lundehave himself emphasises the importance of his time in Aalborg, but in a specific sense: “In the
beginning I didn’t have ideas, I had experiences. It was only later that I understood there was an academic
framework for what I was doing.” This awareness dawned during his time at the Jutland Art Academy,
where he became particularly aware of the role of the conceptualisation and dissemination of the sound
works he wanted to create. At the same time he realised that it was easier for him to locate his work in a
context defined not by music, but more in tune with visual art and the influences of the Fluxus movement
and Dadaism. Although in terms of the latter, with a significant shift. For Lundehave it is not the action
itself that is key, but what the action creates. It is thus in the mediation of the energy of the action that
he finds his artistic material. In doing so, he makes the atmosphere or affective impact only to be found
implicitly or in unarticulated form in musical expression into the very configuration and content of his
work. As he explains:

“The unarticulated thereby becomes a kind of formula or system that can be decoded by others
than me - and the ten people I was with when I had the idea. You discover that if you have an idea,
it’s important that others understand it too. There’s no point in making something that’s entirely
self-referential in the hope that others will just ‘get it” intuitively.”

This is a formula that has worked well, making it possible for Lundehave to present his works in a wide
range of contexts including galleries, installations, public buildings and urban spaces.

In his solo exhibition The Space Between the Silence in 2017, the last work was a dark room with loudspeakers
playing tones so deep they were almost inaudible. It might seem a long way from this kind of minimalist,
meditative and introvert installation to the anarchy in Aalborg Lundehave describes above, but a unifying
thread of noise and energy can still be traced:

“In recent years I've moved more and more towards soundscapes people can actually enter. Where
the energy remains intact, but where there is a vacuum that draws you in. So if you see noise as
being extrovert and having a push effect, then I think these works have a pull effect. It’s the same

kind of energy, but expressed in two different ways acoustically.”

Yet another duality, which is what fascinates me about Lundehave’s work. We're presented with one uni-
verse, at the same time as experiencing the implicit impact of another.

He creates a sense of calmness, at the same time as sowing the seeds of disquiet.

Remember that, dear reader, as you put the vinyl on the turntable. Listen for what you expect, but dwell
on the sounds, images and paradoxes that complicate what you think you already know.

Yours,
Sanne

All quotes in the article are from an interview with the artist on February gth 2021.



THEME FROM LUP
(2003)

Side A, track 3

Sandsynligvis det sidste regulare harsh noise veerk jeg har lavet. Det
fandt vej til en obskur mp3-compilation med andre danske kunstnere,
der blev udgivet af XCAL i et ukendt oplag.

Probably the last genuine harsh noise work I made. It became part of an obscure
MP3 compilation with other Danish artists released in an unknown edition by XCAL.
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OUTER PERIMETER
(2007)

Side A, track 4

Dette vaerk blev udvalgt af en international jury til at deltage pa en lydkunst-
festival i Istanbul. Jeg er aldrig blevet klar over om festivalen faktisk fandt
sted. Jeg var der i hvert fald ikke, kommunikationen lgb ud i sandet og selv
internettet er tvetydigt omkring hvordan det hele endte. Jeg tror ikke, festival-
en blev afviklet som planlagt, men den fandt formentligt et andet format. Sa
maske blev varket alligevel prasenteret for et publikum dér?

This work was chosen by an international jury to be part of a sound art festival in Istanbul.
I never found out if the festival actually took place. All I know is I wasn’t there. Any com-
munication I had with them fizzled out, and even the web is unclear about what happened
in the end. I don’t think the festival went ahead as planned, but maybe it took place in a
different format where my work was presented for an audience?



CLOSER TO GOD - CLOSER TO YOU
(2009)

Side B, track 1
Dim: @ 8 m.
Speakers, turntables, 8 custom cut 7” records, MDF.

Installationen blev lavet til udstillingen Sound Made Visible i Viborg Kunsthal. Folk bliver som regel overraskede,
og i enkelte tilfelde bestyrtede, nar de finder ud af at lydene er sten og orgasmer fra pornografiske film.

The installation was made for the exhibition Sound Made Visible at Viborg Kunsthal. People are often surprised and
sometimes shocked to discover that the sounds are gasps and groans from the soundtracks of pornographic movies.




SPIDERBYTES
(2009)

Side B, track 2
Dimensions: 120 x 160 cm.
Speaker units, pencils, paper, MDF, sound system.

Til udstillingen Sound Made Visible forsegte jeg yderligere at skabe den mest direkte tolkning af udstillingstitlen i et veerk. Installationen
har siden veret vist verden over og fik i 2011 en honorary mention ved Prix Ars Electronica. Lyden pa LP’en er en sammenklipning af
optagelser fra Berlin (DE) og Waterford (IRL), der understreger rummets pavirkning af verkets lyd.

For the exhibition Sound Made Visible I also made a more direct interpretation of the exhibition title. The installation Spiderbytes has subsequently toured
worldwide, and in 2011 received an honorary mention at Prix Ars Electronica. The sound on the LP is edited from recordings made in Berlin and Waterford,
Ireland, underlining how different spaces impact on the sound in the work.
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SOMEWHERE IN TIME
(2012)

Side B, track 3

Dimensions: variable.

Hand-built turntables, MDF, found postcards containing sound, speakers.
Supported by the Danish Arts Foundation.

Pa et loppemarked i Berlin fandt jeg nogle flotte postkort fra Tyrol, hvorpa der er skaret en sang fra det
omrade postkortet stammer fra. De 131 min skuffe i lang tid, inden jeg vidste hvad jeg skulle med dem.
Senere monterede jeg postkortene pa en hjemmebygget pladespiller, der kerte helt utroligt langsomt.
P4 den made blev postkortene transformeret fra en munter hilsen til et brel fra fortiden. Lyden pa
LP’en er en sammenklipning af optagelser fra Kebenhavn (DK) og Madrid (ES), der understreger rum-
mets pavirkning af varkets lyd.

