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INTRODUCTION

It is a great pleasure to introduce this publication,
published on the occasion of Anna Munk’s solo
exhibition, Tint, at O—Overgaden. The exhibition
is the culmination of our INTRO program, a one-
year postgraduate program offered annually to two
artists. With the generous support of Aage and
Johanne Louis-Hansen’s Foundation, INTRO creates
a unique opportunity to develop and expand our
collaboration with the newest voices in the Danish
art scene through a major exhibition and ambitious
publication, via which we aim to extend the
conversations around the artistic practice and open
up space for new material to emerge.

In this particular case, art critic and editor Pernille
Albrethsen has contributed an essay that zooms in
on Munk’s motifs and materials, writer and curator
Jeppe Ugelvig dives into the works’ relation to
commercialism, ready-mades, and makeup, while
writer and curator Kristian Vistrup contextualizes
Munk’s work within traditions of modernism and
still lifes. A warm thank you to all contributors.

[ also wish to thank our publications editor Nanna
Friis and the whole team at O—Overgaden for their
efforts in realizing the exhibition and publication,
as well as the graphic design team at fanfare for
their always dedicated work, and of course not
least the artist, Anna Munk, for generously sharing
conceptualizations and co-thinking with all of us,
through both the exhibition and the making of this
very publication.

In Anna Munk’s first large-scale exhibition, she
builds up paintings as layered surfaces, often quoting
classical painterly motifs such as the still life’s typical

arrangement of fruits, infamous fires, or clouds,
which she sources from online catalogues of
museum collections.

Munk sculpts and contours with oil paint alongside

a palette of eyeshadow, highlighter, tinted lip gloss,

and foundation. The painterly capture of an instant of
beauty—fruits or clouds, and their imminent threat of
decay or change—is thus mirrored by today’s omnipresent
economy of “appearance” and its make-up: how we
daily paint on a fresh face, creating a (faux) front.

Long before commercial stock image libraries, paintings
of beautiful fruits or landmark fires circulated in European
culture. Munk repeats these repetitions while blowing up
the original motifs. Just as a word loses its meaning when
said over and over, Munk’s repetition holds the potential
to empty out the original motif. This seriality is especially
evident in her silver-clad monochromes, each mirroring
the silhouette of one of her still lifes, as its shiny echo.

As in the oversized scale of the advertising industry,
Munk works on large canvases, focusing on a central
figure—apples, smoke, or the silhouette of a fan—while
she lets part of the original motif vanish, melting into
air. A common denominator is this flecting instant.
The works in fact seem to evaporate as we watch
them—a sentiment underscored by a subtle odor of
powder room or damp, alluding to musty museum
storage. In Munk’s paintings solidity is over; changing,
aging, dissolution are imminent.

Rhea Dall,
Director and Chief Curator, O—Overgaden
December 2025
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UNVEILING

Pernille Albrethsen

It’s a matter of seeing. That’s why art teachers
throughout time have placed apples and pears on
tables and asked their students to look—and draw
what they see. That the result is usually inept figures
hovering on the paper as if exempt from gravitational
forces or shadows so crooked they resemble little fruit
parachutes, is not only because drawing is difficult,
but because looking is. What does it even mean, to
look? I think that a young artist like Anna Munk,
who—one quarter of a century into the 2lst—paints
one fruit arrangement after the other, is more than
usually concerned with this question.

What do you see in Munk’s oil painting Stilleben

(Red Apples) from 2025 (which, by the way, appears
quadratic but is in fact 175 x 190 cm, precisely to make
it seem quadratic)? Do you notice the play of colors,
how the umber background gently pushes a moon-
pale apple cheek out into the light? Or can’t you see
the motif for all the genre, all the art history, for the
baroque nature mortes of shiny grapes and perfectly
burst figs? Or are you one of those who cannot see at
all the actual picture for the incarnate economic value
which is the fate of painting as such?

Munk is interested in all these gazes at once.

With one exception all the paintings in the show
are paraphrases of historic still lifes or landscape
paintings. The oldest original dates back to 1615, an
entrancing cheese arrangement by the Flemish still
life painter Clara Peeters. The youngest is from 1919,

by Danish-born and American-emigrating Emil
Carlsen; a folded-out fan with a delicate flower motif
in tender pastels. Besides these are a couple of 18th-
century still lifes by Jean-Baptiste-Siméon Chardin,
a smoke study by John Liibschitz, and some fruit
arrangements by the melancholic modernist Helene

Schjerfbeck.

