








ser af invitationer til fester, men efterhanden er det blevet smat, da de
er begyndt at kende os. Tit blev der ballade, og s& métte det ordnes
med et par raske slagsmal.

Vi bestemte, at vi skulle betale kontingent stadigvek, saledes at vi
havde nogle penge til at starte pa, men der har varet mangel pa dette.
Til den 1. januar har vi bestemt, at vi alle skal betale penge, si der kan
blive noget orden i det. Nér vi havde lavet noget blev det altid blest
lide vildt op af andre mennesker. Man kunne simpelthen ikke vise
sig nede i byen for folk begyndte at glo og hviske. De skulle hellere
holde deres keft, nir de ikke vidste en skid om det alligevel. Nogle
fyre fra os af medte nogle kellinger, som de begyndte at ga med. Det
skabte noget splid. Men det er ved at blive oprettet igen. Vi hiber at fa
et nyt klubhus igen. Vi ved godt, hvordan folks meninger er om det.
Det skal vi ikke nzvne, men vi er indstillet pa at opfere os ordentligt
(sadan da), men der kan jo ikke undga at vere noget ballade, nir man
er si mange mennesker. Vi vil gerne have et, hvor det 14 afsides, si vi
ikke forstyrrede naboer osv. Sa kunne vi jo skabe os alt det vi ville, det
kunne jo ikke genere nogen si. Nar man er Landstryger bliver man
behandlet som skidt af voksne, men de kan rende os skrat op med
deres meninger. De ma jo have glemt, hvordan det er at veere ung. Der
gar ogsd nogle forfardelige rygter om os, som de skide borgere tror pa.
Det er nok pa den made, vi far sa darligt et rygte. Til slut hiber vi pa
at fa et sted, som vi kan kalde vores eget. Vi er stolte af at veere Land-

of parties, but not so much anymore, because after a while they got to
know us. There was often trouble and we had to take care of things
with some quick fights.

We decided that we should still pay a membership fee so we had
some money to start with, but not that many have done it. We have
decided that from January 1t everybody has to pay so we can get a
handle on things. When we've done something it always got blown
out of proportion by other people. It was impossible to show yourself
downtown without people staring and whispering. They should just
shut up when they don’t know a damn thing about it anyway. Some
of our guys met some bitches they started to date. That created a lot
of tension. But that is being worked out. We hope we get a new club
house again. We know how people feel about this. We’re not going to
talk about that, but we are determined to behave ourselves (kind of),
but you can’t avoid a little bit of trouble when so many people are to-
gether. We would like a place that’s a little secluded so we don’t bother
neighbours etc. Then we could do as we like and it wouldn’t bother
anyone. When you're a “Landstryger” you get treated badly by the
grownups, but they can take their opinions and shove ’em. They must
have forgotten what it is like to be young. There are also some awful
rumours about us that the damn community believes. That’s prob-
ably how we got such a bad reputation. In the end all we want is to
find a place we can call our own. We are proud to be “Landstrygers”,
because we know we are the best. If anyone thinks otherwise they can

strygere, for vi er bare de bedste. Hvis nogen er af en anden mening,
kan de bare kridte banen op. Denne udstilling er for at oplyse folk om
hvordan vi er, sa de selv kan danne sig en mening om os.

Vores forhold til andre samfundsgrupper
MC-klubber: Vores forhold til MC-klubberne her i Randers er meget
godt. Vi kan snakke med dem og vi har fester ssmmen med dem, og
de har ikke noget imod os, selv om vi er en knallertklub endnu. Og vi
haber det bliver ved med vores venskab med dem, ogsi nar vi engang
bliver MC, som vi bliver ca. om et ars tid.

Flippere: Vores forhold til flipperne er ikke serlig godt. Fordi vi
ikke kan lide at de fyrer hash, tar piller og sidan noget, og vi kan hel-
ler ikke lide den méde deres pakledning er pa, og deres lange tjavsede
har, og heller ikke sidan som de indretter deres lejligheder, med olkas-
ser og gammelt ragelse, men ellers har vi ikke noget imod dem, bare
de holder sig for sig selv.

Diskerne: Bryder vi os ikke si meget om, men vi kan da godt
tolerere dem, vi kan ikke lide deres pzne toj og deres store interesse for
discomusik.

Borgerdyr: Borgerdyr kan ikke tolerere os pa grund af vores frygt-
indgydende piklaedning, som de kalder det, men vi har ikke noget
imod dem, vi vil bare skabe lidt liv i den triste og gra vejrdag.

Alex og Ivan

bring it on. This exhibition is to inform people about what we are like
so they can form their own opinion about us.

Our relationship with other groups in society
MC clubs: Our relationship with MC clubs here in Randers is pretty
good. We can talk to them and have parties with them. They don’t
have anything against us, even though we are still a moped club. And
we hope our friendship with them continues, even when we become a
MC club, which should happen in about a year.

Hippies: Our relationship with the hippies is not so good, because
we don’t like to smoke hash, take pills or stuff like that. We don’t like
the way they dress, their long ungroomed hair, or the way they deco-
rate their apartments with beer crates and old junk, but otherwise we
don’t mind them as long as they keep to themselves.

Discos: We don’t care much for them, but we can tolerate them.
We don’t like their nice clothes and their interest in disco music.

Bourgeois: The bourgeois can’t stand us because of our horrific
clothing, as they call it, but we don’t have anything against them, we
just want to put a little life in an otherwise grey everyday life.

Alex and Tvan



Landstrygerne — 1979

Landstrygerne blev 18, fik kerekort og blev en MC-klub.

Denne serie er aldrig vist offentligt for.

Vi var pa arbejde med Alex pd Maskinfabrikken Gerni.

Med Poppe pa Handelsskolen og hjem.

Eftermiddage og aftner pa Tower Grill i Slotscenteret.

Der var omgang med og omkring motorcyklerne.

Folk flyttede hjemmefra og inviterede os pd middag pé verelset.
Om sgndagen kunne det blive en tur ud i det fri — for eksempel til
Folle Strand.

Nu kunne man holde fest hjemme hos nogen — og fortsette ned
gennem byen til Storegade.

Malet var Gaslight — dette er vist fra en stille aften.

Der var tref i Sverige — Lars korte motorcykel og var med.

”Lante” biler og brak — her i Udbyhej — var en del af livet for nogen
i Landstrygerne.

Lang serigs samtale over en ol og en bindoptager pa museet var en
anden del af billedet.

Den felles rejse sluttede i 1979 og vi gik hver til sit.

Nu kan snakken gi om, hvorhen.

Landstrygerne — 1979

Landstrygerne turned 18, got their drivers licenses and became
an MC club.

This series has never been shown publicly before.

We were at work with Alex at Gerni engine works.

With Poppe at business school and at home.

Afternoons and evenings at Tower Grill in Slotscentret, the town mall.

They were hanging around motorcycles.

People moved away from home and invited us for dinner

in their rooms.

On Sundays, it could be a trip out into the country — for example
Folle Strand.

Now they could have a party at someone’s house and continue
through the town to Storegade.

The goal was Gaslight — this is shown from a quiet evening.

There was a rally in Sweden — Lars rode a motorcycle and attended.
“Borrowed” cars and break-ins — here in Udbyhej — a way of life for
some of Landstrygerne.

Long serious conversations over a beer and a tape recorder

at the museum were another part of the story.

The shared journey ended in 1979 and we went our separate ways.
Now let’s talk about where.
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Ungdoms-
billeder

Film var en vesentlig del af
museets arbejde og bide Allan

og Lars havde veret pé kurser pa
Den Danske Filmskole. De havde
kontakter i filmverden, som si
udstillingerne og opfordrede os

til at sege Filminstituttets Work-
shop om stette til produktionen.
Det blev Workshopproduktion 79
nr. 663, optaget i efterdret 1979.
En raklippet version blev vist i
Filmugen i Randers i november.
Ferdigklippet blev den vist i Rad-
husteateret i foraret 1980.

Filmen er lavet af: Finn Larsen, 23
— Lars Johansson, 30 — Allan Berg
Nielsen, 39 — Vibe Mogensen, 15 — Bent Serensen, 21.

Medvirkende: Kim, arbejdsdreng, 17 — Michael, gymnasieelev, 18 —
Sanne, mor, 19 — Helle, skoleelev 16 — Tineke, skoleelev 15 samt deres
venner.

Musikken er skrevet af Lars Karmark og indspillet i PUK-studiet med
bandet Celia, der bestod af: Erik Schultz, sax — Bent Kallehauge, bas
— John Rasmussen, trompet — Erik Danscher, keyboards — Bjarne
Nilsson, trommer — Berit Steen, vokal, teknik — Lars Karmark, guitar
og klaver. Temanummeret fra filmen levede videre med titlen:
"Supernova..

Grafik: Ole Eli Hansen

Pictures of
Youth

Film was an important part of the
work of the museum, and Allan
and Lars had both of them par-
ticipated in courses at the Nation-
al Film School of Denmark. They
had contacts in the film world,
who saw the exhibitions and
encouraged us to apply for grants
from The Danish Film Institute.
It became workshop production
79 nr. 663, filmed in the autumn
of 1979. A pilot version was shown
in the Film Week in Randers in
November. A completed version
was shown at the local cinema
Rédhusteateret in spring 1980.

The film is made by: Finn Larsen, 23 — Lars Johansson, 30 — Allan
Berg Nielsen, 39 — Vibe Mogensen, 15 — Bent Serensen, 21.

Cast: Kim, working boy, 17 — Michael, high school student, 18 —
Sanne, mother, 19 — Helle, school pupil, 16 — Tineke, school pupil, 15
and their friends.

The music was composed by Lars Karmark and recorded at the PUK
studio with the band Celia, which consisted of: Erik Schultz, sax —
Bent Kallehauge, bass — John Rasmussen, trumpet — Erik Danscher,
keyboards — Bjarne Nilsson, drums — Berit Steen, vocal, technique —
Lars Karmark, guitar and piano. The title track from the film lived
on as: ‘Supernova’.

Graphics: Ole Eli Hansen

Finn Larsen og Lars Johansson:
Ungdomsbilleder

Skrevet den 27. februar 2016, af Allan Berg Nielsen.

Jeg har lige set den fine nye kopi af den 35 ar gamle Ungdomsbilleder, som
nu bliver prasenteret pd museet i Randers som en del af Finn Larsens og
Lars Johanssons udstilling Ung i Randers 1978—-1979, som abner 4. marts.
Jeg er meget overrasket over filmen fra dengang for sa leenge siden. Jeg ser
ingen fejl, synes den er dybt interessant. Jeg er s& glad for de medvirkendes
sprog, som jo er, som det var, og med det gor filmen direkte bevaegende.
Den er sa smukt fotograferet af Lars Johansson og jeg kan i mange scener
fra optagelserne huske Finn Larsens insisterende spergsmal og opfordringer
til de medvirkende til at fortalle lige lidt mere af det, han i forvejen vidste
fra forundersegelsernes mange samtaler og én for én far formuleringernes
pointer hjem, gennemforer dokumetationen og lander den i en enkel poesi.
Og derefter har sa den solide og erfarne klipper Anker Serensen sammen
med Finn Larsen forsynet filmen med et velorganiseret flow og en egensin-
dig intern rytme der si besynderligt faktisk stadigvak er der og fungerer i
det meget opmerksomme og rolige, men ikke langsomme klip. S4 tilfreds-
stillende, at den fllm er bevaret.

Finn Larsen og Lars Johansson: Ungdomsbilleder, Danmark 1979, 48 min.,
Det Danske Filmvearksted.

Filmkommentaren.dfk

Finn Larsen and Lars Johansson:
Pictures of Youth

Written by Allan Berg Nielsen, February 27t 2016.

I just watched the fine new copy of the 35-year-old film Pictures of Youth,
which will now be presented at the museum in Randers as part of Finn
Larsen and Lars Johansson’s exhibition Young in Randers 1978-1979, open-
ing March 4. I am very surprised by this film from that time so long ago. I
see no mistakes and I find it deeply interesting. What I'm really fond of is
the language spoken by the characters, which of course is as it was then — it
makes the film moving in a very direct way. It is beautifully photographed
by Lars Johansson and I remember, from many scenes during the shooting
of the film, Finn Larsen’s insistent questions and invitations to the partici-
pants to tell just a little more of what he already knew from the numerous
interviews that was part of the research: one by one he makes sure that their
formulations get to the point, he not only completes the documentation

but also turns it in to a simple poetry. After that, the solid and experienced
editor Anker Sgrensen, together with Finn Larsen, provided the film with a
well-organized flow and a resolute internal rhythm that, strangely enough,
is still there today and works through the very attentive and calm, but not
slow editing. It is such a delight that the flim is now preserved.

Finn Larsen and Lars Johansson: Pictures of Youth, Denmark 1979,
48 min., The Danish Film Workshop.

Filmkommentaren.df
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Ungdomsbilleder
— resume af
dialogen

Kim er 17 ar og arbejder pa en
forkromningsvirksomhed. Han
meder pa arbejde hver dag fra
06.00-14.30, hvorefter han kerer
hjem og skifter tgj, inden han skal
pa aftenskole k1.15.30.

Han drommer om at blive elektri-
ker, og pd aftenskolen laser han
regning og fysik for at forbedre
sine chancer for at komme ind pa
uddannelsen, nir han fylder 18.

I fritiden er han sammen med sine
venner:

"I weekenden er jeg sammen med

mine kammerater fredag, lordag,

sondag. Jeg gir sammen med en

10-15 stykker... Om aftenen

finder vi en fest, hvor vi kan drikke nogle bajere og more os. S& finder
vi jo ogsd nogle piger, selvfelgelig. Det er jo ikke altid det lykkes. Men
det kommer sidan automatisk, nir man sidder ved siden af hende, ik’?
Bruger armen. Ja, og sd gir vi bare hjem bagefter.”

Kim kunne godt tenke sig at flytte i lejlighed, hvis han havde
pengene. I fremtiden kunne han ogsé godt tenke sig at flytte i hus.
”Og sé finde en pige vel...”

Sanne er 18 dr og bor hos sin mor.
Hun har ikke lavet noget, siden
hun gik ud af skolen for 1,5 ar
siden.