At a flea market in Berlin I discovered some wonderful Tyrolian postcards with songs from the areas the cards come
from cut into the surface like a record. I kept them in a drawer for ages without really knowing why. Later, I installed
the postcards on hand-built turntables running at an extremely low speed, transforming them from a cheery holiday
greeting to a roar from the past. The sound on the LP is edited from recordings made in Copenhagen and Madrid,
underlining how different spaces impact on the sound in the work.
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TABULA RASA
(2013)

Side B, track 4
Dimensions: variable.
Speakers, ratchet lashing straps, wheels and tyres, sound system.

Jeg var i gang med at undersgge interferens og dissonans mellem toner og pa en eller made
ledte det til en ret oppulent, nermest bibelsk forlgsning. Veaerket fandt vej til LydKunstArkivet,
en dobbelt cd udgivet af MonoBlaster i 2013. Men det fandt ogsa vej til en installation pa en
soloudstilling aret efter, hvor jeg tillempede varket en fysisk manifestation

I was investigating interference and dissonance between tones, which coincidentally led to a work with
an intense, almost biblical sense of release. The work was included on the double CD LydKunstArkivet
released by MonoBlaster in 2013, but also took physical form when adapted for an installation in my solo
exhibition the following year.
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ETERNAL STORM
(2014)

Side B, track 5
Dimensions: variable.
Shattered greenhouse, multichannel sound system.

Dette var hovedvarket pa en soloudstilling, der fandt sted
ikke lenge efter stormen Bodil i 2013. Jeg havde fundet
et smadret drivhus pd mark og faet det malet sort. Det var
ophangt fa centimeter over jorden og drejede meget lang-
somt rundt, lige en anelse off-axis, mens en digital konstru-
eret storm bragede ud af et hgjttalertarn i hjernet.

This was the main work in a solo exhibition held not long after Cyclone
Xaver hit Denmark in 2013. I discovered a shattered greenhouse in a
field and had it painted black. It was hung a few centimetres above the
ground, rotating extremely slowly and slightly off-axis as a digitally
constructed storm roared from a speaker stack in the corner.
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LYDKUNST SOM FORSTYRRET OKOLOGI
AF ULRIK SCHMIDT

Lyde er komplekse feenomener. Nar vi hgrer en lyd, har den allerede sammenfgjet en lang rakke forskel-
lige forhold i sig, som virker ind pa hinanden og klinger med, ogsa nar vi ikke er opmarksomme pa det.
Tenk for eksempel pa, hvordan noget sa umiddelbart velkendt og simpelt som at here en gren knaekke
i skoven involverer en lang rekke indbyrdes forbundne forhold: fornemmelsen af tykkelsen pa grenen,
hgjden pa trzet, den falder fra, og egenskaberne ved det underlag, den lander pa. Hvor i skoven grenen
knaekker. Hvad der befinder sig af ting og materialer mellem dig og den knakkende gren. Hvilke andre
lyde, du kan here omkring dig, nar du herer den knakkende gren. Hvordan du bevager dig imens. Om du
er alene eller sammen med andre. Hvor bekendt du er med skovens lyde og hvor opmarksom du er pa dem
i situationen. Hvordan du fornemmer selve lyden som den runger gennem skoven. Hvordan den far dig til
at fgle dig i situationen, om den overraskende dig, hvilke erindringer du har om lignende lyde og s videre.

Alt det klinger med i grenens knak. Knekket er alle disse ting, der har fojet sig sammen til en enkelt

og samlet begivenhed, sarlig for netop dette sted og dette gjeblik. Vi haenger altsd pa en made sammen
med lydene. Vi er infiltreret i dem og de i 0s, og sammen filtres vi ind i tiden og rummet. Man kan sige, at
lyden knytter os sammen med omgivelserne som en gkologi af adskilte, men dog forbundne forhold, der
gensidigt pavirker hinanden: lydkilde, medium, teknologi, krop, rum, tid, information, affekt, kultur, det
sociale. Enhver lyd udfolder en form for mikrogkologi i den store gkologi.
Under normale omstendigheder leegger denne lydekologi sig omkring os som en sfeere af meningsfuld-
hed. Typisk sorterer vi dog i kompleksiteten for at traekke bestemte aspekter frem. Som nar vi i hverdagen
spontant leder i lydene efter, hvad de siger om verden omkring os. Uden en sadan reduktion af lyde til
afkodelige tegn ville tilvarelsen neppe vare til at holde ud. At omdanne den lydlige gkologi til mere
simpel information er en uundverlig, evolutionart tilleert funktion, der ligger dybt indlejret i vores per-
ceptuelle system. Vi har tidligt matte reducere lydens kompleksitet for at orientere os, for at overleve, for
at have en verden.

Nar vi lytter til musik, trekker vi typisk andre dele af gkologien ud af situationen. Hvor hverdagens
lytning hovedsageligt fokuserer pa den information, som lyden formidler fra kilde til modtager, sa redu-
ceres denne information typisk i musiklytningen for at skabe fokus pa oplevelsen af lydenes formelle og
materielle effekt. Nar vi lytter til en dyb brummende bas eller en god melodi, er selve arsagen hertil sat i
parentes, tilsloret bag teknologiens og musikernes sgmlest tilrettelagte opferelse. Vi sgger ikke informa-
tion (om &rsag og budskab), men virkning og udtryk.

Lydkunsten spiller en anden rolle i denne sammenhang. Mange lydvarker er netop kendetegnet ved
ikke at reducere den lydlige kompleksitet til bestemte aspekter pa bekostning af andre. Hvad enten der er
tale om mere sanselige eller mere konceptuelle veerker betoner mange af disse snarere kompleksiteten for
at udforske selve betingelserne for, hvordan lyd kommer til udtryk som en samlet gkologi af udvekslinger
- mellem lydlige handelser, lydligt materiale, krop, rum, teknologi og de institutionelle, kulturelle og
sociale kontekster, som de udfolder sig i.