In a way, Munk herself is also a still life and landscape
painter. This is what she paints, among other things.
And the work titles, too, follow the prosaic tradition
where the painting is named after what it depicts.
The 2025 paraphrase of Clara Peeters’ still life of
cheeses, artichoke, and cherries is titled Stilleben

(Still Iife with cheeses, artichoke, and cherries). Unlike

her predecessors, though, Munk’s still lifes are not
based on actual arrangements of cheeses or fruits,

but on other people’s paintings of cheeses or fruits.
Neither are they painted in front of the physical
masterpieces, but in front of photographs found in

all the world’s digital archives. That Munk insists on
the genre anyway, that she labels her works “still life,”
underlines the point. This is about the repetition of
the motif. That’s what the still life painters of the past
have in common with Anna Munk of the present—
and hereby she and the painters of the past might also
share some artistic intention.

If you've ever read Maurice Merleau-Ponty’s essay
“Cézanne’s Doubt” from 1945, it is difficult to

ever look at a nature morte again without the text
rummaging in the back of your head. The French
phenomenologist was fascinated by paintings of Mont
Sainte-Victoire, a mountain close to the artist’s home
in Aix-en-Provence that Cezanne painted over and
over, right up until his death; he was also fascinated
by the countless fruit arrangements from the 1870s
and 1880s. According to Merleau-Ponty, Cezanne
tried to capture the “lived” perspective: that which
precedes any scientifically rooted knowledge—on
botany, geometry, or other knowledge of exactly the
sort that make students render apples too grass-green
or too ball round.

Nature’s inner structure—that’s what some people
called it—was what Cezanne sought. And even though
Munk is hardly chasing a Cezanne-esque primordial
perception, it is interesting that her paintings are also
constructed in a way where the composition of the
gaze happens alongside the composition of the picture.
These are slow-food paintings emanating from the
canvases rather concretely.

As soon as the first nail is fired into the stretcher,

the painting has already begun. After stretching the
canvas, a first layer of rabbit-skin glue follows. The
next layer is often rabbit-skin glue mixed with marble
dust and chalk, almost as a gentle spackling of the
canvas. Munk’s canvases are already tightly stretched
and then made even tighter by the rabbit-skin glue,
sounding like drumheads when you flick at them.
The rabbit-skin glue layers, with white or colored
pigments, are repeated multiple times.

It’s a meditative way of working your way into
the picture, making it difficult to decide when the
priming stops and the painting begins.

The painting is a physical object. Munk seems to be
underlining with her laborious process. “It’s good if
you can actually tell that it’s painted,” she says about
the visible texture. Sometimes she mixes a bit of wax
into the oil painting in order to thicken the structure.
Other times she settles for a discreet brushing of
eyeshadow across the canvas with her index finger;
you’d hardly notice if you didn’t know, and perhaps

it is mostly a ritual act for the artist’s own sake, as is
often the case with makeup. Regardless, the visible as
well as the invisible grips serve as a wrenching of the
medium and the gaze. The same goes for the juggling
of works from 400 years of art history.

Time is usually not a measure used in relation to
painting, but for Munk, art history’s time is almost

an extra dimension in the paintings. As an Orlando—
the main character in Virginia Woolf’s 1928 novel,
who lives through five centuries and switches gender
several times throughout—Munk moves across eras.
She looks, paints, and studies, and is also conscious of
how there will always be a distance at play, something
that blurs. “You'll never be able to see a landscape
painting from 1840 in exactly the same way as

it was thought while it was painted,” says Munk.

And perhaps that’s what the paraphrasing is
essentially about.

A series of silver paintings strengthens that
impression. They are a sort of double paraphrase, in
the sense that they’re interpretations of Munk’s own
paraphrases of historic still lifes. From a distance
they appear like silver monochromes, shiny from the
thin layer of beaten silver covering their surfaces. On
closer looking, the motif comes forward and only as
a contour, a relief. As an extra twist, all the motifs
are mirrored. In short, everything vibrates in these
paintings: art historically, painterly, and in terms of
motifs. It is such kinds of blurring approaches that
bring Virginia Woolf’s method to mind.