Hun er selv mor, hun har en
dreng, Michael, med Finn. Sanne
og Finn har haft et turbulent
forhold, som dog er blevet bedre
efter de har fiet et barn sammen.
De er glade for hinanden, det
eneste problem er bare, at de ikke
bor sammen og derfor ikke har sa
meget privatliv.

”Jeg hiber, at mine dremme gar
i opfyldelse. Det er, at vi skal fa
en lejlighed. Det er jo ikke sidan
lige til at fa. Vi vil have noget nyt

og der, hvor vi har segt hen, det Sanne

er ikke sidan lige nemt at komme

ind der. Og senere hen si vil vi ogsd gerne have hus, men det tager jo
nogle dr endnu. Sa det er jo ikke rigtig til. Men den lejlighed, den vil
vi i hvert fald have. For det er ogsa irriterende at bo hjemme hele tiden
ved ens foraldre. Det er ikke lige sagen altid.”

Pictures of Youth
— summary of
the dialogue

Kim is 17 years old and works at
a chromium plating company. He
arrives at work every day from

06 am to 2.30 pm after which

he will drive home and change
clothes before he goes to night
school at 3.30 pm.

He dreams of becoming an
electrician, and at night school

he studies maths and physics to
improve his chances of furthering
his education when he turns 18.
In his spare time he hangs out
with his friends:

“On the weekend I am with my
mates on Friday, Saturday and

Kim Sunday. I hang out with 10-15

people... In the evening we
find a party where we can drink some beers and enjoy ourselves. Of
course we will also find some girls. We are not always successful. But
it comes automatically when you sit next to her, right? Use your arm.
Well, and then we just go home afterwards.”

Kim would like to move into an apartment if he had the money. In
the future, he is also keen on moving into a house. “And then find a
girl I guess...”

Sanne is 18 years old and lives
with her mother. She has not
been doing anything since she left
school one and half years ago.
She is a mother herself, and has a
boy, Michael, with Finn. Sanne
and Finn have had a turbulent
relationship, but it has improved
since they had a child together.
They are fond of each other, the
only problem is that they do not
live together and therefore do not
have much privacy.

“I hope my dreams comes true,
that we get an apartment. It’s not
easy to get one. We want some-
thing new, and where we have
looked it’s not easy to get in there. Later on we would like a house,
but it will take a couple of years. So that’s not really relevant now.
But we want an apartment. It is annoying to live at home with your
parents. It is not quite the right thing.”

Huset skal Finn selv bygge, nir han er blevet udlert. Det skal vare
stort med plads til legekammerater.

Personligt dremmer Sanne om at uddanne sig til sygemedhjelper,
men der er to dr til, hun kan sege ind pa uddannelsen. I mellemtiden
kunne hun godt tenke sig at arbejde som rengeringsassistent og bruge
tid sammen med sin lille sgn, si hun kan lere ham at kende.

Tidligere dremte hun om at blive friser, men det gor hun ikke
leengere.

Helle er 16 ar, gar i 10. klasse og
arbejder i DSB kiosken i Randers.
Hun er meget glad for sit arbejde,
det er skagt, hun har nogle gode
kollegaer og sa kommer hendes
venner og veninder tit forbi.

Hun spiller hindbold i Randers
Hallen hver mandag og onsdag,
nogle gange ma hun dog droppe
sporten til fordel for arbejdet —
faktisk hver anden onsdag,.

Nar hun ikke er pa arbejde eller

i hallen slentrer hun rundt i byen
og keber toj sammen med sine
veninder. Hun bruger mange
penge pa tej. Hun tjener 1500

kr. skattefrit om méineden i DSB Helle

kiosken, de gar til nyt to].

Helle gar ogsd meget i byen, i weekenden kommer hun ofte i klubben
pa sin skole.

Skolen er hun til gengzld ikke si glad for: "Det er lige for jeg selv si-
ger "Arbejdet for skolen”, fordi jeg simpelthen er si skoletrat.” Allige-
vel er hendes plan, at hun skal fortsztte pA Handelsskolen, nir hun er
ferdig med 10. klasse og derefter videre pa bankskole. Hun vil nemlig
gerne vere bankfunktioner.

Hun har tidligere veret i praktik hos Sparekassen i Randers og det var
hun meget glad for.

Helle drommer om at eje en tejbutik:

”Jeg kunne godt tenke mig en tojbutik af en eller anden art. Bare
sidan en lille en. Jeg vil ikke ligefrem sige, at jeg kunne tenke mig at
have den her i Danmark. Jeg kunne godt tenke mig at bo i Spanien et
eller andet sted eller i Tunesien specielt, for der har jeg veeret pé ferie

i fire ar i trek. Man kan jo sige, at der er tgjet jo ikke nar sd meget
fremme. Men det kunne sa vere skagt at fore det frem. Men det kan
man sige sig selv, det bliver jo aldrig til noget.”

Finn is going to build a house when he has served his apprenticeship.
It must be big, with room for friends.

Personally, Sanne dreams of becoming a nursing aide but it will be
two years before she can apply for the training. In the meantime, she
would like to work as a cleaner and spend time with her young son so
she can get to know him.

Previously, she dreamed of becoming a hairdresser, but she does not

anymore.

Helle is 16 years old, is in 10th
grade and works in the DSB kiosk
in Randers. She is very happy
with her job, it’s fun, she has some
good colleagues and her friends
often come by. She plays handball
in Randers sports centre every
Monday and Wednesday, but
sometimes she must give up sports
because she has to work — every
other Wednesday, in fact.

When she is not at work or in

the sports centre she is strolling
around town and buying clothes
with her friends. She spends a lot
of money on clothes. She earns
1,500 kr. Tax-free every month

in the DSB kiosk and they go
towards new clothes.

Helle also goes out a lot, on weekends she often goes to the youth club
at her school.

The school on the other hand she is not so happy about: “I would
almost say, “Work before school” because I am simply so tired of
school.” Yet her plan is to go to Business College when she finishes
10th grade and then continue on to banking school. She would like to
be a bank employee.

She has previously been a trainee at the bank “Sparekassen” in
Randers and she really liked it.

Helle dreams of owning a clothing store:

“I would like a clothing store of some kind, just a small one. I would

not exactly say that [ want it here in Denmark. I would like to live in
Spain somewhere or in Tunisia because I have been on vacation there
four years in a row. You could say that fashion is not such a big thing
in Tunisia. But it would be fun to bring it forward. But it goes with-

out saying that that won’t happen.”



Tineke er 15 ar og gar i 9. klasse
pa Tirsdalens skole i Randers.
Tirsdalens skole har kun eksiste-
ret i 10 ar. Larerne er derfor ogsd
yngre end pa andre skoler, hvilket
Tineke synes er en fordel, for sa er
de lettere at snakke med.

[ fritiden gér hun til fest og
hanger ud i hallen. Hallen er dog
mest interessant i weekenden, hvor
der er turneringer.

Tineke dremmer om at blive
fritidspadagog og méske om at
blive gift.

Tineke is 15 years old and in

9th grade at Tirsdalens school in
Randers.

Tirsdalens school has only ex-
isted for 10 years. Therefore, the
teachers are younger than at other
schools, which Tineke thinks is
an advantage, as they are easier to
talk to.

In her spare time she parties and
hangs out in the sports centre.
The sports centre is most interest-
ing on the weekends, where there
are tournaments.

Hun dremmer ogsa om at finde Tineke Tineke dreams of becoming a

den helt rigtig fyr:

"De drenge jeg godt kan Ii’, de

skal helst vere sade og, det ved jeg ikke rigtig, de skal, ja hvad skal
de, de skal ogsa vere pene i tgjet og de skal ikke se nulrede ud og
sidan noget. De skal helst ikke vare for barnlige, altsd der er mange
drenge, der er sadan lidt barnlige. Jeg skal ogsd kunne snakke med
dem om alting, altsa hvis vi f.eks. er oppe at skendes, sé skal vi kunne
snakke om, hvorfor vi skendes og alt sidan noget. Sa vil jeg ogsa helst
vere sammen med en dreng, som kan forsta mig og som ogsa kan Ii’

»

mig...

Michael er 18 ar og gar i 3.g pa
Amtsgymnasiet i Randers.

Han er lige flyttet hjemmefra og
bor nu i en lejlighed pd Anemo-
nevej sammen med sin kammerat
Helge. Tidligere boede han i et
parcelhus sammen med sin mor,
far og sester.

Han er kerester med den et ar
@ldre Mette, som han er meget
glad for.

Han er engageret i politik og
bruger meget tid pa forskellige
politiske aktiviteter, hvilket godt
kan vere et problem i forholdet,

leisure-time teacher, and maybe
also of getting married.
She also dreams of finding just the right guy:
“The boys I like, they should preferably be sweet and, I don’t know,
they must also be neatly dressed and not look shaggy and things like
that. Preferably, they should not be too childish, there are many boys
who are a little childish. I also need to be able to talk to them about
anything, so if; for example, we are arguing, then we should be able to
talk about why we argue and stuff like that. So, I would also prefer to
be with a guy who understands me and who also likes me...”

Michael is 18 years old and in

his 3rd year at Amtsgymnasiet in
Randers.

He just left home and lives in an
apartment on Anemonevej with
his friend Helge. Previously he
lived in a single-family house with
his mother, father and sister.

He’s in a relationship with Mette,
who is one year older and whom
he is very fond of.

He is engaged in politics and
spends a lot of time on various
political activities, which can be
a problem in the relationship,

da Mette til tider foler sig lidt Michael because Mette sometimes feels a

underprioriteret.

Michael har mange dremme: "Jeg vil gerne leere noget, jeg vil gerne
ud og se noget, jeg vil gerne rejse, jeg vil gerne leere en masse menne-
sker at kende, leere at finde ud af, hvad de tenker. Der er ogsi forskel-
lige ting, jeg godt kan lide at arbejde med. Jeg kan godst lide at spille
og sddan noget. Men de ting, det er klart, dem kan jeg ikke fa fri ud-
foldelse for i gjeblikket og det generer mig sidan set heller ikke. Som
jeg sagde, er den politiske aktivitet en nedvendighed for mig, fordi
jeg har en idé om, at sidan som Danmark ser ud, sidan som Randers
ser ud, sidan som hele systemet virker til at vare bygget op, det har sa
mange groteske fejl, at det skal laves om altsa.”

little under-prioritized.

Michael has many dreams: “I want to learn something, I want to go
see something, I would like to travel, I want to get to know different
people, learn to find out how they think. There are also various things
that I like to work with. I like to play and things like that. But those
things, of course, I cannot fully pursue at the moment but it doesn’t
really bother me. As I said, the political activity is a necessity for me,
because believe that the way Denmark is now, the way Randers is,

the way the whole system seems to be built, it has so many grotesque
flaws that it needs to be changed.”
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Tanker omkring ungdomsprojektet
— set fra 2016-perspektiv

Tidligt i 2015 fik Museum Ostjylland i Randers en henvendelse fra
Milo, som var med i Landstrygerne i slutningen af 70erne. Han ville
gerne se fotografierne som dokumenterede hans og hans venners liv i
de ar.

Jeg har opbevaret materialet i alle drene og Milos henvendelse var an-
ledningen til, at museets fotograf, Hans Grundse, inviterede mig til at
praesentere materialet ved et offentligt arrangement i Randers. Arran-
gementet trak mange interesserede og det blev starten pa, at Hans og
jeg udviklede ideen om at tage fat i det gamle materiale og gore det til
en slags genudstilling. Der blev aftalt en udstilling og en dbningsdato.
Og jeg tog kontakt til Lars — for noget af det serlige ved ungdomspro-
jektet er, at det er et helt flles projekt — i en grad, sd ingen af os med
sikkerhed kan sige, hvem der har taget hvilke billeder.

Det blev til en genoptagelse af vores dialog fra den gang.

Lars er dybt begravet i et romanmanuskript, si han stemme er repre-
senteret af abningstalen til udstillingen (se s. 92).

Men ogsd andre blev inddraget i den genoptagne dialog,.
Allan Berg Nielsen, der var museumspzdagog, dokumentarfilm-
entusiast og pA mange mader vores mentor. Siden blev han filmkon-
sulent, nu er han pensionist, film- og Randers-blogger — og som altid
med en sterk filosofisk overbygning.
Og Vibe Mogensen, der startede med at vere foran kammeraet som
en af Landstrygerne, men som vi trak med ind som produktionsassi-
stent, da hun var 15. Den start kan man nok se afspejlet i hendes
senere karriere — hun er filminstrukter og produktionsskolelerer.
Jeg ser i dag Kulturhistorisk
Museum Randers, KHM, som det sted, der har dannet mig som
menneske og kunstner — det var mit kunstakademi og universitet.
Disse mail-dialoger med Allan og Vibe handler om meget forskelligt,
men i bund og grund nok mest om dokumentarisme og om en made
at lave museum pé, som for os alle har veret en skelszttende oplevelse
i vores liv.

Finn Larsen

Reflections concerning The Youth
Project — from a 2016-perspective

In the early days of 2015 Museum Ostjylland in Randers was contact-
ed by Milo, who was a member of Landstrygerne in the late Seventies.
He wanted to see the photographs, which had documented his life
and his friends from those early years.
I have stored the material throughout the years, and Milo’s inquiry
was the occasion for Hans Grundse, the photographer at the museum,
to invite me to present the material at a public event in Randers. The
event attracted quite a lot of interested people, and it became the start
of a cooperation between Hans and I, developing the idea of making a
kind of re-exhibition of the old material. An exhibition and an open-
ing date was agreed.
Then I contacted Lars — because a special thing about the youth pro-
ject is, that it is a joint project — to the degree, that none of us is able
to tell who has taken which pictures.
Our resumption resumed from then on.
Lars is currently deeply engaged in a manuscript for a novel, and that’s
why his voice is represented by his speech from the opening of the
exhibition (p. 93).
But others were engaged in the resumed dialog.
Allan Berg Nielsen, who was then educator at the museum, a docu-
mentary enthusiast and in many ways our mentor. Later on he became
a consultant at the Danish Film Institute, now he’s retired, a film-
and a Randers-blogger — and, as always, with a strong philosophical
perspective.
And Vibe Mogensen, who started in front of the camera, as one of
Landstrygerne, but we engaged her as a production assistant when se
was only 15. You can see this start reflected in her later career: She is
now a filmmaker and a teacher at a production school.
Today I see Kulturhistorisk Museum Randers, KHM, as the place,
which has formed me as a person and an artist — it was my academy of
fine arts and my university.
These email dialogues with Allan and Vibe are about a variety of
topics, but basically, I think, they are mostly about documentarism
and about a way of running a museum, which for all of us became a
watershed in our lives.