Denne gkologiske tilgang til lyd kan ogsa ses som et centralt, om end ofte underforstaet, treek ved mange
af Lars Lundehave Hansens installationer. Pa forskellige mader satter verkerne fokus pa betingelserne
for, hvordan lyde udfolder sig og opleves i en kompleks, teknologisk iscenesat verden. Man kan sammenfat-
tende beskrive den tilgang, som praeger mange af Lundehaves lydinstallationer som en form for ‘gkologisk
dramatisering’. Gennem en rekke teknisk avancerede greb underkaster Lundehave den lydlige gkologi
forskellige former for iscenesat forstyrrelse, som — ofte ganske subtilt — indhyller situationen i en astetisk
usikkerhed om, hvordan tingene "hanger sammen’. Lyden bliver en scene for et miljomaessigt teater, vi
kan udforske og ga pa opdagelse i.



Lundehaves gkologier er ofte dobbelttydige. Pa den ene side leegges lydbegivenhedens forskellige aspekter
frem som en trovaerdig og dbenlys sammenhang. Vi ser eller far fortalt, hvordan vi skal forsta det gko-
logiske system. Men samtidig peger varkerne ofte pa noget tilslgret eller iscenesat ved situationen. Et
ubekendt led, der er sat ind mellem det auditive og det visuelle, eller en diskret forskydning i tid og rum
destabiliserer situationen og skaber tvivl om sammenhangen. Der skal som regel ikke meget til for at
forstyrre gkologien.

Et eksempel finder man i installationen Spiderbytes (2009-19). Her ser og herer vi to ‘hgjttalervaesener’ pa
fire ‘ben’ af blyanter, der bevager sig hvilelegst rundt og saetter spor efter sig pa en flade af papir. Pa et
konkret niveau blotlegger varket for os en relativt simpel gkologi i forbindelserne mellem hgjttaler-
membranernes vibrationer (lydkilde), den brummende lyd (lydens herbare effekt) og objekternes bev-
®gelse pa papiret. Men samtidig er dette simple system umiddelbart vanskeligt at fa til at stemme overens
med de sansemassige indtryk. Vi kan maske godt pa et niveau forestille os, at de sma forandringer i
bevagelsesmensteret er algoritmisk styret af et computerprogram. Men i sanseoplevelsen mangler der pa
en made stadig noget mere, som kan begrunde objekternes adfaerd’ og indsette dem tilfredsstillende i en
gkologisk sammenhang. I stedet, som for at kompensere for den manglende gkologiske balance, stimu-
leres — forstyrres - vi til spontant at snige et ekstra lag af vilje eller intention ind i gkologien. Vi skaber pa
en made vores egen gkologi gennem en form for animisme. Vi md besjzle tingene og give dem liv, samtidig
med at vi godt ved, at det blot er os selv, der projicerer egenskaber ind i systemet, som det ikke besidder.

Et andet eksempel finder vi i verket Ghostmachine (2019), som er permanent installeret i sydflgjens
indgangsparti pa Augustenborg slot. Ved at omarbejde en maskine, han har fundet pa slottet, og som
tidligere blev brugt til at give elektrochok til patienter, da stedet fungerede som psykiatrisk hospital,
opferer Lundehave et ubrudt mediearkaologisk teater af elektroniske lyde, der fgjer sig sammen med de
automatiserede bevagelser af apparatets drejeknapper og lamper. Det hele er dbenlyst iscenesat og tekn-
isk konstrueret. Og samtidig synes maskinen ud fra en stedsspecifik logik at insistere pa den gkologiske
sammenhang mellem lydkilde, lydlig effekt og visuelt udtryk, som kobler forskellige tider og situation-
er sammen i et spektakulert-foruroligende minde om fortidens groteske behandlingsformer. Tortur og
voldelig kropsterapi som en form for elektronisk musikteater.

Andre gange er den gkologiske dramatisering hos Lundehave ikke sd meget rettet mod forholdet mellem
lydkilde og det visuelle objekt, men fokuserer i stedet pa relationen mellem lydkilden, lydens sanselige
effekt og det rum, som lyden udfolder sig i. Det galder for eksempel i Equilibrium State (2019), et andet af
Lundehaves permanent installerede varker pa Augustenborg. Gar man gennem den abne portbygning,
som ferer ind til slottets gardhave, hgrer man en rungende drone af klokkelyd. Lyden, som kommer fra
hgijttalere skjult bag dere i porten, er sammensat af bearbejdede optagelser af bygningens kirkeklokke,
som stadig befinder sig i toppen af portbygningen. Gennem en diskret, nesten umarkelig teknologisk
relokalisering af lydkilden til et andet sted i samme bygning og en bearbejdning af det lydlige materi-
ale til en flydende og rungende, dronebaseret komposition, iscenesztter Lundehave rummet som lydligt
forstyrret og ustabilt. Portens lydrum er pd samme tid stedsspecifikt forankret og syntetisk lgsrevet fra
omgivelserne, pa samme tid velkendt og harmonisk sammenhangende og splittet og fremmedartet.

Bag om informationen og formidlingen af tegn, og bag om det, som varket umiddelbart synes at ville
sige os om situationen, peger Lundehaves installationer pa potentialet ved at iscenesatte lyden som en
form for forstyrret gkologi. Vaerkerne forskyder, destabiliserer og skaber tvivl om, hvordan det, vi umid-
delbart hgrer, haenger ssmmen med det, vi ser, og de omgivelser, vi befinder os i. Pa den made inviterer de
os til at opleve og reflektere over, hvordan selv sma forskydninger og manipulationer er nok til at skabe en
dramatisk forstyrrelse i systemet og stte lydens gkologiske sammenhangskraft pa spil - som en form for
kunst.

22

23

VIBRANT CATHEDRAL
(2016)

Side C, track 1

Dimensions: 6 X 5 X 1,5 m.

Electrical fans, industrial grade tinfoil, Arduino, black carpet, black fabric, lights.
Supported by the Danish Arts Foundation and DKF/KODA Culture.