In the literary theorist Sylvere Lotringer’s book

On Virginia Woolf—a collection of interviews with
members of the Bloomsbury Group, conducted in 1961
and published in 2025—writer Vita Sackville-West
says: “I think that Virginia Woolf saw people through
a veil of unreality, and sometimes she would pierce
through this veil to a truer reality... truer than a great
realist novelist.”

Truth is a difficult character, not least when dealing
with images. What does it even mean to interpret
historic paintings in a post-factual time, where any
image is potentially lying? The thought alone is giddy,
almost absurd. But it could also be a timely answer. In
these thoroughly politicized times, when even many
artists and curators seem to have suspended their
eyesight, Anna Munk’s paintings are also a kind of
starting-over, an imperative: back to the art class

—look at the apples, look closely. Perhaps, very
occasionally, you'll be lucky enough to perforate the
little veil flickering before them.




EADYMADE
MAKEUP

Jeppe Ugelvig

A painted face is a false face, a true falsehood,
not a true face.

—Thomas Tuke, Discourse Against Painting and
Tincturing (1616)

Modern life under industrial mass consumerism was
painted in oil and lipstick—on canvases and on the skins
of women’s bodies. Importantly, neither modern oil paint
nor modern cosmetics were crafted by hand by their
users, but rather squeezed out of industrially fabricated
metal tubes. In the mid-19th century, the painter’s central
tool underwent a radical transformation into a mass-
produced product with the launch of standardized oil
paint tubes, which immediately displaced the historic
(and labor-intensive) art of mixing pigment in the studio.
Suddenly, formerly transient hues were available to

any urban hobbyist or charlatan with access to a grand
magasin—as were pure, scientific colors like green or red.
“From now on, painters were consumers for a chemical
industry, and the Gesellschaft assumed the ambiguous
function of a society of consumers,” writes art historian
Thierry de Duve, thereby joining a consumerist public
sphere led predominantly by bourgeois women, newly in
charge of houschold spending.! How to make “modern”
art in a modernity defined most vividly by the all-
encompassing triumph of consumer capitalism, with its
threatening new technologies and social practices? Was
the product form not its unrivaled emblem, its greatest
work of art? What is the artistic response to the product
revolution, if not to succumb to it and instead assume an
immanent position of the strategic shopper?

Anna Munk’s corporeal concerns in painting are
oblique because they avoid the trappings of bodily
representation. As a subtle conceptualist, she probes
how the canvas has, more allegorically, served as a
symbolic surface for engaging with modern bodies
and their compounds—a place to inscribe both their
anxieties and their desires. Munk seeks out what
painting tends to hide: its material entanglements
beyond simple imagery. Central to her methodology is
the exploitation of the readymade in a double sense:
readymade materials and readymade motifs.

Her still lifes of fruit arrangements for example,
appear to the contemporary viewer as paintings both
evidently “original” (in the sense of hand-painted) and
suspiciously overfamiliar. Painted in the dead language
of Impressionism, their compositions can most
accurately be described as isolated fragments sourced

1. Thierry de Duve, Kant after Duchamp (Cambridge, Mass:
MIT Press, 1996), p.149.

by the artist from historical paintings. Not quite
reproductions, Munk’s isolates are further made unique
in their partial rendering using cosmetic pigments

from commercial makeup products, introducing glitter,
sheen, and synthetic dye into the image. Munk’s
paintings are an invitation not only to contemplate the
found image, but to contemplate painting as a “found”
practice amongst others.

In both beauty and art, industrial readymade color
produces a crisis of authenticity and of value, much in
line with the broader ontological crisis ushered in by
industrialization itself.? Tonality, opacity, and visual
deception, once masterly arts shrouded in the secrecy
of ateliers and boudoirs, were suddenly split from
their alchemical origins and made widely accessible.
In beauty culture, this shift triggered a renewed visual
fixation and scrutiny of the urban female prostitute;
in art, it gave rise to Impressionism as painters rushed
to capture street and park scenes en plein air. Both
were symptomatic of a new visual economy of urban
mobility, bourgeois publicness, and scopic pleasure—
understood as the consumption of both bodies

and products.