Finn Larsen

Maildialog mellem Finn Larsen

og Allan Berg Nielsen

Hvornér startede du egentlig pd Museet — hvor-
dan landede du der og hvad interesserede du dig
for pa det tidspunkt?

Det var 2. oktober 1972, en ganske sarlig dag, en
dag med en vigtig folkeafstemning, og jeg blev mod-
taget af museets leder Bjorn Stiirup og hans hustru
Guri Dybsand, som ogsd arbejdede p& museet, begge
som ark®ologer, men det skulle vise sig, ogsd som
meget andet. De evnede begge som akademikere, ud
over at beherske deres fag, at arbejde bredt med et
stort museumsfelt: historie, etnologi, etnograf, folke-
mindevidenskab og vigtigt, museologien, museets
placering i samfundets samlede erkendelsesbestre-
belse. De var omfattende og bredt beleste, de rejste
meget og tenkte alt i international sammenhang.

Det var alt sammen nyt for mig, helt nyt, jeg havde
aldrig veret pa et museum for, knapt nok som bese-
gende, men de delte genergst og begejstrede ud af
deres viden og kommenterede det med deres person-
lige opfattelser. Guri Dybsand forklarede for eksem-
pel, at hun arbejdede som dokumentarist p4 museet.
Det undrede mig en del, men det, skulle jeg snart
finde ud af, var en meget precis term, og velanbragt

sit sted. Og jeg sugede til mig.

Jeg landede pa Kulturhistorisk Museum Randers,
fordi jeg var uden arbejde efter at have arbejdet som
folkeskolelerer og hejskolelerer. Jeg sa, at en stilling
som museumspadagog var ledig. Den sogte jeg si og
den fik jeg. Jeg anede ikke hvad kulturhistorie var,
syntes bare det lod spendende og sidan fint!

Og det var sandelig et smukt og imponerende hus,
Mogens Lassens nybyggede modernistiske kulturhus
med arkiv bibliotek, historisk- og kunsthistorisk
samling efter André Malraux’ og Bodil Kochs ideer.
Jeg var mere og mere benovet.

P4 det tidspunkt interesserede jeg mig for litteratur,
historie, geografi, psykologi, byplanlegning og film.
Det havde jeg undervist i. Alt sammen pa alment
niveau. Nu medte jeg den akademiske verden, sidan

Email dialog between Finn Larsen
and Allan Berg Nielsen

When did you actually begin working at
the Museum? — How did you end up there and
what were your interests at that time?

It was October 2, 1972, a very special day, the day of
an important referendum [the Danish membership
of The European Communities] and I was received
by the museum’s director Bjorn Stiirup and his wife
Guri Dybsand, who also worked at the museum —
both as archaeologists, bug, as it turned out, also so
much more. As academics, they both had the abil-
ity - in addition to master their subjects — to work
with the museum field at large: history, ethnology,
ethnography, folkloristics and, most importantly,
museology, that is, what is the place and role of the
museum in the combined effort for knowledge in a
society. They were well and widely read, they
travelled a lot and thought of everything in an
international context.

Everything was new to me, entirely new. I had never
been at a museum before, barely as a visitor, but
they generously and enthusiastically shared their
knowledge and commented it with their personal
views. Guri Dybsand explained, for example, that
she worked as a documentarian at the museum. It
puzzled me quite a bit, but I was soon to find out
that it was a very accurate term, and well placed too.

I soaked it all up.

I ended up at the Museum of Cultural History in
Randers, because I was out of work after having
worked as a primary school teacher and a folk high

school teacher. I saw that a position as education
officer in the museum was vacant. I applied for the
job - and I got it. I had no idea what cultural history
was about, I just thought it sounded interesting and
sort of classy!

And it was indeed a beautiful and impressive house,
Mogens Lassen's newly constructed modernist
cultural center with an archive, a library, a historical
and an art historical collection, after André
Malraux’ and Bodil Koch's ideas. I was more and
more overwhelmed.

At that time I was interested in literature, history,
geography, psychology, urban planning and films.

I had taught all these things as a teacher, all on a
general level. Now I met the academic world, like
that, in my in daily work. As it was for you Finn, the
museum was my university.

Can you describe what kind of a place
the museum was back then?

Describe, describe, that’s hard.

It was about, as I see it, the reality of what lay behind
the exhibition halls. So let me first mention the
library, a wonderful large and old, but surprisingly
updated, book and journal collection. A place that

I could just walk in to many times a day and get
started. I could find the answers in it, and, that was
the best part, also the answers to the questions that I
didn’t have enough knowledge to ask.

i dagligt arbejde. Som det blev for dig Finn, blev

museet mit universitet.

Kan du beskrive hvad Museet var for et sted
den gang?
Beskrive, beskrive, det er svert. Det drejer sig, for-

stdr jeg, om virkeligheden bag udstillingssalene.

Sé lad mig forst nevne biblioteket, en vidunderlig
stor, gammel og til det nyeste overraskende opdate-

Allan

Then there was the green register, a brilliant little
book that divided the museum collections into
concrete, ordering categories, also the one I was now
working in. This division made them appear as con-
crete representations of reality, as microcosms, as the
texts in the library continuously explained.

Then there was the catalogue, first the object cards,
with all known information for each single museum
object in the exhibition halls and in the storage,
where, it turned out, the very most of the collection
was stored. A collection that, as I observed on my
first day and from then on, was ever increasing, for
instance by collection through the archaeologists'
excavations, as gifts or by the occasional purchase.

Also belonging to the catalogue was the file archive,
a topographically organized subject index of all cases
related to the collection and the related observations,
the study reports from all of the organized curiosity
of the museum, the excavations and the surveying of
the terrain and the houses and all the information
from the local people around.

This is where yours and Lars' project, your pho-
tographic depiction of the adolescents in Randers
1978 as a documentary work, found its place in the
museum’s logic and microcosm, and where it is now
again, presented / on display in the exhibition hall.

The library, the green register, the catalogue with the
object cards and the file archive, the documentation
of the concrete real. It was a completely new and



ret bog- og tidsskriftsamling, jeg mange gange om
dagen bare kunne g i gang med, finde svarene i,
ogsé, hvad der var det bedste, svarene pa det, jeg ikke
havde viden nok til at sperge om.

Sé var der den grenne registrant, en genial lille

bog, som inddelte museernes samlinger i konkrete,
ordnende kategorier, altsd ogsa det, jeg nu arbejdede
i, s4 de fremstod som konkrete reprasentationer af
virkeligheden, som mikrokosmer, som teksterne i
biblioteket forklarede i et kontinuum.

S& var der katalogen, forst genstandskortene, kort
med alle beholdne oplysninger til hver enkelt muse-
umsgenstand i udstillingssalene og i magasinerne,
hvor, viste det sig, det allermeste af samlingen var
opbevaret. En samling, som, sa jeg den forste dag
og alle senere, stadig foregedes ved indsamling, for
eksempel ved arkeologernes udgravninger og ved

gaver og ved enkelte indkeb.

Til katalogen horte ogsé sagsarkivet, et topografisk
ordnet journalarkiv med al sagsbehandling vedreren-
de samlingen og vedrerende iagttagelserne, underse-
gelsesrapporterne fra al museets organiserede nysger-
righed, udgravningerne og opmalingerne i terrenet
og i husene og oplysningerne fra folk deromkring.

Det var her dit og Lars’ projekt, jeres fotografiske
skildring af ungdommen i Randers 1978, som doku-
mentarisk arbejde fandt sin plads i museets logik og
mikrokosmos, hvor det nu, disse dage, igen er taget
frem i udstillingssalen.

Biblioteket, den grenne registrant, katalogen med
genstandskortene og sagsarkivet, dokumentationen
af det konkret virkelige. Det var en fuldsteendig ny
og dybt fascinerende verden for mig. Den hed muse-

deeply fascinating world to me. It was called the
museum world, I was told, and I was to gradually
learn that this world expanded and expanded itself
before me, which is what worlds do when they are
looked upon over time.

Where did the inspiration to think and to make
a museum this way come from?

For me, the museum was a place where I was to meet
and connect with other museum people, almost

every one of them wildly gifted in some strange way.
The museum opened the door to seminars, to confer-
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umsverdenen, fik jeg at vide, og jeg skulle lidt efter
lidt erfare, at den udvidede og udvidede sig for mig,
som verdener ger, nir de betragtes over tid.

Hvorfra kom inspirationen til at teenke og lave
museum pé den mide?

Museet blev for mig et sted med meder med andre
museumsfolk, merkeligt vildt begavede mennesker
nzsten alle. Museet dbnede for kurser, rejser til
andre lande begrundet i internationale forbindelser,
Stiirups og Dybsands netverk. De to opfordrede
mig ivrigt.

ences, trips to other countries due to international
relations through Stiirup and Dybsand’s network.
The two of them encouraged me eagerly.

At first, my own network was formed by those in
Denmark who had the same position as me; it was
Ove Nielsen in Maribo, Jan Stubbe @stergaard at
Glyptoteket in Copenhagen, Inge Adriansen in
Senderborg and Marianne Bro Jorgensen in Viborg.
We, joined by others, made our own association
and, soon after, also a journal where we changed
and expanded the concept, which was linked to

our job description, namely education. We changed

Mit eget netveerk blev forst de andre i landet, som
havde en stilling som mig, det var Ove Nielsen i
Maribo, Jan Stubbe @stergaard pa Glyptoteket i Ko-
benhavn, Inge Adriansen i Senderborg og Marianne
Bro Jorgensen i Viborg. Vi, og flere med os, lavede
vores egen forening og snart ogsé et tidsskrift, hvor
vi &ndrede og udvidede det begreb, som knyttede
sig til vores stillingsbetegnelse, nemlig pedagogik,
@ndrede det til formidling, som i hvert fald jeg fandt
bredere og mindre omklamrende.

Museet var altsd museumsverdenen.

| \
- '3

this concept into something that had more to do
with mediation, which I found to be wider and less
embracing.

The museum was thus “the museum world”.

This was the word of Peter Seeberg. His calm, assur-
ing and fundamental museum ideas were the foun-
dation in that world. His exhibitions and catalogues
for the Viborg exhibition, for example, and the
surprisingly genre breaking and pioneering

Pieces of a world (1975).

The museum world was also the exhibitions of Torkil
Funder with his deeply personal photographs and
texts: The Middle Ages in Ribe (1973) and Travel

in Oman (1974) and The Middle Ages in Randers
(1977), the latter furthermore strengthened by Jens
Vellev’s systematic and energetic professional
curiosity.

All this was based on P. V. Glob’s double view of the
ideas of archaeology and anthropology, which he
always thought of both scientifically and artistically.
Like in his rare little essay: To the God on a Holy
Mountain (1948/1971).

Mette Thelle, from the art collection in the house,
introduced me to André Malraux’s essay:

The Metamorphosis of the Gods (1954).

The museum was me meeting all this, these people
and their surprising way of reading the world around
them. It was me discovering those exhibitions, with
these texts that all had the poetic approach in com-
mon.

And the museum was a place where I, early in the
morning, met the excavation team of two, Elmer
Kristensen and Eva Lynggaard, who soon invited me

Det ord var Peter Seebergs, hans rolige, sikre, funda-
mentale museumsidéer var i den verden grundleg-
gende, hans udstillinger og kataloger til Viborgud-
stillingen, for eksempel det forbavsende genrenybrud

Brikker af en verden (1975).

Museumsverden var ogsa Torkil Funders udstillin-
ger med hans dybt personlige fotografier og tekster:
Middelalderen i Ribe (1973) og Rejse i Oman (1974)
og Middelalderen i Randers (1977), den sidste tillige
sikret af Jens Vellevs systematik og energiske faglige

nysgerrighed.

to come with them and introduced me to this precise
part of the collection work, the research and the
archaeological science.

So I drove with them out into the countryside and,
first, got in their way and later lent a hand by moving
earth, cleaning the field and reading the narrative of
the stratigraphie.

And back in the library were all the handbooks and
then, the most important thing, the modern over-
view, Jorgen Jensen’s intelligent book: Danish social
history 1 (1979) which was introduced to me by Bo
Madsen right after it was published. Bo Madsen,

an archaeologist, was a student at that time, but at
the museum he was allowed to do what he was good
at - and what he did was both sophisticated and dif-

ferent.

The museum was a place for many different skills:
engineers, architects, carpenters, and journalists.
They came as conscientious objectors and employed
their professional expertise and commitment on
equal terms with the permanent staff. There were
room for many ideas and ways to do things. People
gathered around a person and that person's idea,
and that idea was then simply carried out within
the inspiring and extremely liberal framework of the
direction.

Could you elaborate a little more on what you
mean by poetic approach?

The poetic approach is Aristotle's demand in his
Poetics (around 335/334 f. Kr.). Now, I have never
gone to high school, at the Ngrre Nissum College of
Education, we didn’t read any Greek philosophers,
and at the teachers college the philosophy course
began somewhere around Wittgenstein, I think, at

Det havde alt sammen forudsztning i P. V. Globs
dobbeltsyn pa arkzologiens og antropologiens
tanke, som han altid tznkte bdde videnskabeligt og
kunstnerisk. Som i det fine lille essay: Til guden pa
et helligt bjerg (1948/1971).

Mette Thelle ved kunstsamlingen i huset pegede for
mig pa André Malrauxs essay: Gudernes forvandling

(1954).

Museet var mit mede med det, disse mennesker og
deres overraskende omverdenstolkning, mit mede

least for me. I just chose my own texts, there we have
the library again, first and last.

