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INTRODUCTION

It is a great pleasure to introduce this publication
as a companion to Cecilie Norgaard’s solo
exhibition Emotionally Invested at O—Overgaden.
Since 2021, O—Overgaden has, with the generous
support of the Augustinus Foundation, published
a monographic series in conjunction with our
large-scale solo exhibitions, aiming to expand the
conversations around each show and produce new,
offspring material.

In this particular case, Curator at Den Frie Magnus
Thore has contributed an essay on Norgaard’s
pictorial language, while German art historian

and writer Sophia Rohwetter has contributed
reflections on the many layers of the practice.

A warm and heartfelt thank you to both
contributors. Moreover, [ wish to thank the whole
team at O—Overgaden for their efforts in realizing
the exhibition, as well as the graphic design team
at fanfare for their always dedicated work, and of
course not least the artist, Cecilie, for generously
sharing conceptualizations and co-thinking with
all of us, through both the exhibition and this

very publication.

In densely layered, colorful canvases, Cecilie
Norgaard’s conceptual oil paintings humorously
tease out the hierarchical highs and lows produced
by contemporary society. If oil painting was once a
cultural cornerstone in glorifying the upper class,

in Norgaard’s new painting series, produced for
O—Overgaden, she insists on flipping this narrative,
instead focusing on mundane, everyday objects.
Colored pencils, numbers, and letters; piggy banks,
cars, clocks and trucks crash, repeat, or multiply in
the paintings, collectively creating a tongue-in-cheek,
absurdist universe mixing school tools with money
and protestant (time) pressure.

Part of a circular alphabet, each of Norgaard’s
individual motifs—also including workers, city
architecture, and schematic indexes— becomes

a parcel in a wider ensemble of recirculated figures,
bleeding from one painting into another. The motifs are
centrally placed and stage-lit on darkened backgrounds,
as scenes suspended from context, at times surrounded
by a generic, renaissance-like landscape.

These paintings engage in a critical dialogue with

the history of painting, pointing to their own presence
within the logic and economy of art. For example,

one piece shows a clockface resembling a painter’s
palette, on which miniature workers are at work—an
image reflecting questions of time and (artistic) labor.
In another piece, a dot-to-dot puzzle overlays the oil
painting’s depiction of a traffic accident; a crash that
sends multicolored cars flying, like flashes of color
samples. In this way, the motif—here, the cars—points
directly to itself as color and to the painting’s own
creation process. Thus, the works do not merely depict
vehicles and transport; they are also, in themselves,
transported or in transformation—always on their way
to becoming something else.

Jointly, the images seem to form an inventory of middle-
or working-class baseline tools turned primary painterly,
aesthetic objects. In one painting, haulage trucks and
shipping containers—key to European cargo trade—are
rendered as monochrome rectangles. This highlights, on
the one hand, the painting’s own function as a portable
commodity, while at the same time transforming these
aesthetically outcast shipping surfaces to something akin
to early modernist block-colored abstractions.

In the midst of this prompt to create new surfaces

for and understandings of where art or aesthetic
experiences occur, there is something unsettling

about Norgaard’s inescapable and circular world of
images. The works combine playfulness and sobriety,
with the paintings eagerly accelerating, building up,
and growing, while their content withers, fades, and
collides. When the cute piggy bank is broken, it simply
reveals another broken piggy bank.

Rhea Dall,
Director and Chief Curator, O—Overgaden
February 2025

Cecilie Norgaard (b. 1991, DK) is a graduate of the Academy

of Fine Arts in Vienna (2021) and lives and works in Vienna

and Berlin. She has previously exhibited at venues including
Rinde am Rhein, Diisseldorf (2024); Matteo Cantarella,
Copenhagen (2024); Den Frie, Copenhagen (2022); and mumok,
Vienna (2022). The exhibition at O—Overgaden is Norgaard’s

first institutional solo show.




MOVING
LANGUAGE,

TRANSPORTING

PAINTING

Sophia Rohwetter

MARGUERITE’S LORRY, CECILIE’S TRUCKS

It begins on the national road in Pontchartrain, France.
The camera arrives at a square. The truck is parked here.
Brand: Saviem. Weight: 32 tons. Color: Blue. The engine
1S noL running.