Det er sjeldent at jeg ligefrem oplever, at varker slar ned i mig som et decideret syn, selvom jeg som regel har
en ret steerk idé om den visuelle udformning ret tidligt. Men lige dette vaerk ramte mig pa en gatur i Amager
Strandpark, og jeg var naesten med det samme klar over, at det ville blive et godt vaerk. Eller maske skulle jeg sige:
Et af den slags verker, jeg godt selv vil opleve: Den brusende akustiske lyd af belgende, oversize sglvpapir, der
smukt reflekterer lys pa loft og vaegge.

Lusually have a strong idea about the visual form a work will take at an early stage, but it is not often that a work comes to me as
a clear vision. Here, however, the work hit me as an epiphany while I was walking by the sea. It just came to me, and felt just right:
the surging acoustics of billowing, oversized tinfoil beautifully reflecting light onto the ceiling and walls.
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SOUND ART AS DISTURBED ECOLOGY

BY ULRIK SCHMIDT

Sounds are complex phenomena. When we hear a sound, it already reverberates with a whole host of
associations that influence each other, also without us being aware of it. Think, for example, of something
as apparently familiar and simple as hearing a branch crack in the forest. This involves a whole series of
interconnected factors: the size of the branch, the height of the tree it falls from, the nature of the surface
it lands on. Where in the forest the branch cracks. The kind of things and materials that exist between
you and the cracked branch. What other sounds you can hear around you when you hear the branch crack.
How your body moves when you hear it. Whether you are alone or with others. How familiar you are with
the sounds of the forest, and how aware of them you are at the time. How you experience the sound itself
as it reverberates through the forest. How it makes you feel at the time, whether it startled you, the kind
of memories you have of similar sounds, etc.

All of this resounds in the crack of the branch. The crack is all of these things, coalescing in a single
event unique to this specific place and moment in time. We are connected to sounds. We are infiltrated
by them and them by us, mutually enmeshed in time and space. One could say that sound connects us to
our surroundings like an ecology of separate yet interconnected elements that impact on each other: the
sound source, the surrounding medium, technology, body, space, time, information, affect, culture, the
social. Every sound unfolds a form of microecology within the larger ecology.

Under normal circumstances this sonic ecology surrounds us as a sphere of meaningfulness. Yet we usually
filter this complexity to draw out specific aspects. As in our daily lives, when we spontaneously scan
sounds to hear what they tell us about the world around us. Without this reduction of sounds to deci-
pherable signs, human existence would be barely bearable. Converting the sonic ecology into more simple
information is an essential, evolutionary function deeply embedded in our perceptual system. Since an
early stage of human development we have had to reduce the complexity of sound to orient ourselves in
the environment, to survive, to have a world.

When we listen to music we usually focus on other parts of the ecology. Whereas everyday listening
largely focuses on the information sound mediates from the source to the listener, this information is
usually reduced when listening to music in order to increase our focus on the morphological and material
qualities of the sounds. When we hear a deep, rumbling bass or a good melody, what causes it is secondary,
veiled behind the seamless performance of technology and musicianship. We are not seeking informa-
tion, but effect and expression.

Here sound art plays a different role. Many sound works are characterised precisely by not reducing sonic
complexity to specific elements at the expense of others. Instead, whether conceptual or sensory, many
sound works accentuate this complexity to investigate the actual conditions behind how sound is ex-
pressed as an overall ecology of exchanges - exchanges between acoustic incidents, sonic material, the
body, space and technology, as well as the institutional, cultural and social contexts in which they unfold.

This ecological approach to sound can also be seen as a central, albeit often implicit feature of many of Lars
Lundehave Hansen’s installations. In different ways, his works draw attention to the conditions under
which sounds unfold and are experienced in a complex, technologically staged world. This approach to
sound installation can be seen as a form of ecological dramatization. With the use of advanced techniques,
Lundehave subjects the sonic ecology to different forms of staged disturbance that - often subtly — shroud
the experience in aesthetic uncertainty about how things actually hang together. Sound becomes the
stage for a form of environmental theatre we can investigate and explore.
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Lundehave’s ecologies are often ambiguous. On one hand, the connections between different aspects
of the sonic event are laid out as credible and evident. We can see or are told how to understand the
ecological system. On the other, the works often imply that there is something covert or staged about the
situation — an unknown link between the auditory and the visual, or a discreet displacement in time and
space that destabilises the situation and casts doubt on the relationship between its different parts. As a
rule this is an ecology that does not take much to disturb.

One example of this is the installation Spiderbytes (2009-19), where we see and hear two loudspeaker ‘creatures’
with four pencil legs moving restlessly across a paper surface leaving traces in their wake. At a physical level
the work exposes the relatively simple ecology connecting the vibrations of the loudspeaker membranes
(the sound source), the humming sound (the audible effect of the sound), and the movement of the speak-
er objects across the paper. Yet at the same time it is difficult to make this simple system correspond with
our sensory impressions. At one level we could perhaps imagine that the small changes in the patterns of
movement are controlled by an algorithm. But it is as if something is missing from our sensory experience,
something that can explain the objects’ ‘behaviour’ and locate them satisfactorily within an ecological
system. Instead, as if to compensate for the lack of ecological balance, we are stimulated to - disturbed
into - spontaneously sneaking an extra layer of volition or intention into the ecology. In a sense, we create
our own ecology through a kind of animism: we feel compelled to animate the objects and give them life,
even though we know we are just projecting characteristics into the system that it does not possess.

Another example is Ghostmachine (2019), a work permanently installed in the entrance to the south wing of
Augustenborg Palace. By adapting an apparatus he found at the palace, which was used to administer electro-
shock to patients when it was a psychiatric hospital, Lundehave creates a continuous media-archaeological
theatre of electronic sounds connected to the automated movements of the machine’s dials and lamps
— all overtly staged and technically constructed. Yet with the logic of site-specificity, the machine seems
to insist on an ecological connection between sound source, sonic effect and visual form, linking different
times and contexts in a spectacularly disturbing reminder of the grotesque medical treatments of the
past. Torture and violent body therapy as a form of electronic music theatre.