No, it was the film producer Henrik Veileborg who
first made me aware of Aristotle. It was the second
Moesgaard Conference (2007), and his lecture was
about the film narrative. He began with a systematic
analysis of Peter Weir’s feature film Witness, and
then spoke of the basic construction of documentary
films, going through the framework element after
element, and eventually he ended up speaking about
the art of poetry, Poetics at its source:

”So, I hasten to follow the thread back to Aristotle.

med disse udstillinger, med disse tekster, som havde

det poetiske greb tilfzlles.

Og museet var et sted, hvor jeg tidligt om morgenen
medte udgravningsholdet og snart blev inviteret til
at tage med for at lere netop den del af indsamlings-

arbejdet, underspgelsesarbejdet og den arkeologiske
videnskab at kende.

S4 jeg korte med ud i landskabet og gik i vejen og
senere lide til hdnde med at flytte jord og rense feltet
af og forstd fyldskifternes fortelling.

Og tilbage i biblioteket var der alle hindbggerne og
sd det allervigtigste, det moderne overblik, Jorgen
Jensens kloge bog: Dansk socialhistorie 1 (1979),
som Bo Madsen med det samme, den udkom,
pegede ud for mig. Bo Madsen er arkzolog, var
dengang studerende, men pd museet fik han lov at
udfere det han hurtigt kunne, og det var avanceret
og anderledes.

Museet var et sted for mange forskellige kompeten-
cer: ingenigrers, arkitekters, tomreres, journalisters.
De kom som militernagtere og lagde deres fag-
kundskaber og engagement pi lige fod med de fast
ansatte. Der var plads til mange ideer og méder. Folk
samlede sig om en person og denne persons idé, som
sd simpelthen blev realiseret inden for en inspire-
rende og yderst liberal ledelses ramme.

Vil du ikke uddybe lidt hvad du mener med po-
etisk greb?

Det poetiske greb er Aristoteles’ forlangende i sin
Poetik (nok 335/334 f. Kr.). Nu har jeg aldrig veret
pa gymnasium, pi Nerre Nissum Seminarium leste
vi ikke graske filosoffer og pa lererhgjskolen begynd-
te filosofikurset cirka med Wittgenstein, tror jeg, i

He has written this small book, which was compul-
sory curriculum at the film school, called On the Art
of Poetry, and in it there are two terms, mimesis and
poiesis, which are set up opposite each other.

Mimesis is seen as reflecting reality and Poiesis, as
far as I understand, seen as something poetically
creative. That is, not like poetry in the way we use
the word, but as something created, something
constructed, perhaps. And these two things must
both be present before you can call something a
work of art ... In our conception of art, we have
probably emphasized the mimetic reproduction and
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hvert fald for mig. Jeg valgte bare mine egne tekster,
der har vi biblioteket igen som det forste og sidste.

Nej det var filmproduceren Henrik Veileborg, som
forst gjorde mig opmarksom pa Aristoteles. Det var
pa 2. Moesgaardkonference (2007), og hans foredrag
handlede om filmfortelling, han analyserede forst
systematisk Peter Weirs spillefilm Witness, talte s&
led for led om dokumentarfilms basale konstruktion
og kom til sidst ind pa digtekunsten, poetikken i
dens udspring:

”S4 vil jeg skynde mig at trekke en trid tilbage til
Aristoteles. Han har skrevet sddan en lille bog, som
var pligtpensum pa filmskolen, som hedder Om dig-
tekunsten, og i den indgér der to begreber, mimesis
og poiesis, som bliver sat over for hinanden. Mimesis
som det virkelighedsafspejlende og poiesis, s vidt jeg
forstar, opfattet som noget digterisk skabende. Altsa
ikke som poesi p& den méde, vi bruger ordet, men
som noget skabt, noget der er konstrueret, méske.
Og de to ting skal begge vere til stede, for der er tale
om et kunstverk... I vores kunstopfattelse har vi nok
lagt meget tryk pé det mimesiske og taget det frem,
der som det virkelighedsafspejlende, var det fine, og
miske er det poiesiske blevet sat for langt i baggrun-
den.” (Henrik Veileborg: Filmfortelling i Allan Berg
Nielsen, red.: Nye udstillinger i nye rammer. Hikuin
og Moesgaard Museum, 2007)

Torkil Funders museologi forener videnskabelig
erkendelse (biologisk, geografisk og antropologisk),
altsd mimesis, med kunstnerisk erkendelse (fotogra-
fisk, essayistisk licterer og udstillingsarkitektonisk),
altsa poiesis. Han forener i sine veerker mimesis med
poiesis, forener efterligning og gentagelse pa den ene
side med nyskabelse og epifani (tilsynekomst, som
filosoffen Fogh Kirkeby med udgangspunkt i Platon

put forward the representation of reality as the finest,
and perhaps the “poetic” has been placed too far in
the background.” (Henrik Veileborg: Film Narrative
in Allan Berg Nielsen, ed.: New Exhibitions within
New Frameworks. Hikuin and Moesgaard Museum,
2007).

The museology of Torkil Funder combines scientific
knowledge (biological, geographical and anthro-
pological), that is Mimesis, with artistic insight
(photographic, essayistic literary, and exhibition
architectural), that is Poiesis. In his works he unites
mimesis with poiesis, unites imitation and repetition
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havde fortalt om pa konferencen umiddelbart for
Veileborg) pa den anden side.

Det er det jeg kalder et poetisk greb.

Din stillingsbetegnelse var museumspedagog —
men stillingsbeskrivelsen gav plads til en person-
lig fortolkning. Fortel om det rum du fik og hvad
du brugte det til (dokumentarfilm, kortfilmbio-
graf ...).

Jeg tror nok, at det var Peter Seeberg, som fandt pa
ordet museumspadagog, det var under arbejdet med
en ny museumslov, som han var med til at skrive.
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on the one hand with innovation and epiphany (ap-
pearance, as the philosopher Fogh Kirkeby, based on
Plato, had talked about at the conference right before
Veileborg) on the other side.

That’s what I call a poetic approach.

Your job title was museum educator — but the job
description gave way to a personal interpreta-
tion. Tell us about the space you were given and
what you used it for (documentaries, short films
cinema...).

Enkelte af lokalmuseerne, deriblandt museet i
Randers, fik status af landsdelsmuseum med serligt
ansvar undersggelsesmessigt for et storre omride, de
fik eget statslig finansiering mod at de opfyldte visse
betingelser. At ansatte en museumspadagog var
blandt andre en sddan betingelse. Museumspzdago-
gen skulle forestd museets nu sztlige forpligtelse til
at stille sine udstillinger, katalogviden, nye under-
sogelsesresultater med mere til ridighed for under-
visningen i omradets skoler, iszr ved at forberede og
tage sig af skoleklassernes besog pd museet. Det var
ligesom selvfolgeligt for mig, og det stod sd nu ogsd i

I guess that it was Peter Seeberg, who created the
word museum educator. It was during the process of
working on a new museum law which he took part
in.

Some of the local museums, including the museum
in Randers, were given the status of regional mu-
seum with a special responsibility for investigation
in a larger area. They got more government funding
but in return had to fulfill certain conditions. Hiring
a museum educator was among those conditions.
The museum educator was responsible for what was
one of the museum’s new obligations: to make it’s
exhibitions, catalogue knowledge, new findings etc.
more accessible to the schools in the area, especially
by preparing for and taking care of school classes
visits to the museum. It all seemed quite obvious to
me, and now it was even written in the law. Bjorn
Stitrup had composed a detailed organizational plan
for the activities of the museum, where all areas and
functions and positions were described with insight
and enthusiasm. I remember that I found the text
extremely inspiring.

Of the position as museum educator it was noted
that, in addition to taking care of school children, he
could take part in the preparation and the composi-
tion of the exhibitions, he could make introductions,
conduct tours and lectures, as well as slideshows and
screening of documentary films — yes, that was what
it actually said, and I noted that down in particular.
It was not something I had expected when I had
applied for the position.

This was all for the general public, and I used it for
the kids as well — I don’t see why there should be a
difference. We did not arrange a classroom like other
museums did, we fitted out the room as

loven. Men Bjorn Stiirup havde skrevet en detaljeret
organisationsplan for museets virksomhed, hvor alle
omrider og funktioner og stillinger var beskrevet
indsigtsfuldt og begejstret. Jeg kan huske, at jeg
fandr det skrift yderst igangsettende.

Om museumspzdagogen stod der, at han, ud over
at tage sig af skolebern, kunne deltage i arbejdet
med udstillingers forberedelse og opbygning, lave
introduktioner, omvisninger og foredrag samt lysbil-
ledserier og dokumentarfilm, ja, det stod der faktisk,
og det noterede jeg mig serligt. Det var ikke noget,
jeg havde forventet, da jeg sogte stillingen.

Det var alt sammen for det almindelige publikum,
og det brugte jeg sa til bernene ogsd, der var i og

for sig ikke forskel, og vi indrettede ikke, som de
andre museer, en skolestue, vi indrettede lokalet som
auditorium og biograf. Med fast hgjttaleranleg og
effektiv morklegning.

Jeg fik da ogsa som noget af det forste en ganske
almindelig museumsopgave, jeg skulle, sammen med
Ole Wathoe-Hansen fra byens historiske forening,
forestd Randersdelen af DR’s landsdekkende ind-
samling af lokale dokumentariske filmoptagelser, i
sig selv et lererigt arbejde.

Samtidig blev jeg bedt om, sammen med Lars, som
jo var museets fotograf, og som jeg siledes med det
samme lerte at kende i et fra da af serdeles omfat-
tende samarbejde, den opgave at indrette en udstil-
ling om “Fotografiets historie”. Den skulle bygges
over fotofaglereren Eyvind Jensens samling af
fotografiapparater og suppleres med ln fra Teknisk
Museum, som vi selv hentede derovre. Lars fulgte
undervisningen pé fotofagskolen og kendte derfor
Eyvind Jensen rigtig godt, og vi besogte ham i Mel-

an auditorium and a cinema. With a fixed public-
address system and efficient blackout.

One of my very first assignments was a fairly ordi-
nary task at a museum. Together with Ole Wathoe-
Hansen from the historical association of Randers, 1
was in charge of the regional segment of the national
broadcasting company DR’s nationwide collection of
local documentary film footage, in itself an instruc-
tive experience.

At the same time, along with Lars, who as you know
was the museum's photographer — I got to know him
right from the start and it was to be the beginning of
a long and very wide-ranging collaboration — I was
asked to design an exhibition about “The History

of Photography”. It was to be built up around the
teacher of photography Eyvind Jensen's collection of
cameras and supplemented by objects borrowed from
the Technical Museum — we went there ourselves to
pick them up. Lars attended classes at the technical
college of photography and therefore knew Eyvind
Jensen really well. We visited him in Mellerup and
made our selection from his shelves and display
cabinets and he explained, commented and told us
one story after the other.

And the reality of the museum world opened itself
up to me more and more.

Lars and I made a slideshow for the exhibition on the
evolution of photography from Niépce until today,
with a voice-over and a simple sound design for the
automatic display in the Kodak Carousel. This was
something we continued to develop together, later
also with you Finn, especially by using a technique
of dissolve which the engineer Svend Thegersen in
Vestergade constructed for us. It was part of great

lerup og valgte ud fra hans hylder og vitriner og han
fortalte og fortalte.

Og museumsverdenens virkelighed dbnede sig mere
og mere for mig.

Lars og jeg lavede dertil en lysbilledserie om foto-
grafiets udvikling fra Niepce til i dag, med fortalle-
stemme og simpelt lyddesign, til automatisk visning
i Kodak Carousel. Og det blev noget vi derefter
sammen, senere jo ogsd sammen med dig, Finn,
udviklede, iszr ved hjelp af overblendingsteknik-
ken, som ingenigren Svend Thegersen i Vestergade

shows such as “The General strike in Randers” and
“The Town that Disappeared”, and many, many
more.

Hasse Christensen, the cinematographer, editor, ani-
mation board expert and filmmaker from Vedbak,
taught classes at the technical college of photog-
raphy. Lars and I attended. We learned the basic
techniques and aesthetics for 16 mm documentary
film production.

The museum had a Bolex. One morning, I brought
it with me on a trip with the excavation team and I

konstruerede for os til store forestillinger som
"Generalstrejken i Randers” og "Byen der forsvandt”
og mange, mange flere.

Hasse Christensen, filmfotografen, klipperen,
trickbordeksperten og filminstrukteren fra Vedbzk,
havde kurser pa fotofagskolen. Lars og jeg deltog.
Vi lerte grundteknikker og -estetikker for 16 mm
dokumentarisk produktion.

Og museet havde en Bolex. Den tog jeg med en
morgen med udgravningsholdet og fortsatte med det
og skildrede over nogle dage udgravningen af en af

continued to do so over several days and, like that,
ended up portraying an excavation of one of the
regions many fine stone-set graves from the Roman
Iron Age. Hasse Christensen got the film developed
and edited it with me sitting next to him. Itis a
silent film called “An Iron Age Grave in Voer” and

it was Hasse Christensen's and my first film together
and I have, with a voice-over run through the public-
address system, shown it on countless occasions to
school children who would have to know where the
antiquities came from, before their teacher and I told
them what they were and what they meant.
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egnens mange, si fornemme, stensatte grave fra ro-
mersk jernalder. Hasse Christensen fik den fremkaldt
og klippede den, med mig ved siden af bordet. Det er
en stumfilm, den hedder "Jenaldergrav i Voer” og det
blev Hasse Christensens og min forste film sammen
og jeg har, med voice over via hejttaleranlegget, vist
den utallige gange for skolebern, som skulle have at
vide, hvor oldsagerne kom fra, for deres leerer og jeg

fortalte dem, hvad de var, og hvad de beted.

Senere kom fuldt ferdige dokumentarfilm til (det var
Hasse Christensens film, hvor jeg trak mig tilbage til
manuskriptfunktionen og stolen ved siden af klippe-
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Later came the fully finished documentaries (it was
Hasse Christensen’s films, I withdrew to the manu-
script function and the chair next to the editing
table), titles like "Breaking the Prairie", “Peat Extrac-
tion in the Asferg Bog”, “When the Peace Came”

and several more.