A traffic circle in the industrial area of Plaisir.
Monotonous surroundings. Caravans. In the distance,

a high-rise district, stacked deadly tenements. There stands
the truck, its engine pointed at the viewer. It slowly starts
driving towards the viewer, then turns left. It drives across
the screen. It disappears, then reappears at a traffic circle.
Disappears again. An empty intersection. The film

has begun.

Sideways tracking shot. Building sites. Excavated earth.
Corrugated iron huts. Then trees. Marguerite Duras’s
voice off-screen.

It would have been on a road by the seashore. She
would have crossed a great bare plateau. And then

a truck would have come. It would have passed slowly
across the landscape. White sky, winter. A mist too,

a light one, sitting all over the fields, on the ground.

Silence, then music (Beethoven’s Variations 29, 30, 31).

A dark room, the curtains drawn, daylight filtering
through. Marguerite Duras and a young Gérard Depardicu
sit across from each other at a round table, reading the
film’s manuscript.

Gérard Depardieu: Is this a film?

Marguerite Duras: It would have been a film. It is
a film, yes.!
1. Gérard Depardieu: C'est un film? Marguerite Duras:

Ca aurait été un film. C'est un film, oui.

Marguerite Duras’s film Le Camion (The Lorry) (1977)
is written in the conditionnel passé. It is a film that
would have been, and still is—a past unreal, a realized
impossibility, irrealis mood. In it, a blue truck rides
along shifting landscapes, sometimes rural, sometimes
suburban, both memorable and interchangeable.
Elsewhere and inside, in the chambre noire, Duras
and Depardieu read the manuscript of a film—this
film—that would have been. This film would have
told the story of a classless woman (la dame, déclassée)
hitchhiking with a truck driver, perhaps a member of
the Communist Party. She, however, considers any
revolution impossible. Neither the woman, the driver,
nor the revolution ever appears in the film—only the
blue truck, the road, the landscape. The truck would
have disappeared and then reappeared. “You see?,”
Duras asks Depardieu—perhaps the viewer—and we
begin to see the truck as it drives, carries, and contains
everything that is being said. The truck moves on
words; language drives the images.

Duras’s Lorry plays on the double game of “a film
within a film” and the Godardian way of not making
a film while making one. Essentially, then, Le Camion
is a film about filmmaking—or rather, and as Duras
put it herself, about cinema not knowing that the
production process of a film is itself the film.

The truck is a recurring motif in the paintings of
Cecilie Norgaard. This exhibition, like Duras’s film,
features a blue truck—or rather, four of them—arranged
sideways and stacked vertically in a single painting.
The blue trucks, along with some truck-less trailers,
carry loads of color blocks in various shades of blue,
red, yellow, green, purple, orange, and white. Perhaps
these are miniature children’s trucks transporting
building blocks in primary and secondary colors to an
imaginary construction site, or maybe it is an on-time
delivery of compositional elements on the way to a
color field painting.

If in The Lorry, the blue truck is a porteur du récit,

de tout I'écrit (the carrier of the story, of all writing),
Cecilie’s truck is a carrier of color, itself carried by
color, supplying the painting with its own material. The
story carried by the truck, then, is one of the actual
production of painting, which is itself the painting.

However, this story is not told without words, without
writing. The painting’s title—Small Medium Large,
perhaps referring to the varying sizes of the trucks’
color-loaded trailers that move horizontally across

the painting as if to measure its width—is spelled out
within the painting in three-dimensional block letters.
These appear to fall, some rotating, others mirror-
inverted, from the top to the bottom of the canvas, as if
measuring its length. The falling letters, painted in dirty
white or tinged with lightened green and orange, slide
in front of or behind the truck-carried blocks, at times
blending in with their colors. As the words—small,
medium, large—fall and fragment, new anagrammatic
relations emerge, conjuring the daily business of making
and selling art: galleries, dealers, desire, dreams, emails.