In other works, Lundehave’s ecological dramatization would seem to focus not so much on the relation-
ship between sound source and visual object, as between sound source, the sensory impact of the sound,
and the space in which the sound unfolds. This can, for example, be seen in the work Equilibrium State
(2019), another of Lundehave’s permanent installations at Augustenborg Palace. Passing through the open
gatehouse leading to the palace courtyard, one hears the drone of ringing bells. The sound, emanating
from loudspeakers hidden behind the doors of the gatehouse, consists of manipulated recordings of the
church bells on the gatehouse, which are still installed at the top of the building. Through this discrete,
almost imperceptible technological relocation of the sound source in the same building and by rework-
ing the acoustic material into a continuous, resounding, drone-based composition, Lundehave stages the
architectural space itself as acoustically disturbed and destabilised. The soundscape is simultaneously
site-specific, yet synthetically disconnected from its surroundings, simultaneously familiar and harmoni-
ously coherent, yet disrupted and alien.

Behind the contextualisation and symbolism, and beyond what his works apparently aim to tell us,
Lundehave’s installations demonstrate the potential of staging sound as a form of disturbed ecology. His
works displace, destabilise and generate uncertainty about how what we are hearing is connected to what
we see and the space around us. In doing so, they invite us to experience and reflect on how even small
displacements and manipulations are enough to dramatically disturb the system and put the ecological
cohesion of sound on the line - as a form of art.



LUNAR ECLIPSE
(2017)

Side C, track 2

Dimensions: 2 X 2 X 0.4 m.

Brass bells, ball sinkers, string, MDF, electric motor, lights.
Supported by the Danish Arts Foundation and DKF/KODA Culture.

Installationen bearbejder princippet fra spilledase-mekanismen, og tilfgjer ustabilitet som et element. Motoren
drejer ikke helt jeevnt og lodderne svinger derefter, ude af stand til at ramme praecist hver gang. Klokkerne stem-
mer lige knap og toner kun langsomt ud. Interferens og dissonans sattes igen i spil og skaber et overraskende
harmonisk og meditativt resultat.

This installation uses the principle of musical box mechanics, but with the added element of instability. The motor runs slightly
irregularly, so the ball sinkers don'’t strike the bells precisely every time. The bells are marginally out of tune, and fade out very slowly.
Interference and dissonance are again in focus, creating a surprisingly harmonious and meditative effect.
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THE TWILIGHT CHAMBER
(2017)

Side C, track 4

Dimensions: 3 X 3,20 X 2,70 m.

Speakers, transducers, smoke machines, lights, Arduino, sound system, MDF, black carpet.
Supported by the Danish Arts Foundation and DKF/KODA Culture.

Jeg havde fiet en invitation fra Galleri Rumklang, der havde et meget lille sted i Jyderup. Inde i
rummet var der en monolitisk pyramide, som gik fra vag til veg og gulv til loft, og lys, der blin-
kede kryptisk mens lokalet langsomt blev totalt indhyllet i rog. Jeg havde omdannet galleriets vin-
duer til hgjttalere og vaerket kunne derfor opleves uden for galleriet hver dag i skumringstimen.

The Twilight Chamber was commissioned by Galleri Rumklang, a small gallery for sound art in the Danish
station town of Jyderup. I built a monolithic pyramid that filled the entire gallery from wall to wall and floor
to ceiling. Lights flashed cryptically as the gallery was slowly enveloped in smoke. I transformed the windows of
the gallery into loudspeakers so the sound in the work could be experienced from outside the gallery during the
twilight hour.




SINECITY
(2018)

Side C, track 5

Inspirationen kom fra en installation, hvor jeg havde brugt computergenererede sinustoner
som lydkilde. Noget jeg ikke har gjort tidligere i neevnevaerdigt omfang, ligesom jeg heller ikke
har brugt synthesizere ret meget. Alene af den grund blev det pludselig interessant at arbejde
med disse helt grundleggende byggesten og forsgge at gere noget sd universelt til sit eget.
Vaerket havde premiere pd Nordic Music Days i Helsinki i 5.1 surround sound. Nervarende
udgave er en redigeret stereoversion.

The inspiration for Sinecity came from an installation where I had used computer-generated sine waves as
a sound source. This was not something I had done much before, just as synthesizers have never really played
any significant role in my work. Maybe that’s why it suddenly felt interesting to work with such basic building
blocks and make something so universal my own. The first performance of the work was in 5.1 surround sound
at Nordic Music Days in Helsinki. The version published here is a stereo edit .
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SKAL VI ABSOLUT PUTTE TINGENE | KASSER?

AF RASMUS HOLMBOE

En udgivelse som denne, der indrammer en enkelt kunstners virke over en 20-arig periode, kan ikke undga
at putte et par ting ned i kasser. De veerker, der prasenteres og de tekster, der ledsager materialet, setter en
kontekst og indkredser en form for kontinuitet i Lars Lundehave Hansens arbejde over de seneste to artier.
Umiddelbart befinder hans praksis sig mellem mindst to forskellige kasser - lydkunst og musik - eller, som han
selv siger det, “mellem vaerker, der selv laver lyden og vaerker, hvor lyden er sat ind i.” I mine samtaler med Lars
har dette varet et tilbagevendende tema ud fra hvilket, jeg har prgvet at forstd hans praksis. Dog virker det ikke
altid til, at han selv er synderligt interesseret i de kategorier, vi normalt bruger til at sortere tingene i. Snarere er
ovenstaende en slags provisorisk arbejdsdefinition, hvor tingene i praksis godt kan flyde mere over i hinanden.

Men lad os prove at skille tingene lidt ad. Som jeg ser det, er der umiddelbart to dominerende fortallinger om
lydkunstens forhold til musikken: den engelsksprogede og den tyske, der, hvis man skeaerer dem lidt groft, er
ret forskellige bade i oprindelse og i intention.