My exhibition work continued with a very large pro-
ject: a medieval section for the permanent exhibition
of the museum. In view of the special poetic grip

in Torkil Funder’s wonderful medieval exhibition

in Ribe and his very big venture “Travel in Oman”
here in Randers, I got the museum convinced that he
also had to be the writer, editor and architect of the
medieval exhibition.

He got his friend and colleague from the excavations
in Oman, the archaeologist Jens Vellev from the
University of Aarhus, with him as academic staff,
and the carpenter at the museum, Bruno Anthony,
made with infinite care the complicated structure.

I was myself the secretary of this project of several
years, a task that was to be my “test of manhood”
within the museum work.

The collaboration with Anthony at the museum con-
tinued until his retirement, and with time it only got
tighter and tighter. The collaborations with Funder
and Vellev continues up until today, even though we
are now also retired. The museum world is some-

thing we look back upon...

The youth project — what did you think about
it back then and how were you involved in the
project?

I think I remember that I sympathized with the pro-
ject, but I do also recall a certain sceptical distance.
I did not know the youth in town, and I did not

bordet), titler som "Preerien brydes”, " Torvegravning
i Asferg mose”, ”Da freden kom” og flere endnu.

Mit udstillingsarbejde fortsatte med et meget stort
projekt, et middelalderafsnit til museets faste udstil-
ling. P4 baggrund af det serlige poetiske greb i
Torkil Funders vidunderlige middelalderudstilling

i Ribe og hans meget store satsning "Rejse i Oman”
hos os, fik jeg museet med p4, at han ogsa skulle
vere forfatter, redakter og arkitekt pa middelalder-
udstillingen.

Han fik sin ven og kollega fra udgravningerne i

recognize anything from my own youth, which lay

some decisive years back from your youth, Finn. And
Lars youth as well.

And I was not curious. My museum-related curiosity
in my early years at the museum was directed at the
distant past and, regarding the present, at the last
remaining peasants, artisans and workers. I partici-
pated for example in the meetings of the workers’
history research project. This meant, however, that I
became aware of the oral tradition that these histori-
ans used. It was the one that you two also used. I did
not pay enough attention to this at the time.

Oman, arkzologen Jens Vellev fra Arhus Universitet,
med som videnskabelig medarbejder, og museets
snedker Bruno Anthony lavede med uendelig omhu
den komplicerede opbygning. Selv var jeg sekreter
for det relange arbejde, som blev min manddoms-
prove i museumsarbejde.

Samarbejdet med Anthony fortsatte jo pa museet

til hans pension, tettere og tettere. Samarbejderne
med Funder og Vellev fortsztter endnu, hvor ogsé vi
er pensionerede. Museumsverdenen er noget vi ser

tilbage pa...

Ungdomsprojektet — hvad tenkte du om det
dengang og hvordan var du involveret?

Jeg mener at huske at jeg sympatiserede med pro-
jektet, men synes ogsa, at jeg mindes en vis skeptisk
afstand. Jeg kendte ikke den ungdom i byen, jeg
genkendte heller ikke sidan en ungdom fra min
egen, afggrende flere ar tilbage end din for dig, Finn.
Og Lars’ ungdom fra ham.

Og jeg var heller ikke nysgerrig, min museumsmes-
sige nysgerrighed gjaldt i min tidlige tid p& museet
den fjerne fortid og i nutiden de sidste bender,
handvearkere og arbejdere. Jeg deltog for eksempel i
arbejderforskningsprojektets meder. Det beted imid-
lertid p4 den anden side ogs, at jeg fik kendskab til
den orale tradition, som disse historikere benyttede.
Og det var jo ogsd den, I to brugte. Det var jeg ikke
tilstreekkelig opmerksom pa.

Dertil kom, at I to, som det netop var arbejdskul-
turen pd museet, samlede jeres projekt tet omkring
jer og valgte og indbed de f4, som det gav mening at
have med til bestemte sider af arbejdet. At have mig
med pa feltarbejdet og i udstillingsarbejdet gav ikke

In addition, the two of you — which quite exactly
reflects the work culture at the museum — kept your
project close to you and chose and invited a few
others when it made sense to let them be part of
some particular aspects of the work. To involve me
in the fieldwork and in the work with the exhibition
didn’t make sense. But it certainly did when you
started to work on the documentary. Like Lars, I had
indeed taken a course at the film school and could
now handle a Nagra tape recorder. So I became the
soundman.

I did though generally admire your great, persistent

mening. Men det gjorde det, da I kom til arbejdet

med dokumentarfilmen. Som Lars havde jeg jo varet

pa filmskolens kursus og kunne nu handtere en
Nagra bandoptager. Si jeg blev lydmand.

Jeg beundrede imidlertid generelt jeres store, ved-
holdende arbejde, jeres konsekvente deltagerobser-
vation, sa streng og disciplineret, i mange detaljer
nazsten som Malinowskis p& Trobriandgerne og
Lévi-Strauss’ i Amazonas’ skove, i hans bog Tristes
Tropiques. Jeg var begejstret for udstillingsplakatens
sammenfatning.

Men altsd, jeg forstod det ikke. Mette Thelle pa
kunstmuseet havde endnu ikke vist mig Barthes’ bog
om fotografi, som jeg si hende leese med begejstring,
som du senere forerede mig. Du havde endnu ikke
vendt siderne i dine mange fotobeger foran mine

undrende gjne. Jeg forstod det ikke.

Men nu studerer jeg Sune Jonsson pa en ny made,
ikke blot etisk, som dengang, hans lange, lange film
om husmandens drsverk og om fiskerens drsverk, nu
leser jeg om hans estetik. Og jeg leser derfor Cartier
Bressons bersmte bog og ser hans fotografier, kritisk.
Og du har senest lant mig et stort Eugéne Atget
katalog og et stort Walker Evans katalog. ..

Men jeres dokumentarfilmproduktion forstod jeg
dengang ind i mindste detalje, og i dag ser og is@r
herer jeg, at den holder i sin autentiske tone og
blede, forsigtige rytme med sin kongeniale (og origi-
nale) musik score.

Men jeg indser altsa nu, at jeg aldrig forstod projek-
tet, forst er ved at forstd det lidt, ved gentagne besog
i museets nu gamle udstillingssal. Jeg ville sa gerne,
fotografi for fotografi, efterprove dette citat fra Mette

effort and your consistent participant observation,
as rigorous and disciplined as, and in many details
close to, the work of Malinowski on the Trobriand
Islands and Lévi-Strauss in the Amazon forests, in
his book Tristes Tropiques. I was thrilled by the way
the poster summarized the exhibition.

However, I did not understand it. Mette Thelle from
the art museum had not yet shown me Barthes’ book
on photography, that I saw her read with enthusi-
asm — a book you later gave to me. You had not yet
turned the pages of your many photo books before
my wondering eyes. I did not understand it.

But now I'm studying Sune Jonsson in a new way,
not only ethically, as then, his long, long film about
a year in the life of a smallholder and of a fisherman,
now I am reading about his aesthetics. And I am
therefor reading Cartier Bresson’s famous book and
looking at his photographs, with critical eyes. And
you have recently lent me a big Eugéne Atget cata-
logue and a great Walker Evans catalogue...

But your documentary film production that I
understood even into the smallest detail. And today
I see, and especially hear, that it still works with its
authentic tone and soft, cautious rhythm and its
congenial (and original) music score.

But I now realize that I never understood the project
at the time. I'm only just beginning to understand

it a little, by repeated visits to the museum’s now

old exhibition hall. I would so much like to, photo-
graph by photograph, verify this quote from Mette
Sandbye’s review in the weekly newspaper Weekend-
avisen: “... Finn Larsen and Lars Johansson followed
in 1978 a bunch of young people in Randers with
tender flirtations at moped parties, tangled jeans

Sandbyes anmeldelse i Weekendavisen: ”... Finn
Larsen og Lars Johansson fulgte i 1978 en rekke
unge i Randers med spad flirten til knallertfester,
sammentfiltrede cowboybukseben pa varelset mens
drengene spiller smarte i omkledningsrummet”,
fulgte dem ”... med deres fintregistrerende solidaritet
med motiverne.”

Deres fintregistrerende solidaritet med motiverne.

Dette ord solidaritet, med ét udvidet med s& meget,
at vere tro mod.

legs in the teenage room, while the boys act up in

«

the locker room” followed them “... with their finely
registrating solidarity with the subjects”.

Their finely registrating solidarity with the subjects.

This word solidarity, suddenly I at once expanded
with so much to be faithful to.

What thoughts has the current exhibition
triggered in you?

I can perhaps answer that question when, hope-
fully some day by a slow and attentive consideration

Hvilke tanker har den aktuelle udstilling sat
gang i for dig?

Det kan jeg miske svare p4, nir jeg forhibentlig
engang, ved en langsom og opmarksom betragtning
af fotografi efter fotografi, har market og beskre-
vet din og Lars’ “fint registrerende solidaritet med
motiverne”...

Venlige hilsner og tak for sporgsmilene fra Allan

of photograph after photograph, I have felt and
described you and Lars” “finely registrating solidarity
with the subjects”...

Friendly greetings and thanks for the questions from Allan



Maildialog mellem Finn Larsen

og Vibe Mogensen

Hvad tenker du om hvordan det var for dig at
vare ung i Randers i 1978-79?

Jeg var et ungt og sogende menneske i 1978/79 i
Randers.

Jeg leengtes efter frihed og var i oprer mod “parcel-
husidyllen” jeg kom fra. Derfor blev jeg tiltrukket af
mini-rockerne med deres utilpassede og vilde energi.
Vi drenede der-ud-af.

Jeg kunne danse hele natten blandt diskere pa byens
diskoteker. Om sommeren hang jeg ud med byens
flippere langs Gudenden og vi reg hjemmelavede
joints og dremte os ud af Randers city. Senere blev
jeg optaget af ligeveerd og revolution mod et un-
dertrykkende kapitalistisk samfund. Jeg sogte mod
det politiske milje i Kvindekalderen og i Randers
bogcafe, og jeg lavede politisk teater.

Jeg var som en fisk i vandet i de forskellige ungdoms-
miljeer i Randers dengang.

Hvad tenker du, at det betod for dig og dine
kammerater at blive genstand for/involveret i et
dokumentarprojekt? Hvad tenker du om maden
Lars og jeg arbejdede pa, og hvad det beted for
processen, resultatet og jer der var involveret i
det?

Jeg tror, at vi ved at vere genstand for si megen
opmarksomhed voksede i troen pd os selv. I medte
os med oprigtigt interesserede og ikke fordemmende

gjne. I den proces blev vi opmarksomme pa at se os
selv udefra i et anderkende lys.

I formaede at skabe en grobund for tillid — og I blev
vist tillid. Tilbageskuende har jeg teenkt at I har ar-
bejdet ud i harfin etisk balancekunst. Ungdommens
vildskab og vovemod kender ikke altid handlinger-

nes konsekvens.

I var optaget af at SE os unge og vere i vores energi.
Som zgte dokumentarister. Det synes jeg afspejler
sig i udstillingens sterke autenticitet.

Email dialog between Finn Larsen

and Vibe Mogensen

What was it like for you to be young in Randers
in 1978-792

I was a young and curious person, looking for
something, in 1978-79 in Randers. I longed for
freedom and was in rebellion against “the suburban
idyll” that I came from. That’s why I was attracted to
the mini bikers with all their maladjusted and wild
energy. We just raced the hell out of there!

I could dance all night among the disco people in
the nightclubs in town. During summer, I hung

out with the hippies by the river Gudenden, we
smoked homemade joints and dreamt ourselves far
away from the centre of Randers. Later on, I became
interested in equality and the revolution against

an oppressive capitalist society. I was drawn to the
political environment in Kvindekalderen (“The
Women’s Basement”) and in the Randers Book Cafe,
and I made political theatre. I really fitted in and felt
at home in the various youth communities in Rand-
ers back then.

What do you think it meant for you and your
friends to be the subject of — and to be involved in
—a documentary project? What are your thoughts
on the way Lars and I were working and what did
it mean for the process, the outcome and for all of
you who were involved in it?

I think that because we were the subjects of so much
attention, our faith in ourselves grew. Your interest
in us was so sincere and non-judgmental. In the pro-
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cess, we became aware of how we could be perceived
from the outside in an appreciative light.

You managed to create a milieu of trust — and we
trusted you. Looking back, I believe you must have
found yourself to be balancing on a hair thin line
ethically. A wild and daring youth doesn’t always
know the consequences of its actions.

You were engaged in SEEING us and immersing in
all our energy. As true documentarists. I think this is
very much reflected in the strong authenticity of the
exhibition.

How did you become a production assistant at the
age of 15. What did it mean to you and what do
you think it meant for the production to have you
as part of the team?

Yes, why did you actually choose me as a produc-
tion assistant? Perhaps because I was always there
when you came around and photographed. I was 14
years old, curious, and trusting. Maybe I contributed
with an insight, because I belonged to this life and
crowd that you wanted to portray. It was part of your
method. Maybe I helped legitimize the access to the
young cast. I was a sort of mascot for the film crew.
For me, it was a delight to be invited into “the engine
room.” Since I was a small kid, I had filmed with a
cine camera and edited 8 mm reels with my father.
The two of you became my new “big” playmates.
This experience opened a door and offered me a
glance into the world of film in Copenhagen.

Fortzl om hvordan det gik til at du blev produk-
tionsassistent som 14-arig. Hvad betad det for dig
og hvad tror du at det betad for produktionen, at
du var en del af teamet?

Ja, hvorfor valgte I egentlig mig som produktions-
assistent? Miske fordi jeg alligevel var der hvor 1

tog rundt og fotograferede. Jeg var 14 ar, nysgerrig,
sogende og tillidsfuld. Miske bidrog jeg med indsigt,
blot i kraft af at jeg var en ud af den ungdom, som I
gnskede at skildre. En del af jeres metode.

Bent, Allan, Lars

Where I ended up spending many years.
What kind of place was the museum back then?