In this visual marketplace, the social identity of
women, once fixed within traditions of parentage

and class, “was now released from small swiveling
cylinders,” writes historian Kathy Peiss, referring not
to paint but to cosmetics, which were transforming
identity into a purchasable style. “Lady’ and ‘hussy’
were no longer the moral poles of womanhood but
rather ‘types” and ‘moods’ defined largely by external
signs.” Amid this confusion, the epidermis of the
urban courtesan came under heightened scrutiny,

for visible cosmetics had long been associated with
illicit sexuality and commerce. The face, however, had
traditionally been understood as outside the circuits
of fashion and consumption: like a truthful painting, it
was supposed to reveal what modern life tried to paint
over. But the artifice and artfulness of new cosmetics
threatened to undermine the “originality” of beauty—
and life itself:

The toxicity and commercialization of paints
occasioned public concern and provoked anxiety
over deceptive appearances and bodily dangers.
Even when paints were made of relatively safe
organic substances, people worried about their
commodity form: paints, enamels, and powders
embodied, quite literally, broader fears about the
corrosive effects of the market—the false colors of
sellers, the superficial brilliance of advertisers, the
masking of true value

2. Christoph Asendorf, Batteries of Life: On the History of
Things and Their Perception in Modernity (Oakland: University of
California Press, 1993).

3. Kathy Peiss, “Making Up, Making Over: Cosmetics,
Consumer Culture, and Women’s Identity,” in The Sex of Things
(Oakland: University of California Press, 2023), p.314.

4. Ibid.

Like the overly “done-up” sex workers of Montmartre
whom they depicted so obsessively, the Impressionists
were among the last illusionists of the industrializing
age. Their visual economy was one of decaying
romanticism, in pursuit of dialectically “beautiful”
moments in a world increasingly polluted by
economized spectacle—by billboards, beggars, and
department stores, by exchange relations in flux. For
several of them, the female toilette was a prime scene
of this new cultural condition: Nana by Edouard
Manet and Young Woman Powdering Herself by Berthe
Morisot, both from 1877, monumentalize the art of
making up.

“There is no originality or sui generis under mass
production,” de Duve posits, “only choices between
readymade products—paint tubes in a box.” The only
future for art and artists in the age of commercialized
industrial culture, then, is to partake in it as consumers.
According to de Duve, this truism is exposed by
Marcel Duchamp, an artist who began as a Cubist
painter but became increasingly burdened by the
absurdity of so-called original production. It is a
misunderstanding to think that Duchamp, with the
launch of his self-titled readymades—the selection of
random commodities designated as artworks—had

given up painting. Here he is in 1961, toward the end of
his life:

Let’s say you use a tube of paint; you didn’t make
it. You bought it and used it as a readymade.
Even if you mix two vermilions together, it’s still
a mixing of two readymades. So, man can never
expect to start from scratch; he must start from
ready-made things—even his own mother

and father

De Duve contrasts Duchamp with his contemporary
Wassily Kandinsky, to whom pure color was closer

to an elementary signifier: picture-making reduced

to its optical essence. For Duchamp, however, it is
closer to “the unmixed pigment whose purity has been
determined by the manufacturer.” If color is thought of
ontologically by Kandinsky as a living being—“strange
beings... which one calls colors”—it is for Duchamp
“flatly a thing, already made, a dead commodity.” Here
lies the crisis of modern painting, de Duve asserts:

“To paint after Duchamp means to paint in the hostile
conditions set up by industrialization.”®

Duchamp conceived of painting through a corporeal
metaphor, translating “tradition” and “history” into
an impossible heritage—like DNA, something one
cannot choose nor change. Anna Munk materializes
this revelation further along the lines of de Duve:
When one begins to think genuinely about aesthetics
in terms of industrial culture, not only can painting be
understood as a manufactured product among others,
but the entire art historical tradition can be conceived
as a kind of readymade—a storage unit of designs.