Hvis vi tager den engelsksprogede forst, sa kommer lydkunsten til syne gennem en rakke gruppeudstill-
inger i USA fra midten af 1960erne og fremefter. Det er altsa en kuratorisk interesse fra et billedkunstnerisk
felt, som 1 forste omgang samlede sig omkring billedkunstnere, der var begyndt at inkorporere lyd i deres
varker - eller komponister, der var begyndt at arbejde i mere visuelle og rumlige formater. Samtidig har vi at
gore med en sammenkaedning af en reekke individuelle og meget forskellige kunstneriske praksisser under
en fzlles betegnelse, der op gennem 1970erne bliver yderligere kompleks efterhanden som ogsa koncept- og
performancekunsten entrerer galleriscenen. En slags ad hoc definition, der vokser i takt med, at genstands-
feltet knopskyder og forgrener sig. Det serlige i denne primzrt amerikanske kontekst er, at efterhanden
som behovet for en kritisk akademisk diskurs omkring feltet opstar, udvikler der sig en tendens til at ville
definere lydkunsten ud fra lydens mediemassige specificitet. Pa den ene side kan dette forstas som en slags
diskursivindramning, der legitimerer og giver muligheder til et givent kunstfelt. Tager man de kritiske briller
pa, kan det dog ogsa forstas som en lidt gammelmodernistisk essentialisme, hvor man forseger at opretholde
og forfine de allerede etablerede skel mellem traditionelle kunstmedier for derigennem at kunne udskille
lydkunsten som en serlig genre i forhold til fx musik, billedkunst, poesi, installation osv.

En konsekvens af dette blik bliver, at lydkunsten ofte er blevet beskrevet som en mere eller mindre direkte
modsatning eller antitese til musikken, der til gengzld forstas som et snavert og afgraenset estetisk domane
defineret ved en raekke formelle, institutionelle og historiske konventioner, der betinger dens produktion og
reception (fx partituret, orkestret, langspilleren, koncertsalen osv.). Ud fra dette perspektiv er det da ogsa relativt
nemt at fa gje pa en raekke formelle, institutionelle og historiske konventioner, der betinger musikkens produk-
tion og reception. I forleengelse heraf bliver det ligeledes nemt at positionere lydkunsten som en langt mere eks-
perimenterende, medieundersggende og frem for alt kritisk praksis. En kunstform, der gennem foranstaltninger
af konkrete undersegelser af lydens mediespecifikke materialitet og dennes indlejring i omverdenens strukturer
bliver i stand til at friseette lytteren fra musikkens konventioner og forestillinger om astetisk autonomi.

Problemet er at der arbejdes med nogle relativt snaevre definitioner af, hvad musik er. P4 den ene side en
forstaelse, der ligger i forleengelse af den vestlige traditions kompositionsmusik, hvor musikkens lyd er forud-
bestemt af en komponist, noteret i et partitur og fremfert af uddannede musikere for et dannet koncertsals-
publikum, der sidder ned og er stille og i gvrigt kender de kulturelle koder, der er indlejret i situationen.
Pa den anden side en forstaelse, der ligger i forlengelse af populermusikken som et faenomen, der ukritisk
omfavner kapitalismens formater og forretningsmodeller. Som den informerede musikforbruger i det 21.
arhundrede vil vide, findes der adskillige bade mellem- og yderpositioner i forhold til disse to stereotyper — og



musik er selvfelgelig (bide i empirisk, teoretisk og kontekstuel forstand) en langt mere dynamisk stgrrelse
end disse positioner indikerer. Der er med andre ord en fare for, at musik, hvis den forstas som modbillede til
lydkunst, bliver gjort til en forsimplet stramandsfigur for at kunne fungere som en negation af lydkunstens
egenart. En uheldig sideeffekt ved dette perspektiv er, at man i de fleste tilfeelde bliver tilsvarende blind for
de kulturelle, sociale og historiske konventioner og kontekster, der nadvendigvis ma gelde lydkunsten i lige
sa hgj grad som musikken.

I Tyskland kan man se en lignende historie i forhold til fremkomsten af gruppeudstillinger fra slutningen af
1960erne og fremefter. Den afgerende forskel i forhold til den engelsksprogede rammeszatning af lydkunsten
er, at diskussionerne i Tyskland i hej grad er sprunget fra det musikvidenskabelige miljg, hvor man netop
var interesseret i at historisere de kunstneriske eksperimenter med lyd i kontekst af musikken savel som i
kontekst af de historiske avantgardebevagelsers tvaerastetiske eksperimenter med instrumentteknologier,
stgjlydskomposition og lydpoesi. Pd den made kunne man tegne en historisk linje, der gik fra det 20. arhund-
redes tidlige avantgarder som dada og futurisme over 1950ernes musique concrete og elektroniske musik og
til 1960ernes udvidelser af kunstbegrebet mod bade klangskulptur, installation, radiokunst, performance,
konceptuelle praksisser og text-sound.

Dette udgangspunkt for fortellingen om lydkunst er qua sin historiske forankring bade bredere og mere
rodet. I stedet for at tage udgangspunkt i lydens materialitet eller mediespecificitet kan lydkunsten i denne
tradition maske bedst sammenfattes under begreber om intermedialitet og situation. Forstiet pa den made
bliver lydkunst ikke til en bestemt genre eller kunstform, der er defineret af ét bestemt kunstnerisk medium.
Snarere opererer lydkunst netop imellem de kendte og allerede definerede kategorier og altid i en bestemt
kontekst. Og maske har den det i virkeligheden helt fint i det mellemrum - i sprazkkerne mellem det som vi
kender, og det som vi ikke helt ved hvad er.

Men hvad har denne mere eller mindre akademiske diskussion med Lars Lundehave Hansen og hans kunst at
gore? Vi kan bruge den til at sette ord pa hvad det er for et felt han arbejder i, og for mig hjelper den i hvert
fald til at forsta, hvordan jeg kan tilgd hans varker fra flere vinkler pa én gang — med en bevidsthed om at
kasserne eksisterer, men uden at jeg behgver at putte verkerne ned i dem.