I can only contribute with a few glimpses of memory
from the museum at that time. It was placed along
with everything else in Randers Kulturhus: The
library with books, vinyl records and cassette tapes
for lending. The big hall with performances and,
concerts with Jomfru Ane Band and Malurt. There
was a cafeteria and an art exhibition by Yoko Ono.
There were paintings on the walls and flint axes in
display cases. Among a lot of full bookshelves, hid-
den behind a curtain, was “Allan’s cinema”. On show
here were strange 16 mm documentaries.

And it made an impression.

You use the word documentarian — how du you
define it?

A documentarian senses and depicts a reality, as she/
he experiences it.

Tell a little about what you have done since then
and what you are doing today.

I left Randers to travel and experience the world. I
hitched around Europe with a gitlfriend. I went to
a folk high school and then settled in Aarhus. Here
I graduated at a higher preparatory school, while
working as a bartender, attended video courses and
became a part of the environment of Aarhus Film
Workshop. I traveled to Ireland and to the former

Maske var jeg med til at legalisere jeres adgang til de
unge medvirkende. En slags maskot for filmholdet.
For mig var det en fryd at blive inviteret indenfor i
"maskinrummet”. Siden barnsben havde jeg smal-
filmet og klippet 8 mm filmstrimler sammen med
min far. I blev mine nye "store” legekammerater. For
mig dbnede derene sig til et blik ind i en filmverden i

Kobenhavn.

Hvor jeg senere kom til at tilbringe mange ar.

Soviet Union and made film. I applied for the
National Film School of Denmark, the documen-
tary program, to become a director. I was accepted,
moved to Copenhagen, and here I started a family.

Over the years I worked as a freelance documen-
tary director on TV series, and short films about
children and youngsters for the Danish Broadcast-
ing Corporation (DR), TV 2 and the Danish Film
Institute. Titles as The girls of 4B, The riding school,

Hvad var museet for et sted dengang?

Jeg kan kun bidrage med smé erindringsglime fra
museet dengang. Det 14 sammen med alt det andet i
Randers Kulturhus. Der var biblioteket med beger,
vinylplader og kassetteband til udlan. Der var den
store sal med performance og koncerter med Jomfru
Ane Band og Malurt. Der var et cafeteria og en
kunstudstilling af Yoko Ono. Der hang malerier

pa veggene og flintekser 14 i montre. Blandt

masser af fyldte reoler, skjult bag et forheng 14

;

My child, my star and 100 % Greve. In my close
cooperation with the youngsters about their stories,

I discovered that their reflections about experiencing
themselves on film, sparked a rapid personal develop-
ment process. | became interested in pedagogics and
was trained as an adult educator. For our gradua-
tion project I and my fellow students made the film
My future is so bright, I have to wear sunglasses —a
filmic field study in crazy pedagogics with young

“Allans Biograf”. Her blev der vist meerkverdige 16
mm dokumentarfilm.

Og det gjorde indtryk.

Du bruger ordet dokumentarist - hvordan define-
rer du det?

En dokumentarist sanser og skildrer en virkelighed,
som hun/han oplever den.

Fortel lidt om, hvad du har lavet siden dengang
og hvad du laver i dag.

Jeg forlod Randers for at rejse ud og opleve verden.
Jeg blaffede rundt i Europa med en veninde. Jeg

tog pa hejskole og slog mig ned i Arhus. Her tog

jeg HF, mens jeg arbejdede som bartender, gik pa
videokurser og blev tilknyttet miljoet omkring Arhus
Filmvarksted. Jeg rejste til Irland og det gamle
Sovjetunionen og lavede film.

Jeg sogte ind pa Den Danske Filmskoles dokumen-
tarlinje, som instrukter. Jeg kom ind pa skolen og
flyttede til Kgbenhavn, hvor jeg stiftede familie.

Igennem en arrekke arbejdede jeg som freelance do-
kumentarfilminstrukter pd tv-serier og kortfilm om
bern og unge til DR, TV 2 og Det Danske Filmin-

stitut. Titler som "Pigerne i 4.b”, "Rideskolen”, "Mit
barn, min stjerne” og ”110 % Greve”.

I mit tette samarbejde med de unge om deres fortel-
linger, opdagede jeg at deres refleksioner over at op-

Vibe

second generation immigrants. Later on I qualified
as a Marte Meo therapist.

For many years I'd worked on a personal documen-
tary about my father and his life with mental illness.
It became the film My father’s Mind. My latest pro-
duction as a professional director was a contribution
to My Denmark, a documentary made by 10 Danish
directors and 10 second generation immigrants, as a
commentary to the Mohammed crisis.

For the last 10 years I've been head of the film
workshop at The Media School Lyngby, a production
school for youngsters outside education and the la-
bour market. A place for them to express themselves.
Every day I use the film media as a pedagogical tool
in my work with the personal, social and professional
development of my learners. It is a joy to produce
films with the young people!

You are working with young people and film
— can you use the exhibition and the film for
something today?

When I se the exhibition and the film today, I feel
there is a special kind of energy present, which
belongs to the youth in any generation. As a film
maker and a film educator I recognise this energy

in my students, in young people who earlier partici-
pated in my films and in my self, as a young person.
The conditions for being young back then in the 70s
and today are different. But the drive to find yourself
when you are young is the same. I was glad, when
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leve sig selv pé film, satte gang i en rivende personlig
udviklingsproces. Jeg blev optaget af padagogik og
uddannede mig til Voksenunderviser. Som afgangs-
projekt lavede mine medstuderende og jeg filmen
"Min fremtid er sa lys jeg md have solbriller pa” — et
filmisk felt-studie i forrykt peedagogik med unge
andengenerationsindvandrere. Jeg studerede senere
til Marte Meo terapeut.

Jeg havde i mange ar arbejdet pa en personlig
dokumentarfilm om min far og hans liv med psykisk
lidelse. Det blev til filmen "Min fars sind”. Det
seneste jeg har lavet som professionel filminstrukter
blev et bidrag til "Mit Danmark”, en dokumen-
tarfilm skabt af 10 danske filminstrukterer og 10
andengenerationsindvandrere, som en kommentar til
Muhammed krisen.

I de seneste 10 4r har jeg veret leder af filmvarkste-
det pd "Medieskolen Lyngby” — en produktionsskole
for unge udenfor uddannelses- og arbejdsmarkedet.
Et sted hvor de unge kan udtrykke sig. Hver dag
anvender jeg filmmediet som et pedagogisk redskab
i arbejdet med mine elevers personlige, sociale og

faglige udvikling.
Det er en fryd at lave film med unge mennesker.

Du arbejder med unge og film — kan du bruge
udstillingen og filmen til noget i dag?

Nir jeg ser udstillingen og filmen i dag oplever

jeg at der er en serlig energi tilstede, som tilhgrer
ungdommen i alle generationer. Som filmskaber og
filmpadagog genkender jeg den energi i mine elever,
i tidligere unge medvirkende i mine film og i mig
selv, som ung. Vilkdrene for at veere ung dengang i
70’erne og i dag er forskellige. Men drivkraften til at

Emma Poppe, who is a young film maker today, con-
tacted me while she, inspired by the exhibition and
the film, would investigate and make a film about
her roots in Randers. It makes sense when we are
able to inspire each other. I look forward to showing
the exhibition in Copenhagen to my students.

What have you been thinking and expiring by
reviewing the exhibition and reunion with people
from back then?

When I came to the reception for the exhibition

in Randers, I immediately recognised a number of
faces among the guests. They were marked by signs
of time in different ways. Almost as if they’d painted
their faces for the occasion. It was as if I was entering
a wax museum exhibiting my old friends and ac-
quaintances in Randers as living models. The more I
looked around, the more faces were slowly developed
in front of my eyes in younger versions. The recogni-
tion. A travel way back in time, together. The com-
mon memories. As if you were young again. The old
roles were polished up. Stories told about the pals,
who were not there. And then, back to the present,
and how are you now? So many ages we carry within
us. After this I can’t deny, that life changes us. The
same was discovered by some of those who took part
in the exhibition when recognising themselves after
38 years — squeals, laughs and more stories about
back then in Randers...

Sometimes it brings new life to look back.

ville finde sig selv som ung, er den samme. Jeg blev
glad da Emma Poppe, som er ung filmskaber i dag,
kontaktede mig om at hun, inspireret af udstillingen
og filmen, ville undersgge og lave en film om sine
rodder i Randers sidst i 70’erne. Det giver mening,
nar vi kan inspirere hinanden. Jeg gleder mig til at
vise mine elever udstillingen i Kebenhavn.

Hvad tenkte og oplevede du i gensynet med
udstillingen og mennesker fra den gang?

Da jeg ankom til reception pé udstillingen i Randers
genkendte jeg straks flere ansigter blandt gesterne.
De var market af tidens tegn, udtryke pa forskellige
méder. Nermest som om de havde taget teater-

sminke pa i dagens anledning. Som at trede ind i

|

et levende vokskabinet over mine gamle venner og
bekendte i Randers. Jo mere jeg kiggede, jo flere
ansigter blev langsomt fremkaldt for mig i en ung
version. Genkendelsen. En rejse tilbage i tiden, sam-
men. De felles erindringer. Som at vare ung igen.
De gamle roller pudses af. Historier om kammera-
terne, som ikke kom til reception. Og sa tilbage til
nutiden og "hvordan gir ‘et sd nu?”. S& mange aldre
vi baerer i os. Herefter kan jeg ikke fortreenge at livet
forandrer os. Det opdager nogle af de medvirkende
i udstillingen ogsé, nar de genkender sig selv p4 bil-
leder efter 38 &r — hvin, grin og flere anekdoter om
dengang i Randers...

Nogen gange bringer det nyt liv, at se tilbage.
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Fra dengang til nu

LARS JOHANSSONS VAERKER

Filmografi / bibliografi

FILM

Regdykker, 1985

Om mandsmod og professionalisme. Om munterhed og sammenhold.
Et filmisk hyldestdigt til et regdykkerhold ved Kebenhavns Brandvz-
sen. Stilen veksler mellem béde lyrisk og dramatisk reportage og en
scenisk stilisering som hos Jorgen Leth

Anbholt, stedet, rejsen, 1988

Om stedets betydning og om at rejse dertil og om at vere der. Om
tilstedevarelse, altsi. Og sa om et anderledes integreret liv i naturen,
i kulturen, i historien. Og om Guds bestemmelse med menneskene.
Igen en stilvekslen som i forrige film.

Hvem slukker lyset, 1989

Filmen er et frikvarter, en opgave fra aftenskolerne. Og der var kun én
chance for at lose opgaven, det skulle vere grundleggende morsomt.
Sé filmen studerer den morsomste mand, den kunne forestille sig,
Finn Nerbygérd, katalogiserer hans bedste (og morsomste greb) og
beder ham pa det repertoire gennemspille tre smé episoder og alle fire
roller i hver af dem.

From back then to now
LARS JOHANSSON’S WOR

Filmography / bibliography

FILMS

Firefighter, 1985

About courage and professionalism, cheerfulness and solidarity. A
cinematic tribute poem to a firefighting team in the Copenhagen Fire
Department. The style alternates between both lyrical and dramatic
reporting and a theatrical stylisation like what Jorgen Leth does.

Anbholt, the place, the journey, 1988

About the significance of the place, the journey there, and about being
there. In other words about presence, and about living a different kind
of integrated life in nature, in culture, in history, and about people’s
definition of God. Again a stylisation like the previous film.

Who’s Turning Off the Light, 1989

The film is a recess, an assignment from the night schools. And there
was only one way of solving the assignment, it basically had to be
funny. Therefore the film studies the funniest man it could imagine,
Finn Nerbygérd, catalogues his best (and funniest moves) and asks
him to play three small episodes and all four roles in each with this
repertoire.
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Traveller’s Tale, 1994

Her udvides rejsemotivet fra Anholtfilmen. Den rejsende slar sig ikke
ned, men nér til gengeld sted efter sted. Menneskene, han meder, fa-
scinerer ogsd hurtigere skiftende, og pa dette bagteppe af europaiske
billeder dukker erotikken op sammen med denne nye energi. Nerve-
ret er konstant, ogsd i ganske korte scener. Blikket bliver introduceret.
Den lyriske reportage er enerddende i stilen, visse afsnit griber tilbage i
en stor og international dokumentarisk tradition.

Mellem lys og skygge, 1996

Og filmen om den kebenhavnske arkitektur bliver en fortsettelse der-
ved, at dette @stetiske emne skildres som bagteppe, mens undersogel-
sen af kvinden i mandens blik er i forgrunden under selve handlingen
gennem en eftermiddag, en aften og en nat i den sommervarme by.
Konstruktionen udvides med en pé forhdnd fastlagt og skrevet dialog.

Hojholt, 1997

Og blikket vendes indad i en spejling, skont opgaven er at skildre en
digters eneboerliv, som ikke flytter sig ud af dets fysiske sted, men til
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Traveller’s Tale, 1994

The journey motif from the Anholt film is elaborated on here. The
traveller does not take up residence, but moves from place to place.
The people he meets are fascinating and fleeting, and on this back-
drops of European pictures the erotic appears along with this new
energy. The presence is constant and in rather short scenes. The way
to see was established. The lyrical reporting is supreme in its style, and
certain parts draw from a large and international documentary
tradition.

Between Light and Shadow, 1996

This film about the architecture in Copenhagen becomes a continu-
ation thereof, because this aesthetic subject is portrayed as a back-
ground, while the examination of the woman from the man’s perspec-
tive is in the foreground throughout the story, which takes place over
an afternoon, evening and night in the hot summer city. The con-
struction is extended with a pre-planned and written dialog.

gengeld lever den rigeste indre eksistens. I teksten. I rytmen. I genta-
gelsen. Og filmen hviler tryg i en gedigen reportage, som til gengzeld
udszttes for tankespring og —udfordringer, i dialogen for det forste og
i klipningen for det andet.

Simona, 1998

Det erotiske motiv, som dukkede op i Traveller’s Tale, isoleres nu, og
blikket bliver det afgprende greb. Dette er sa Lars Johanssons for-

ste samlede kvindeskildring, en arbejdsopgave, som fortsatter over
efterfolgende verker frem til senest romanerne Signe (2006) og Signes
hjemkomst (2014). Et stykke af vejen er det mandens forelskede blik,
som skildrer. I romanen skifter denne synsvinkel afggrende.