5. De Duve, 1996, p.162.

6. Ibid., p.167.

This has only become truer in the age of the internet:
paintings are photographed in the process of their
creation, even as other paintings are simultaneously
pulled up on Google for reference. “If the painter has
inherited a tradition that is already made, then no
matter what he does—even ‘normal painting’—he will
end up doing a modified readymade,” de Duve muses.’
But this is not the end of art, nor of the handcraft
known as painting; rather, it is an invitation to
conceptually re-think it. Munk’s artworks are paintings,
meticulously crafted in the dead language of the
“mothers and fathers” who came before her.

Only, they display not “original” motifs but ones
sourced from elsewhere—and she renders them in
compounded pigments taken from consumer industries
such as makeup.

Duchamp, too, happened to love cosmetics. Armed
in female drag, he parodied the consumer zeitgeist of
the early 20th century through his alter ego, Rrose
Sélavy, complete with her own brand of perfume,
Belle Haleine—a mistranslated pun on eau de violette
(“violet water”), a common term for perfumed water
appropriated by the US cosmetics industry, which
exploited the American taste for all things French.
Smell was being commodified rapidly: the early
couturier Paul Poiret—who was desperate to be
perceived not as a dressmaker but as an artist—was
producing 200,000 bottles a month of the world’s first
designer perfume, Rosine, named after his first-born
daughter. His proud flagship, Les Parfums de Rosine,
was located just left of the entrance to 107 Faubourg
Saint-Honoré, where Poiret would stage fittings for
the grand madames of Paris’s one percent, offering
toiletries and cosmetics at more affordable rates—an
early beauty-merchandising scheme of Kardashian-
esque proportions.

Munk seems to grasp instinctively that paintings today
are mere objects in a product line—merchandise within
a much larger brand: a style, an authorship, or heritage
itself. Audiences and artists alike are now destined

to wander the shopping aisles of history in search of
aesthetic meaning, to get lost in dialectical thought
while stroking the edge of a canvas or caressing a
dried-up lipstick. Munk’s brilliance lies in rebutting the
idea that this cultural condition—true postmodernism,
as it were—marks the end of meaning, or proves the
pure referentiality of the sign. Like the “false,” over-
painted face of a young woman moving up in the
world, it is frequently beautiful, powerful—poctic even.

7. Tbid., p.163.



Kristian Vistrup

To say that still lifes are about decay is a platitude,
though that doesn’t stop it being true. Still, the
spectrum from vanity through decadence to actually
wasting away is somehow a wide one, worthy of
examination. In Anna Munk’s paintings we see apples
and pears disappearing before our eyes. Even the
bowl itself is living a kind of half-life. Her question to
the genre, then, might be less about stillness—that is,
composition—than aliveness as such: its perimeters,
its viability.

In the Dutch renaissance, fruit, flowers and game
joined skulls and hourglasses in stressing the death
and eroticism that clings to worldly possessions as

a general condition. The scope narrowed in 19th-
century decadent art, with peacock feathers and
pomegranates enlisted to speak to a more specific
quality of morbid excess endemic to bourgeois
society at the time. The 20th-century still life has
manifested something more profoundly existential,

a total sort of loss. Art historian T.J. Clark writes:
“Modernity is loss of world. Cezanne is the painter
who makes that cliché draw blood.” Not just @ loss
of world, but simply, hauntingly: loss of world. Paul
Cezanne’s apples are like rocks. He did not depict
the ephemerality of things, their vanity, but their
concreteness; whether an apple or a mountain, their
very being, again and again, as if thereby to sustain
it. Not merely these apples, but this painting. This
pigment. | would speculate that, when the still life has
persevered throughout modernity, it is partly out of
the well-founded suspicion that the world would not
hold on to itself. Look at Giorgio Morandi’s vase still
lifes—how he clings to the real in those paintings; his
jugs and vases so hard and compressed, as if in a kiln
at high temperature, not pictures but things.

Anna Munk’s paintings are not compressed; in the
way of advertising, they are far larger than life.
Her referent is not the world but its depictions, and
so, in the way of advertisement, what she presents
is a mirage: her apples are not like rocks but like
clouds, or smoke, or the blush on someone’s cheeks.
Materiality is a passing circumstance here, not merely
in the sense of mold and rot, but as something on a
trajectory away from the real. The address of these
paintings, then, is not, as their renaissance and
decadent forbearers, death and decay as isolated
though constant phenomena, and in that sense, we
are certainly in the wake of the total sort of loss
diagnosed by Clark. But unlike modernist still lifes

1. T.J. Clark, If These Apples Should Fall: Cézanne and the Present
(London: Thames & Hudson, 2022).

from Cezanne to Morandi, Anna Munk does not

seem to find anything left in reality to hold on to.
What happened?