TRANSITIVE PAINTING

Cecilie’s cargo truck moves along and through both
the symbolic and material networks of production
and distribution of painting. These networks, “in
their incomprehensible scale ranging from the
impossibly small microchip to the impossibly vast
global Internet,” or from the impossibly small color
cargo load to the vast impossibility of desire, truly
embody, as David Joselit writes in “Painting beside
Itself”, the contemporary sublime. When painting, as
a medium closely tied to the history of bourgeois taste
and the commodification of art, enters into a network,
it risks reification and, thus, the halt of its movement:
“it is halted, paid for, put on a wall, or sent to storage,
thereby permanently crystallizing a particular social
relation.” Against this permanent arrest of an object’s
circulation within a network, Joselit argues for what
he terms “transitive painting,” a form of painting
demonstrating “that once an object enters a network,
it can never be fully stilled, but only subjected to
different material states and speeds of circulation,
ranging from the geologically slow (cold storage)

to the infinitely fast.”

In another truck painting, it is not letters, but cars
that are falling. A nocturnal scene, a mountain
landscape. A truck with a trailer carrying cars in
different colors—orange, green, red, yellow, blue,
white—goes off the road, drives over the guardrail,
about to crash into a river. The cars tumble down,

in all directions: the orange one bounces, hood-first,
into the water; the yellow one falls off backwards;
the white one crashes into the other guardrail. The
cars’ saturated colors glow, flashing like stars in the
night. These are cars, but as the painting reminds
the viewer, they are nothing but color on canvas, like
the color blocks carried by the blue truck. In another
iteration of the same subject, the falling color cars
have turned into mere brushstrokes, fast and fleeting,
suggesting speedy brushwork. The medium-reflexive
reference to the painting’s materiality and making
continues in a paint-by-numbers diagram overlaying
the first crash scene. The white dots, spread like
stars across the painting—only some with numbers
attached, ranging from 3 to 149—call the viewer to
connect the dots, to form a network of lines, to draw
an image within the image.

Norgaard’s paintings circulate within the small,
medium-sized, and larger networks of art while
building their own structures and networks, within
which objects—trucks, cars, words, letters, numbers,
color blocks, and art supplies like pencils and palettes—
enter and never stand still, but are continuously
subjected to different material and symbolic states:
from truck to car to color block to brushstroke; from
word to letter salad to anagram to diagram. Her
transitive paintings never arrest movement; they only
stop to give someone or something a lift.

2. David Joselit, “Painting beside Itself”, October, vol.130
(Fall 2009), pp.125-34.

METONYMIC MOVEMENTS

Like the truck in Duras’s film, in Norgaard’s
network of paintings, certain images, objects,

or compositional elements appear, disappear,

and reappear, often as something else or in new
company. A car falls off the truck as color; a pencil
enters the painting and leaves as an artist; a globe
appears behind a window and turns into a piggy
bank. A previous painting, Under the Weather (2024),
shows a pile of weirdly weightless globes, some
stacked, others toppled, behind a window divided
by dark grid lines. Behind the globes, white curtains
open to a European cityscape. The painting Luck,
Fertility, Prosperity, on view in this exhibition,
shows the same scene, only the heap of globes has
turned into an unsteady, seemingly collapsing pile
of pink piggy banks. The piggy bank reappears in
other paintings. In one, a horde of them builds the
background of crashed cars surrounded by floating
pencils, letters and numbers; in another, a blue piggy
bank is crushed not to reveal savings but another,
equally crushed and robbed pink piggy bank—a pig
in a pig, or as the title suggests, “a pic in a pic,” an
image within the image. In the background,

a colorful bar chart suggests financial movement,
but like the dot-to-dot diagram, the infographic
withholds meaning.

“Diagrams are great because you can put
everything in them,” Amy Sillman writes in
Notes on Diagrams. Like the piggy bank, the
truck, or the car, the diagram, then, is a kind of
container, “a come-one-come-all structure” for
representing “the polymorphous connectivity
between discrete elements.”

In a way, the discrete elements within the networks,
diagrams or containers of Norgaard’s paintings—the
truck, the car, the globe, the piggy bank, the pencil,
the letter, the numbers, the colors—function like
signifiers within a metonymic structure. In linguistics,
metonymy describes a figure of speech in which a
word denoting one thing is used to refer to a related
thing, based on some understood association or
contiguity, often, as in synecdoche, naming a part
to refer to the whole (for example, “wheels” for
“automobile”). In Norgaard’s paintings, all things
seem to refer, in the end, to painting: a truck is a car
is a container is a globe is a piggy bank is money is
time is a pencil is color is painting.