Blod og hab, 2001

Filmen om det militere opger bliver (som denne begivenhed altid
er) en afbrydelse. Ved ekstra grundig research og mange reportage-
rejser og journalistiske greb skildres den europeiske borgerkrig som
en fortszttelse af undersegelsen, bekymringen og vemodet, som var
bagteppe for mederne med kvinderne i rejsefilmen fra 94.

Hojholt, 1997

The view turns inward in a reflection, although the project intends

to show a poet’s reclusive life, which does not move out of its physi-
cal space, the inner existence is rich and flourishing. In the text. In
the rhythm. In the repetition. And the film rests comfortably in solid
reporting, but on the contrary is subjected to leaps of thought — chal-
lenges, first of all in the dialog and secondly in the editing.

Simona, 1998

The erotic motif that was introduced in Traveller’s Tale is isolated
now, and the perspective becomes the essential holding point. This is
Lars Johansson’s first collected depiction of women, a piece of work
that continues throughout his following works up to the latest novels
Signe (2006) and Signe’s Return (2014). Part of it is seen through
the loving eyes of the man that portrays the story. In the novel this
perspective changes profoundly.

Den tyske hemmelighed, 2004

Her knyttes tradene. Rejsen sydpd i verdensdelen, alvorlige og @rbe-
dige moder med de andre i klassisk sikre reportagescener i deres rum.
Mandens blik er nu pa hans kvinde, hustruen. Og hans film skildrer
hendes projekt. Og selve researchen bliver filmens materiale. Astetik-
ken fornys afggrende med det detektiviske greb. Filmen bliver span-
dende. Historien er nu omsider i Lars Johanssons arbejde det, hvorom
alt drejer sig. Sa en roman mitte blive det naste, kan der efterrationa-
liseres videre...

BOGER

Udsatte egne — det er mig

Samtaler med Per Hgjholt, 1998

Det med beger var for sa vidt begyndt nogle ar tidligere. Det var
medet med Per Hojholt ved arbejdet med filmen i 1997, som satte
ekstra gang i skriveriet. Altsa ud over filmmanuskripterne, som Lars
Johansson hele tiden havde skrevet selv. I en interviewbog med Per

Foto/Photo: Hans Grundsoe

Blood and Hope, 2001

This film about the military showdown becomes (like such an event
always does) an interruption. Through extra thorough research, many
journeys, and by using a journalistic style he portrays the European
Civil War as a continuation of the examination, concern and sadness
that was the background for the meetings with women in the travel-

ling film from 94.

The German Secret, 2004

Here the dots are connected. The journey to the southern regions of
the world, serious and honourable meetings with others in their rooms
reported in classic safe scenes. The man’s focus is now on his woman,
his wife. His film portrays her project, and the research itself becomes
material for the film. The aesthetics are essentially renewed with an
investigative detective like style. The film becomes more exciting. The
story is finally that which Lars Johansson’s work is focused around. So
a novel inevitably becomes the only form that can be used for ration-
alising further...
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Hgjholt undersgger Lars Johansson dokumentarisk sa at sige forfatte-
rens arbejdsvirkelighed muntert og alvorligt, dagligdagens handlinger
og @stetiske overvejelser.

Signe, 2006

Hustruens projekt i Den tyske hemmelighed er at opspore sin far,
som hun mener er en tysk officer Felix M udstationeret ved den tyske
hars hovedkvarter i Silkeborg, det folger filmen og historien foldes nu
ud i romanformen over 600 sider. Det er Lars Johanssons svigermor,
Signe Gondrup som foelges fra keerlighedsmedet i Silkeborg over deres
samliv i hans hjem i Bohmen til de kommer fra hinanden pa flugt fra
de fremrykkende russiske tropper hen mod krigens slutning. Derefter
Signes kamp for overlevelse i det besatte Tysklands ré kaos.

Lars Johansson romanfortelling hviler pa omfattende, omhyggelig

og kritisk journalistisk dokumentarisk research og han har udskiftet
sit blik med Signes, alt fortelles og tenkes i hendes bevidsthed i en
overbevisende skildring af en steerk kvindes syn pd og handtering af en
voldsom skabne.

Dancing Charlie, 2008

Verdenskrigen er ogsd baggrundsteppet for den pa samme made i sin
velundersegte dokumentariske basis intense skildring af et menneskes
kamp for overlevelse under mere end barske vilkar. Baggrunden er
historien om en flydedok med 1500 krigsfanger som i nogle af krigens
sidste dogn driver over Dsterseen og strander pd Langeland. Danske-
ren Niels-Erik Ohlsson er blandt dem og i hans mentale registreringer
skildrer Lars Johansson de forfeerdende begivenheder om bord. Blik-
ket er nu en mands, en ung mands og en gammel mands i ét greb. En
yngre kvinde opseger den gamle Niels-Erik Ohlsson med sit blik pa
begivenhederne dengang og sammen underseger de hvad fortrengnin-
gerne dekker, de mandlige og det kvindelige konfronteres.

BOOKS

Vulnerable Self — that is me

Conversations with Per Hgjholt, 1998

Writing books actually began some years earlier. It was meeting

Per Hojholt during his work on the film in 1997 that really got the
writing started, besides of course his film manuscripts, which Lars
Johansson had always written himself. In an interview book with
Per Hojholt, Lars Johansson investigates the documentary, so to say a
writer’s work reality; cheerful and serious, everyday actions and aes-
thetic considerations.

Signe, 2006

The wife’s project, The German Secret is about tracking down her
father, who she believes is a German officer named Felix M posted at
the German Army’s headquarters in Silkeborg. It follows the film, and
the story now unfolds in a novel of over 600 pages. We follow Lars
Johansson’s mother-in-law, Signe Gondrup from her meeting her love
in Silkeborg through their life together in his home in Behmen, to
when they get separated fleeing from the advancing Russian troops,
and until the end of the war. Thereafter Signe’s struggle to survive in
occupied Germany’s raw chaos. Lars Johansson’s novel is based on
extensive, meticulous, and critical journalistic documentary research,
and he has changed from his own personal perspective to Signe’s,
everything is thought and written from her point of view in a con-
vincing portrayal of a strong woman’s view of and ability to cope with
an intense fate.

Dancing Charlie, 2008
The World War is also the background here, and like the previous

work, is a well-researched documentary based on an intense portrayal

Signes hjemkomst, 2014

Bogen genoptager fortellingen ved Signe Gondrups ankomst til den
danske grense. Hun har sit nyfedte barn med sig. Og Lars Johans-
sons fortellegreb er de samme som udvikles s alt ses i den modige
kvindes blik, en fengsling for en lille forseelse dengang i Silkeborg,
livet i arrest og senere feengsel og efter lgsladelsen en beslutsom segen
arbejde og bolig i Kebenhavn. Stadig leder hun gennem forbindelser i
Tyskland efter sin forsvundne elskede, efter Felix Markworth, og spo-
rer ham til sidst i Braunschweig. Hun rejser dertil... Lars Johanssons
skrivekunst kulminerer sa her forelgbigt i skildringen af den bombede
by i en sproglig rekonstruktion hvilende pa detaljerede arkivstudier
overfort som oplevet i en fortvivlet kvindes sind.

Allan Berg Nielsen, 7. september 2015

of a human battle to survive under more than harsh conditions. The
background is the story about a floating dock with 1500 prisoners of
war, which in the last days of the war drifts over the Baltic Sea and
is stranded on Langeland. The Dane, Niels-Erik Ohlsson is amongst
them and from his mind Lars Johansson portrays the horrific events
that take place on board. The perspective is now that of a man, a
young man and an old man at the same time. A young woman seeks
out the old Niels-Erik Ohlsson with her idea of the events, and to-
gether they investigate what is repressed, the male and the female are
confronted.

Signe’s Return, 2014

The book continues the story as Signe Gondrup arrives at the Danish
boarder. She has her new born child with her. Lars Johansson’s story-
telling style has developed, so everything is seen through the eyes of
this brave woman. She is imprisoned for a petty crime that took place
in Silkeborg, her life in jail and later in prison, and after her release,
her dedication to finding a job and place to live in Copenhagen. She
still searches for her missing love, for Felix Markworth through con-
tacts in Germany, and finally tracks him down in Braunschweig. She
travels there... Lars Johansson’s writing abilities culminate here, for
the time being, in its portrayal of a bombed city, in a literary recon-
struction that rests on detailed studies from archives transcribed as if
they were experienced in the mind of a hopeless woman.

Allan Berg Nielsen, September 7th 2015

Fra dengang til nu
FINN LARSEN

Udstillinger og udgivelser

Finn Larsens arbejde er over tid lobet sammen i tre tematiske spor,
der alle bestar af en mangearig, lobende indsamling af materiale til
stadigt voksende arkiver, som er rastoffet for hans kunstneriske
udstillings-virksomhed, udgivelser mv.:

o Tyrkiet-sporet startede 1983. Finn Larsen har rejst i/genbesogt
Tyrkiet hvert 5 ar siden.

 Landskab-sporet har han arbejdet med siden 1988 i form af en
rekke storre og mindre fotografiske projekter om landskaber, der
er formet af menneskelig/samfundsmassig aktivitet, iser i
Danmark og Sverige.

* Gronland-sporet har han arbejdet med siden 1991, baseret pa op
mod 30 rejser.

Det var ret tilfldigt, at det var Tyrkiet og Grenland, der blev Finn
Larsens faste udsigtspunkter uden for selve Danmark. Det var ikke
helt si tilfeldigt, at han flyttede til Malme i 2004, men ogsd det er et
nyt sted at kigge ind og ud fra. Det handler for ham om at forankre
perspektivet forskellige steder og derfra forsage at se billeder, som man
ikke har i hovedet i forvejen.

From back then to now

FINN LARSEN

Exhibitions and publications

Finn Larsen’s body of work, has over time followed three themes that
all consist of several years of continuously collecting materials for an
ever growing archive, which makes up the raw material for his artistic
exhibitions, publications etc.:

o The Turkish theme started in 1983. Finn Larsen has since trav-
elled in/revisited Turkey every 5 years.

* The Landscape theme — he has worked with this theme since 1988
in the form of many large and small photographic projects about
landscapes that have been shaped by human/social activity espe-
cially in Denmark and Sweden.

* The Greenland theme is something he has worked with since 1991
based on close to 30 trips.

It was quite by chance that Turkey and Greenland became

Finn Larsen’s steady focus points outside of Denmark. It was not by
chance that he moved to Malmg in 2004, but this was also a new
place to look within, and view things from. For him it is all about
anchoring the perspective from different places and from there trying
to see pictures that you don’t already have in your head.

Fotografi er Finn Larsens indgang til verden, men han er blevet stadig
mere interesseret i at arbejde med, hvordan kunst og fotografi spiller
ind i verden, frem for bare at producere flere billeder. Det handler om
at undersoge og fremlegge noget, der interesserer ham uden for sig
selv.

Tyrkiet-sporet

Projektet er pabegyndt i 1983 og Finn Larsen har genbesogt Tyrkiet i
1988, 1993, 1998, 2003, 2008 og 2013. Det er et “portrat over tid” af
det Tyrkiet, der har tilknytning til Danmark via migration. Finn har
gang pa gang genbesogt og meldt tilbage til de steder og mennesker,
han medte pi sine tidligste rejser — mest konsekvent til landsbyen
Himiroglu Koy, den nazrmeste provinsby Corum og hovedstaden
Ankara pi indlandets hgjslette, men han har ogsa flere gange besogt
storbyerne Istanbul og Izmir og den store landsby Kizilcasogut i Vest-
tyrkiet samt landsbyen Beskardes i det centrale Tyrkiet. Finn Larsens
interesse i projektet har undervejs flyttet sig fra det primert kulturhi-
storiske til kunstneriske og samfundsmassige perspektiver, der handler
om at underspge og anfaegte vedtagne billeder og forestillinger.
Tyrkiet-sporet har undervejs resulteret i to beger: Ingenmandsland
eller Tyrkerne fra Randers (Rosinante 1984) og Billeder fra Tyrkiet
(KLIM 1985) og otte udstillinger:

Photography is Finn Larsen’s access to the world, but he has become
increasingly more interested in working with the role art and photog-
raphy play in the world, instead of just producing more photographs.
It’s about investigating and presenting something outside of himself
that interests him.

The Turkish Theme

The project was started in 1983 and Finn Larsen revisited Turkey in
1988, 1993, 1998, 2003, 2008 and 2013. It is a “portrait over time” of
the Turkey that is connected to Denmark through migration. Again
and again Finn Larsen has revisited and reported back to the places
and people he met on his previous journeys — most consistently to the
village Himiroglu Koy, the nearest province Corum, and the capital
Ankara on the inland plateau. But he has also revisited the larger cities
of Istanbul and Izmir, and the large village of Kizilcasdgut in West
Turkey several times, as well as the village Beskardes in eastern Tur-
key. Finn Larsen’s interest in the project has switched from a primarily
cultural history perspective to artistic and social perspectives, which
are about investigating and disputing accepted pictures and ideas.

The Turkey theme has resulted in two books: No-man’s-land or The
Turks from Randers (Rosinante 1984) and Pictures from Turkey
(KLIM 1985) and eight exhibitions:



* Ingenmandsland eller Tyrkerne fra Randers, vandreudstilling,
biblioteker mv. i Danmark.

* Billeder fra Tyrkiet, Galleri Image, Arhus.

¢ Giizel [Smukd]. Galleri Agidius i Randers, 1988, samt museer
mm. i Danmark, Sverige og Gronland.

* Kasaba [Lille by]. Bl.a. Kizilcasogut i Tyrkiet og Kage Museum,
1993.

* Zaman ve Yer [Tid og sted] pa Nordjyllands Kunstmuseum, 2001.

* Billedet af Tyrkiet? pa Det Kongelige Bibliotek i Kebenhavn. En
dialog med Melchior Lorcks grafik fra 1500-tallets Istanbul, 2008.