One day in the late 1920s, the philosopher Ludwig
Wittgenstein was walking around in Cambridge
when, in the window display of a bookshop, he saw
portraits of Bertrand Russel, Albert Einstein, and
Sigmund Freud. Further on, in a music shop, were
pictures of Ludwig van Beethoven, Franz Schubert,
and Frédéric Chopin. “Comparing these portraits,”
he wrote in a letter, “I felt intensely the terrible
degeneration that has come over the human spirit in
the course of only 100 years.” The change is one from
culture to civilization; from the elevated soulfulness
of music to the blind positivism of science.

Elsewhere, Wittgenstein wrote: “Our civilization

is characterized by the word progress. Progress

is its form rather than making progress one of its
features... It is occupied with building an ever

more complicated structure. And even clarity is
sought only as a means to this end, not as an end in
itself. For me, on the contrary, clarity, perspicuity
are valuable in themselves.”? There is a telling
contradiction at the heart of Wittgenstein’s cultural
pessimism: clarity is valuable, not as a means to an
end, but when it is arrived at through the fog of the
unknown, the abstractions of music, and the culture
of progress, occupied as it is with construction, it

is really an expression of its opposite: degeneration,
death. Modernity, then, is a double-movement. On
the one hand, more and more and more (progress,
structure, stuff); on the other, the transformation of
matter into the nothing rising out of chimneys and
emitted from the exhausts of cars. And there amidst
the fumes, an echo of Marx: “All that is solid melts
into air.”

At the National Gallery in Berlin is a painting by
Adolph Menzel of a Baroque church interior from

the mid-19th century. The painting is not finished,
and at its center is a cloud of smoke where the altar
should be. We could say it represents the opposite

of Cezanne’s concretism. In this cloud is the center
of the labyrinth, what we want from religion, from
art—it is an inscrutable darkness. We could say that it
manifests the well-founded suspicion that not-being,
coming undone, can be so much more alive than
“building an ever more complicated structure”. Can
we find in this cloud the elements that make up Anna
Munk’s apples? The compromised clarity of at least
knowing what can’t be known?

Another line of argument from T.J. Clark that I've
often come back to is that modernism has become
unintelligible to us, not because it failed, but because
it triumphed. We can’t really understand modernist
art anymore, because we can’t imagine what it was
like to be at the threshold of the lost world that we

2. Both quotes from Ray Monk, Ludwig Witigenstein: The Duty
of Genius (London: Vintage, 1990).

are now immersed in.> How acute it must have felt,
how clearly it must have stood out, like you might
actually touch it, this loss, pick it like an apple, and
feel its weight in your hand like a rock.

Anna Munk looks back at what Cezanne looked
towards: loss of world. And she sees it, not with the
clarity afforded by empirical science, but in the only
way that she could: through a cloud of smoke. If, for
Cezanne, the fruit bowl and even the painting itself
was the last vestige of the real, Anna Munk’s world

is also Jean Baudrillard’s, where reality is preceded
by its representation. In her paintings, the real takes
the form of an ellipses, a suspension of meaning, a
string of questions: What is the relationship between
a picture and its referent, an object and its viewer?
What happens in the act of looking? How does seeing
deprive the world, how does it constitute it? If still
lifes have been a way of holding on to things—in the
old days, flowers at the height of bloom, transformed
into sealed objects in the form of paintings, unmoved
by time; and more recently, of making more tangible
the little that exists—can we imagine them also as

a way of letting go? The still life as a match to the
world; not a way in, but out of it. A way of letting
reality go up in smoke, letting the buildings burn
down, and allowing that loss, that letting go, to be
beautiful, cathartic? There is a sense that, if Anna
Munk’s apples should fall, they would not hit the
ground. And there is an enormous gravity to the
feeling that follows—that it might just be better
that way.

3. 'TJ. Clark, Farewell to an Idea: Episodes from a History of
Modernism (New Haven: Yale University Press, 1999).
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