It is in the “word-to-word” connection that metonymy
is based, Jacques Lacan writes in “The Instance

of the Letter in the Unconscious.™ In Lacanian
psychoanalysis, metonymy concerns the ways in
which signifiers can be linked in a signifying chain,

3. Amy Sillman, “Notes on Diagrams,” in Faux Pas: Selected
Writings and Drawings (Paris: After 8 Books, 2020), pp.127-37.

4. Jacques Lacan, “The Instance of the Letter in the
Unconscious, or Reason Since Freud”, in Ecrits (New York:
Norton, 2006), p.421.



where one signifier constantly refers to another in

a perpetual deferral or displacement of meaning.
Desire, then, which is always “desire for something
else,” follows the same metonymic logic of
displacement: as soon as the object of desire is
attained, it is no longer desirable, and the subject’s
desire shifts to another object. Similarly, perhaps,
Norgaard’s paintings move from one object of desire
to another, continuously substituting one thing

for another.

THE TRUCK, AGAIN

In an earlier truck painting, titled mr-truck-big-
Journey (2023), not on view in this exhibition, a white
truck appears in a painting within a painting. The
painting depicts a bourgeois living room with a couch,
an armchair, a floor lamp without a lightbulb, and

a sideboard with two vases on top, both without
flowers. Empty containers, perhaps like the truck
itself. On the mustard-yellow wall above the couch
hangs a large painting of a moving truck at night.
The cargo class moving inside the bourgeois home.
The truck image within the image appears to be
illuminated only by the white scattered light of

the truck’s headlights and the warm light of the
strectlamps, whose poles vanish into the darkness,
hovering in the sky like windows or white, primed
canvases. Green patches of color lie like mist over
the sky, the road, and the truck’s body. The painting
carries the painting of a truck, while the truck seems
to move the paint. You see?

In another truck painting of the same series, the
relation between outside (the truck on the street at
night) and inside (the bourgeois interior) is reversed.
Here, it is not the wall of an interior space carrying
the painting of a truck, but trucks transporting
paintings. Some of these paintings within the
paintings depict dark deserted interior spaces—study
and conference rooms furnished with tables and
chairs, a restaurant, an art gallery—lit up only by
turquoise light radiating from computer screens

and globes. But there is no one studying, serving
food, looking at art or the world, and there is, like in
Duras’s film, no one driving the truck that carries the
painting. The driver’s cab is always empty or too dark
to see inside.

Most of Norgaard’s paintings are devoid of humans,
but not of workers. In an earlier series of paintings
there are flower workers, tiny but hard-working
anthropomorphic daisies gazing into screens,
stretching their bodies, bending over office chairs, or
lining up to withdraw cash from cash machines. In
this exhibition, the workers are pencils. Some seem
to be jobless artist-workers gathering at an opening
around a painting; others are clock workers with
pencil hats moving time. In the painting Attending
the Summit, the pencils have turned into ghostly
orange figures with hats and ties and without faces.
These are not funny pencils attending the

opening nor workers attending the revolution.

Rather, these are faceless and spineless brushstrokes
posing as businessmen. But, who knows, maybe one
day a truck would have appeared, its driver perhaps a
member of the Communist Party.

MBOL
GONE
>TRA

Magnus Thore

Piggy banks, cars, car transporters, highways,
crayons, business men, diagrams, numbers, letters,
and star maps. The concrete and recognizable motifs
in Cecilie Norgaard’s paintings are all picked out

from our messy present, from common everyday
experiences and childhood universes. But despite the
tangibility of the motifs, they are also ambivalent,
transitive, transformative, and constantly in the midst
of becoming something else. A palette is not just a
palette, it is also a piggy bank, and the tiny car driving
across the palette transforms it into a highway. The
fluidity of these paintings’ figuration resists language
and its tendency of defining and limiting things; here,
several conditions are always at play simultaneously.
What happens when you toss objects together? What
new affects occur? The palette-piggy-bank-highway is
superimposed by colored parable-looking brushstrokes
reaching a little rainbow at the top of the painting.