Da jeg forste gang lyttede til de skaeringer, der er med pa denne udgivelse, var jeg godt klar over at nogle af
dem var lavet primzrt som musikalske kompositioner, mens andre var optagelser af installationsvaerker med
en markant visuel og rumlig dimension. Samtidig havde jeg oplevelsen af, at jeg sagtens kunne lytte til det
hele med den samme form for opmarksomhed. Alle skeringerne er jo afgraensede forlgb i tid, der har bade
struktur, udvikling, start, midte, slutning, fortzlling og intensitet — alt sammen egenskaber man kan tilleeg-
ge de komponerede forleb, som vi normalt ville kalde musik. Samtidig 2endrede denne nye lytteoplevelse
ikke grundlaeggende ved min erindring af det smukke, gradvist forfaldende og forferende landskab af lys
og selvpapir, som var min ferste oplevelse af installationen Vibrant Cathedral, da jeg for nogle ar siden sa den
pa en udstilling. Neermere blev der fgjet nye lag til veerket, ved at installationen nu var frargvet sin rumlige
dimension. Eller i et veerk som Spiderbytes, hvor lyden prasenterer en form for dialog, diskussion eller tilnar-
melse mellem to forskellige hejttalervasner, og hvor de samme vasner nermest synes besjelede, nar man
oplever installationen og ser dem danse om hinanden pa papiret. At de i et andet kompleksitetsfelt ydermere
setter spor pa papiret som en art teknologisk skabt landskabsmaleri, som jeg ville elske at have hangende
indrammet pa veeggen i min stue, tilfgjer blot yderligere lag til veerket.

Det giver med andre ord ikke mening at reducere Lars Lundehave Hansens varker til den ene eller den anden
snevert definerede kunstform. Tvaertimod fungerer de ofte i flere medaliteter pd én og samme gang, som
musik, som installation, som billede eller som rumlig intervention - uden at det ene ngdvendigvis behaver at
reducere eller at udelukke det andet.
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DIM REALM
(2019)

Side D, track 1
Dimensions: @ 9 m.
Rolled steel, light, plexiglass, speakers, sound system.

Varket er en bestilling fra Bygningsstyrelsen pa en permanent installation til Augustenborg
Slot. Lyden er optagelser af Slotskirkens orgel, der sender evigt foranderlige akkorder ud med
salangsom en puls, at tonerne nasten bleser vak fra hinanden. Jeg fik organisten til at spille
30 sekunder af hver tone i den samme oktav i 7 forskellige registreringer, og han meldte helt
klart ud, at det var til dato den mest besynderlige opgave, han nogensinde havde haft.

Commissioned by the Danish Building and Property Agency, this work is a permanent installation at
Augustenborg Palace. The sound is made from recordings of the organ in the palace chapel, and consists of
eternally variable chords with such a slow pulse that the tones almost blow apart. I asked the chapel organ-
ist to play 30 seconds of each note of an octave using seven different registrations. He made it very clear that
it was the strangest request he had ever received.
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DO WE HAVE TO PUT EVERYTHING INTO BOXES?
BY RASMUS HOLMBOE

A publication like this, covering a single artist’s work over a 20-year period, can’t avoid putting a few things
in boxes. The works presented and texts accompanying them establish a context and identify a continuity in
Lars Lundehave’s work over the past two decades. On the surface, his art practice can be located between at
least two different ‘boxes’ — sound art and music. Or as he puts it himself, “between works that make sound
themselves and works where the sound is inserted.” This has been a recurrent theme of my conversations with
Lars, forming the basis on which I've tried to understand his art, although it doesn’t always seem as if he’s
that interested in the categories we usually use to classify things. Instead, his words above provide more of a
provisional working definition, because in practice things can overflow and spill into one another.

But let’s see if we can’t try to separate them. As I see it, there are two dominant narratives about the rela-
tionship of sound art to music - that of the English-speaking world and the German take on things, which
roughly speaking can be seen as different in both origin and intention.

If we take the English-speaking world first, sound art emerged through a series of group exhibitions in the US
from the mid-1960s onwards when curatorial interest in sound was sparked in the visual arts. To begin with,
curators tended to focus on visual artists who had started to use sound in their works, or composers who had
started to work with more visual and spatial formats. During the process, highly individual and disparate art
practices were gathered under the same umbrella term, which during the 1970s was made even more complex
by the entrance of conceptual and performance art onto the gallery scene. So an ad hoc definition of sorts,
which grew at the same rate as its domain widened and diversified.

The special thing about this primarily North American context is that the emergence of a critical, academic
discourse for the field tended to define sound art on the basis of sound itself - or sound’s medium-specificity.
In one sense, this can be seen as a form of discursive framing that legitimises and creates opportunities for
a specific field of art. But from a more critical perspective it can be seen as a form of antiquated modernist
essentialism - an attempt to uphold pre-existing lines of demarcation between traditional art media in order
to isolate sound art as a specific genre in relationship to music, visual art, poetry, installation art, etc.

As a consequence, sound art has often been described more-or-less as a direct contrast or antithesis to music
- implying that music is a delimited and abstract aesthetic domain defined by a number of formal, institu-
tional and historical conventions determining its production and reception (such as the score, the classical
orchestra, the album, the concert hall, etc.). By extension, it is equally easy to position sound art as far more
experimental, challenging and, not least, critical. An artform that in conducting concrete investigations into
the medium-specific materiality of sound and its embeddedness in contextual structures is capable of freeing
the listener from the conventions of music and its related ideas of aesthetic autonomy.

The issue here is that definitions of what constitutes music are relatively narrow. On the one hand, we have
an understanding that perpetuates the Western tradition of classical composition where the sound of the
music is predetermined by a composer, written as a score, and performed by trained musicians for an edu-
cated concert-hall audience that is seated, silent, and familiar with the cultural codes of the set-up. On the
other hand, an understanding based on the phenomenon of pop music, which is seen as uncritically em-
bracing the formats and business models of capitalism. As the informed music consumer of the 21st cen-
tury well knows, there are endless positions between and beyond these stereotypes, and music is of course
(empirically, theoretically and contextually) a far more dynamic entity than they imply. In other words,
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understanding music as counter to sound art risks making music an over-simplified straw man deployed solely
to emphasise the uniqueness of sound art. An unfortunate side effect of this perspective is that in most cases
we become equally blind to the cultural, social and historical conventions and contexts that apply to sound
art, just as they do to music.