It could be some kind of upturn or decline, society’s
mapping of itself; or perhaps they are simply strokes,
a kind of painterly abstraction.

In Immergriin (2025), a car accident is frozen in that split
second when a car transporter crashes on the highway
and numerous cars are flung to all sides. The primary-
colored cars are also luminous stains of color—pink,
yellow, blue, light blue—and they no longer appear
like cars. Their shades seem to rub off on or melt into
the surrounding highway landscape. The catastrophic
event of a car accident becomes a color study in its
own right, a representation of the mere act of painting
as a catastrophic process. The absence of people in the
cars downplays the impression of drama and turns the
vehicle into a more autonomous participant.

\

Despite the motif’s connection to speed and chaos,
the painting possesses a harmonic and contemplative
atmosphere, far from action painting.

On another canvas (Self, same, 2025), a crashed blue car
dissolves as a recognizable object, instead becoming an
abstract machine or a deconstructed letter. The color
and contour of the car leaks out into the surrounding
landscape, and figure and ground become one abstract
movement, a zone where the directions within the
image also become relative. Consistently, the paintings
are produced in a dry, pixelated, layered manner. Their
backgrounds appear like indeterminate zones (empty
roads, desolate mountain regions) but they are just as
active and significant as the motifs they encompass, and
by which they are dyed or contaminated. They point at
themselves performatively, both as illusionistic spaces
and as painted surfaces.

Piggy banks, associated with money and savings,
illustrate the abstract idea of money by being a kind

of mini bank for children. Concurrently with our
contemporary tech world and its desire to become
immaterial and automatized, piggy banks (and
paintings?) may also possess a certain anachronism.
They seem like relics from a near past in which money
was still a material thing you could hold in your hand,
with some weight and tactility. In Norgaard’s paintings,
the piggy banks look out from the frames, establishing
eye contact with the viewer. Their gazes are empty
and questioning, and they are also quite cute as little
(money) beings. In one of the paintings there is a partly
shattered piggy bank, the surface of which is painted
in delicate shades of green and blue, as if it were an
ocean or a globe. Inside the broken object is another
smaller version, also broken and perhaps hiding even
smaller piggies in its belly; like a fictive economy where
the money you thought was there is always somewhere
else, or maybe does not exist anymore. Luck Fertility
Prosperity (2025) shows a large number of piggy banks
piling up behind a barred window in a gloomy, historic
cityscape. It is impossible to decide whether it is

a caricature of greed and prosperity, or whether some
other story lies behind the situation. The pile of pigs
has been partly painted over with broad, gesticulating
strokes, creating a funny turbulence and a ghostly
vividness that makes the painting hover between
immaterial and concrete.

Just like the cute piggy banks, the crayons with faces
and arms (Public Art, 2025) are also tied to the realm
of childhood, suggesting possible coherences between
painting, capitalism, naivety, and the school as a norm
and formative institution. In several other paintings,
back-to-school writing utensils, notebooks, and
merchandise float around, while a small group of happy
crayons, neatly arranged, almost in a shade order,
holds up a painting (or a screen, perhaps a mirror).
The doubling of pictorial space makes the work giddy.
A purple crayon has a glass of champagne in its hand
while two blue crayons are immersed in conversation,
kind of like at an art opening, where seeing and being
seen are strangely entangled.



But behind the figures, like a diffuse veil, the painting
also shows a gray metropolis, with dark and illuminated
windows beneath an abstract starry sky. It is like two
synchronized zones of reality mystically existing side
by side. The starry sky also finds its way into another
painting, in the form of those children’s dot-to-dot
drawings where a hidden image appears when the dots
are connected. Drawing from one dot to the next can
be associated with the centuries-long human disposition
to create images in the sky by connecting the stars.
Both approaches are ways of inscribing figuration in the
abstract, creating your own structure in formlessness.
You identify, look for patterns, mirror yourself in
recognizable symbols, and find out how they can be
abstracted, no longer meaning something.