In Germany a similar history can be traced in the emergence of group exhibitions from the late 1960s on-
wards. The key difference to the English-speaking world’s framing of sound art, is that in Germany discussions
of sound art are largely based on musicological discourse, with an interest in historicising artistic experiments
with sound in the context of music, as well as historical avant-garde movements’ cross-aesthetic experiments
with instrument technologies, noise compositions and sound poetry. A historical line can thus be drawn from
the early avant-gardes of the 20th century, including Dadaism and Futurism, to musique concréte and the
electronic music of the 1950s, followed by the expansion of concepts of art in the 1960s with sound sculptures
and the advent of installation, radio art, performance, conceptual and text-sound art.

This historical basis for the story of sound art is both broader and less orderly. Instead of being based on the
materiality or medium-specificity of sound, here sound art can perhaps best be approached using the con-
cepts of intermediality and context. Understood from this perspective, sound art is neither a specific genre
nor an artform defined by a single artistic medium. Instead, sound art operates in the space between known
and pre-defined categories, and always in a specific context. And perhaps existing in this gap suits it just fine
- living as it does in the cracks between what we know and what we can’t quite define.

But what does this more or less academic discussion have to do with Lars Lundehave and his art? We can use it
to put the field he works within into words, and it helps me at least understand how I can approach his works
from multiple angles simultaneously, aware that the boxes exist, but without having to put his works into
them.

When I first listened to the recordings accompanying this publication I was well aware that some of them
were primarily intended as musical compositions, whereas others were recordings of installation works with
a significant visual and spatial dimension. At the same time, I realised that I could listen to all of them with
the same kind of attentiveness. Because all the sound recordings have a limited duration, a structure, and
a development arc - a beginning, middle and end - a story, and intensity, all qualities we attribute to the
composed sequences we usually call music.

Yet this new listening experience did not fundamentally alter my memory of the beautiful, gradually dis-
integrating and seductive landscape of light and silver I experienced the first time I saw the installation Vibrant
Cathedral at an exhibition some years ago. That the installation had been stripped of its spatial dimension
actually added a new layer to the work. Similarly with a work like Spiderbytes, where sound is presented as a
dialogue, discussion or overture between two loudspeaker creatures, creatures that seem almost alive as they
dance with each other across the paper surface in the installation. That they leave traces on the paper like a
technically generated landscape painting I would love to have framed on my wall just adds an extra layer to
the work.

Inother words, it makes no sense to reduce Lars Lundehave’s works to one rigidly defined artform or another.
On the contrary, they often operate in multiple medialities simultaneously — as music, as installation, as
image, or as spatial intervention. Without the one necessarily diminishing or excluding the other.
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1 EQUILIBRIUM STATE
(2019)
Side D, track 2
Dimensions: N/A
Light, filters, acrylic glass, transducers, sound system.
}
1 | Et andet permanent vark pa Augustenborg. Denne gang er det kirkeklokkerne, der er ver-
!lt kets lydkilde. Jeg var kravlet op i kirketdrnet, egentlig bare for at undersgge mulighederne
\ for at fa nogle gode optagelser, men jeg blev lidt revet med og var jo naturligt nok nedt til at
- aktivere hammeren i de 2 klokker, sa jeg kunne here deres klang. Desveerre havde jeg ikke
lige faet varslet praesten inden, sa der gik ikke lang tid for der kom et alvorligt, opklarende
opkald fra hende.

The second of two permanent works commissioned for Augustenborg Palace, here using the bells of the
chapel as the sound source. I had crawled up into the steeple to see if there was any chance of making some
good sound recordings, but once there I couldn’t resist activating the hammers of the two bells to hear them
ring. Unfortunately, I had not thought to warn the priest in advance so I had some explaining to do.
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STEADY COLLAPSE
(2019)

Side D, track 3

Dimensions: 7 X 4 X 1,8 m.

Helium, balloons, multichannel sound system, wood.

Supported by the Danish Arts Foundation and DKF/KODA Culture.

Her faldt en raekke faktorer sammen: Dels havde jeg et gnske om at gengive rummet i vaer-
ket, dels havde jeg et gnske om at lave et verk, der rummede en lethed i sit udtryk, (dvs.
minimal brug af sort), dels gnskede jeg et vaerk, man kunne bevage sig i og endelig ville jeg
gerne lave et vaerk, der indtog rummet med lav volumen. De 32 balloner resonerer med lyden
af balloner, der taber luft. Resultatet blev et intenst og nermest udmattende vark.

This work fulfilled a number of artistic aspirations: to mirror the exhibition space in the physical formation
of a work, to make a work that expressed lightness (i.e. avoiding the usual use of black), to make a work
people could move around inside, and to make a work that occupied the space with low-volume sound. The
32 floating balloons in the exhibition space resonate with the recorded sound of air slowly escaping balloons.
The result is an intense and almost draining work.
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1-0
(2020)

Side D, track 4

Varket var en bestilling til Shoot Film Festival, der er en fodboldfilmfestival. Og kender
man mig, ved man at fodbold ikke har min helt store bevagenhed. Men arranggrerne
insisterede og ytrede tilmed de gyldne ord: “Se det, som en udfordring,” og sadan en
har jeg jo svart ved at lade ligge. Vaerket der blev mixet i surround og prasenteret i en
biograf, bestar af knap 300 lydbidder fra 12 legendariske kampe, der blev spillet i perioden
1970 - 2018. Naerverende udgave er en redigeret stereoversion.

This work was commissioned by the Shoot! football film festival. People who know me know that I'm
not a huge football fan, but the organisers insisted, saying I should “take it as a challenge” — something
that’s never been easy for me to resist. The work, which was mixed in surround sound and presented in
a cinema, is comprised of 300 sound fragments from 12 legendary football matches from 1970-2018. The
version here is a stereo edit.
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