The absence of people in the paintings reinforces the
model-like quality of the objects depicted and the
indefinability of their scale, which is probably also a
consequence of the blurry surroundings. On the other
hand, the deserted atmosphere makes the painted
objects appear as subjects with their own vigor and
will. In a way, a crushed car is also a crushed subject,
and Norgaard points out how “auto” literally means
“self”! Besides the self-conscious objects, human-like
beings also sometimes occur in a kind of transitional
state between subjects and objects. In one of the
paintings, six figures are dressed like crayons in colored
suits and pointy pencil hats. Evidently, they are in

the middle of fixing a large clock, all standing inside
the clockface which is their worksite. As they are
sweeping and adjusting the clock hands their clothes
are emitting blue, red, yellow, and green shades to the
surroundings, transforming the whiteish clock into

an atmospheric pictorial field. The act of painting is
connected to labor and time; it depends on, is created
in, and is distributed through time. The figures do not
exactly stop time, but they clarify its analogue nature
as a machine moving forward and its dependency on
outside energy, in contrast to the absence of time in
24/7 networks. The orange, suited men in Attending
the Summatr (2025) could be perceived as winners

of the neoliberal working culture: little, successful
businessmen or politicians (but also personifying the
painting stroke itself), who radiate performativity and
naivety. This symbolic order, too, is unstable; the men
seem idle and irresolute, standing with their hands
folded behind their backs in a hazy space of exploding
green, blue, pink, purple, and yellow color which could
be both a club or a slice of Claude Monet’s waterlilies.
Maybe they are not several people but the same
businessman in different positions. Their clothing,
hair, and bodies appear to blur out into the space

and everything gradually dissolves into color—perhaps
in the process of disappearing altogether.

In multiple ways, outer structures and power apparatuses
are rendered visible, saying something about what it
means to work and consume in our contemporary lives,
and prompting the self-reflection: Which networks

and resources are the paintings depending on?

1. Conversation with the artist, 2025.

P e

The themes that coil through the pictures—transport,
commodification, creativity, success (or lack thereof),
abstract information, a world controlled by automation
beyond our control—are not only general but also
concrete questions for Norgaard’s painting practice.
They are folded into the efforts and doubt probably
entailed in any precarious art production and turn
into self-critical reflection on standardized spaces
where artworks are shown. As Norgaard and her artist
colleague Sanna Helena Berger wrote in the press
release accompanying their show Die Installierte Reale
in Diisseldorf last year:

Among our shared passions is a desire to reflect,

to critique and demand from artworks that they

be aware of themselves, their history and the
hierarchies they might partake in, if not define.
One way of performing such critique could be to
demand the iconic, tradition-ridden artwork, be

it painting or minimalist sculpture, to come down
from its pedestal. A way to attempt such a demand
could be by depicting the pedestal itself.

Although the paintings possess an clement of anti-
realism that circles around speculative tales and
absurd situations, they also negotiate with a confused
and occasionally dark, outer reality. Within the
performative reshufflings within the works, where
symbols mimic each other and seep out into their
surroundings (or the surroundings within) to become
color or texture, another sense of reality also arises.
A mood of destruction is dissolved via infantile
humor and an inherent disbelief towards something
fundamentally constructive and curious.

Things that are never only themselves but also next to
(or inside of) themselves, and mystic cloudy highways
gradually becoming colored (and thus, more mystical)—
these avoid the defining nature of language. When
language appears in the paintings it is fragmented into
its smallest components which can be put together in
countless ways. This is the case on the large billboards
by the entrance of some kind of mall (“Quoze”, 2025)
where sentences have disintegrated and letters are
lying heavy and mixed-up in the bottom of the frame.
Perhaps they are not billboards after all, but weightless
screens continuing beyond and above the building,
ascending towards the sky. Lightness and friction
meet in the paintings’ model-like realities, as if in a
futuristic film where everything is clearly demarcated
yet diffuse because things do not behave as you would
expect. They depict clashes between tangibility and
ephemerality, contours and color shattered to pieces
and coming together again—as the cars depicted as
driving, hovering, crashing, sinking objects, alternately
sketched up and rubbed out into frayed splotches

of color. This sensibility towards the plasticity,
changeability, and re-constructability of things makes
Norgaard’s paintings secem in constant motion despite
their frozen time. A palette looks like a Monet-esque
waterlily leaf, shaped like the undeveloped face of a
fetus, and the car is parked where the brain would be,
ready to drive off.
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