* Focus: Turkey. Landskrona Museum, 2014 (gruppeudstilling).
* Rejse i Tyrkiet, Davids Samling i Kebenhavn, 2014-15.

Gronland-sporet

Grenland er pa nogle méder et fotografisk overeksponeret land — men
det er ikke alt i Grenland, der er gennemfotograferet. Finn Larsen
opdagede allerede ved sit forste besog i Sydgrenland i 1991, at der er
betydeligt flere havedyrkere end fangere i Grenland — tydeligvis uden
at hverken besogende eller de fleste gronlendere har bemeaerket det.
Det har varet en vasentlig anledning til at Finn Larsen i stigende
grad blev interesseret i at undersege sammenhangen mellem fotografi,
kommunikation og virkelighed og at udfordre vedtagne billeder og
forestillinger, gennem at fotografere det, som alle ser men ingen leg-
ger merke til — som f.eks. haver, treer, menneskeskabt landskab og
lossepladser i Grenland. Og at fremlagge billederne i sammenhang
med viden om det gronlandske samfund baseret pa andre kilder —

* No-man’s-land or The Turks from Randers, travelling exhibition,
libraries etc. in Denmark.

* Dictures from Turkey, Galleri Image, Arhus.

* Giizel [Beautiful]. Galleri Agidius in Randers, 1988, as well as
museums etc. in Denmark, Sweden and Greenland.

* Kasaba [Little City]. Among others in Kizilcasdgut in Turkey and
Koge Museum, 1993.

¢ Zaman ve Yer [Time and Place] at Nordjyllands Kunstmuseum,
2001.

* The Picture of Turkey? at Det Kongelige Bibliotek in Copen-
hagen. A dialog with Melchior Lorck’s graphic from the 1500’
Istanbul, 2008.

* Focus: Turkey. Landskrona Museum, 2014 (group exhibition).
* Journey in Turkey, Davids Samling in Copenhagen, 2014-15.

The Greenland Theme

In many ways Greenland is a photographically overexposed country —
but not everything in Greenland has been excessively photographed.
Already on his first visit to South Greenland in 1991, Finn Larsen
discovered that there are many more gardeners than seal hunters in
Greenland, which obviously has escaped the notice of visitors and
most Greenlanders. This has been a defining reason for Finn Larsen’s
growing interest in investigating the connection between photography,
communication, and reality, and his interest in challenging accepted
pictures and ideas by photographing what everyone sees, but doesn’t
notice — e.g. gardens, trees, landscapes created by people, and garbage
dumps in Greenland. He presents these pictures in connection with
knowledge about society in Greenland based on other sources; news-
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gronlandske aviser, planer, rapporter, statistik og diskussioner med
gronlendere og andre med interesse for landet. Den lille by Narsaq i
Sydgrenland er det oprindelige udgangspunkt og det centrale omdrej-
ningspunkt for hele Grenlands-sporet.

Grenlandsprojektet har resulteret i publikationerne NERI — Mad —
Food. Mad i Grenland gennem 1000 ar (Hovedland, 2000), Tama-
viaartumik. Haver i Gronland (eget forlag, Malmé 2006) og
MANS LAND (avisformat Malmg, 2012) samt udstillingerne:

* Narsaq. Saligt er det folk, der kender frydesangen, 1992. Museer i
Groenland, Nationalmuseet m.fl. i Danmark samt museer i
Sverige, Norge og Finland.

e Tamaviaartumik [Passion]. Haver i Grgnland, 2002. museer i
Grenland, Museumscenter Aars med flere i Danmark og Malmé

bibliotek.

* Eqqaavissuup Nunaa [Lossepladsens land]. Med Nuka K. Godt-
fredsen og Lisbeth Valgreen, 2005. Narsaqg Museum i Grenland.

* MANS LAND, Dunkers Kulturhus i Helsingborg, Galleri Pi i

Kgbenhavn og museer i Grenland.

Landskab-sporet

Dette spor i Finn Larsens arbejde bestdr af en lang rekke fotografiske
projekter, der afspejler hans interesse for, hvordan mennesker og deres
virksomhed pévirker landskaber og landskabsopfattelse. De kunst-
nere og fotografier, der interesserer ham, indgar siledes i en global og
historisk dialog om, hvordan verden ser ud og hvordan den formes i
samspillet mellem natur og kultur. I projekterne har han arbejdet med

f.eks. byer, landbrug, industri, ristofudvinding og ikke mindst trafik

papers from Greenland, plans, rapports, statistics, and discussions
with the native population and other people who have an interest in
the country. The little city of Narsaq in South Greenland is the origi-
nal starting point and the central focus point for the whole Greenland
theme.

The Greenland project has resulted in the publications NERI — Food.
Food in Greenland over 1000 years (Hovedland, 2000), Tamaviaartu-
mik. Gardens in Greenland (own publisher, Malmé 2006) and
MAN’S LAND (in newspaper form Malmd, 2012) as well as the
exhibitions:

* Narsaq. Blessed are the people who delight in song, 1992. Muse-
ums in Greenland, Nationalmuseet etc. in Denmark, as well as
museums in Sweden, Norway and Finland.

e Tamaviaartumik [Passion]. Gardens in Greenland, 2002. Muse-
ums in Greenland, Museumscenter Aars etc. in Denmark and the
Library of Malmé.

* Eqqaavissuup Nunaa [The Land of Garbage Dumps]. With Nuka
K. Godtfredsen and Lisbeth Valgreen, 2005. Narsaq Museum in
Greenland.

* MAN’S LAND, Dunker’s Kulturhus in Helsingborg, Galleri Pi in
Copenhagen and museums in Greenland.

The Landscape Theme

This theme in Finn Larsen’s body of work consists of a number of
photographic projects that reflect his interest in how people and their
everyday life affect landscapes and the perception of landscapes. The
artists and photographs that interest him are part of a global and
historical dialog about how the world looks, and how it is shaped in

som forandrende krefter i landskabet og han undersoger den made vi
opfatter landskabet p4, alt efter hvilket forhold vi har til det . Ogsa her
forseger han konsekvent at stille sig et andet sted og at se og fotogra-
fere andre billeder end dem, vi har i hovedet i forvejen.

Landskab-sporet har resulteret i begerne BANE (Forlaget B, 2001) og
Pa den anden side (Viborg 2005) samt LAND (avisformat, Keben-
havn 2014). Desuden en lang rekke udstillinger, bl.a.:

* Saltholm, Randers Kunstmuseum og Kastrupsgirdsamlingen,

1992.

» Hzkke og Stativer. Bylandskaber i Randers. Kulturhistorisk
Museum og Randers Kunstmuseum samt Galleri Image i Aarhus,

1995.
 Landskab, Leoni Gallery, Viborg, 1999.

* BANE, Randers Kunstmuseum, Arkitekturskolens Udstillings-
bygning i Arhus, 2001 samt Kunstmuseet Arken, Ishej,

the interaction between nature and culture. In these projects he works
with cities, farming, industry, mining and quarrying, not to mention
traffic as a changing force in landscapes, and he investigates how the
way we perceive the landscape, is connected to what relationship we
have with it. Here he again tries to consistently place himself some-
where else, and see and photograph other pictures than the ones we
already have in our heads.

The landscape theme has resulted in the books TRACKS (Forlaget B,
2001), On the Other Side (Viborg 2005), and LAND (in newspaper
form, Copenhagen, 2014). As well as a number of exhibitions e.g.:

* Saltholm, Randers Kunstmuseum and Kastrupsgardsamlingen,

1992.

* Hedges and Stands. City landscapes in Randers. Kulturhistorisk
Museum and Randers Kunstmuseum as well as Galleri Image in

Aarhus, 1995.
* Landscape, Leoni Gallery, Viborg, 1999.

som del af udstillingen Nordiske Stemninger, 2008.

PARK/AREAL, Branderigarden i Viborg og Fotografisk Center i
Kgbenhavn, 2002.

TID og RUM, Randers Kunstmuseum og forskellige offentlige
pladser i Randers, 2003.

P4 den anden side, udsmykning Viborg Handelsskole, 2005.
KALK, Form/Designcenter, Malmg, 2013 .
LAND, Museumsbygningen, Kobenhavn 2014.

GRANSEN. Malmgs kommunegranse, serie pa udstillingen,
Trakiga landskap, Malme 2015.

Randi Jensen, 21. februar 2016

Foto/Photo: Hans Grundsoe

TRACKS, Randers Kunstmuseum, Arkitekturskolens Udstillings-
bygning in Arhus, 2001, and Kunstmuseet Arken, Ishgj, as part of
the exhibition Nordiske Stemninger (Nordic Moods), 2008.

PARK/AREA, Brenderigirden in Viborg and Fotografisk Center
in Copenhagen, 2002.

TIME and SPACE, Randers Kunstmuseum and different public
squares in Randers, 2003.

On the Other Side, decoration at Viborg Handelsskole, 2005.
LIME, Form/Designcenter, Malme, 2013.
LAND, Museumsbygningen, Copenhagen, 2014.

THE BORDER. Malmg’s municipal border, a series at the
exhibition, Trikiga landskap (Boring landscapes), Malme 2015.

Randi Jensen, February 21" 2016
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Lars’ tale ved abningen af udstillingen
| Randers 4. marts 2016

11. februar det dr ophaver Kina forbuddet mod varker af Aristoteles, Shakespeare og Dickens.

I5. februar — Bokseren Leon Spinks besejrer sensationelt Muhammad Ali.

16. marts — Den tidligere italienske premierminister Aldo Moro bliver kidnappet af De rode brigader,

0g findes dod den 9. maj.

22. juni — Tidl. statsminister Jens Otto Kragh dor. Han blev jo fodt her i Randers i 1914.

Dansk Melodi Grand Prix vindes det dr af Mabel med sangen ‘Boom Boom’ — senere samme dr optraeder
de her pa Havnegoglet i Randers, men kun i cirka 1¥2 minut, si ma de flygte i en regn af tomater og ag!

Nogle af filmene det dr er "Saturday Night Fever’, "Grease, "Mig og Charly’ og "Deer Hunter’.

Musikken er blandt andet af Bee Gees: "Night Fever’, ‘Stayin’ Alive’, "You're the One that I Want'
Og det er Meat Loaf: "Bat out of Hell". Og Boney M: "Rivers of Babylon’, 'Rasputin’. Og Darts: "Daddy

Cool’ — og mange, mange flere.

Omkring nytir lammes Danmark af den voldsomste snestorm i hundrede dr.

— Og dret? Ja, det er naturligvis. ..
1978!

Men lad mig hoppe tilbage til en forsommerdag
samme dr. Jeg heenger i mit vindue oppe i Bred-
strupsgade, hvor jeg boede dengang. Finn kommer
slentrende nede pa gaden, han boede i opgangen ved
siden af. Han forteller, at han har medt nogle knal-
lertfyre som kalder sig 'Landstrygerne’ og som han
har taget billeder af.

P4 det tidspunke er jeg ansat som fotograf her pa
museet i Randers, og Finn er i gang med EFG
fotograf-uddannelse.

Vi bliver enige om at opsoge de her knallertfyre
sammen.

Og det udvikler sig til mgder ogsd med mange andre
unge rundt om i byen.

Opveralt bliver vi modt af de unge med nysgerrighed
og interesse og gang i den.

P4 et tidspunke der i sensommeren 1978 kommer
Bjorn Stiirup, som var inspektor pd det, der dengang
hed Kulturhistorisk Museum, og hans hustru Guri
Dybsand, og forteller os at neste &r 1979 er FN’s
internationale berneir, og sperger om vi ikke kunne
tenke os at strukturere vores samver med unge her i
Randers?

Der var ikke noget vi hellere ville, sa vi fortsatte.

Kort efter udstillingernes 4bning kommer lederen

af Filminstituttets Workshop Ole John forbi og ser
dem. Han sporger om ikke vi kunne tenke os at lave
en film. Og naturligvis kunne vi det. Og her kom-
mer Allan Berg, Vibe Mogensen og Bent Serensen s3
til som en del af filmholdet.

Det bliver til en dokumentarfilm p3 50 min — om

5 unge, "Ungdomsbilleder - Randers 1979” kommer
den til at hedde. Den kan ogsa ses her i udstillingen.

Og serme om ikke Museet for alt det her fik en
hedrende omtale fra Europarddets 'Museum of the
Year Award 1979’

I kan selv se, den fine plakette haenger lige der.

Lad mig citere den franske filosof Michel Serres: Vi
mennesker kan ikke leve eller tznke uden reference;

vi ma have steder, hvorfra vi kommer, hvorigennem
vi passerer, hvor vi holder til, hvor vi anbringer seng
og bord, antender ild og kerlighed, laver bern og
varker, fades og der; vi ma have nogle holdepunketer,
centre, hjemsteder. Fikspunkter, hvori enhver af os
kan genkende det sted, vi skylder vores oprindelse og
som vores verden stir i forhold til.

I og vi har redder, ja, og vi var redder, i den her by,
Randers.

Og Finn og jeg er i hgj grad formet af det her sted,
som hed Kulturhistorisk Museum.

Tak for det til Bjorn Stiirup, der desvarre dede for
10 ar siden, og tak til Guri Dybsand, de to var de

hovedansvarlige for den atmosfere af genergsitet og
hejt til loftet, som gjorde alt det her muligt dengang,.
Den dokumentariske vinkel har fulgt Finn og jeg i
alt hvad vi siden, hver for sig, har foretaget os i vores
professionelle liv, sidan, som det ogsd vil fremgd af
sidste del af udstillingen, opdateringen.

Og det er en stor glede igen at modes med jer alle
om det udgangspunkt.

Tak til Museum Qstjylland for at legge lokaler til
denne revival.
Tak til museets nuverende fotograf Hans Grundsee.

Og Finn, tak fordi du s muligheden i det meget
store materiale, som du i alle arene har passet sd godt
p4, og som du nu har kurateret den her flotte udstil-
ling over.

Og til sidst tak til jer unge — for sddan tenker jeg
stadig pa jer, for mig er I nemlig stadig som p3 bil-
lederne, 15-18 arige unge med vildt gang i den.

— Kig pa det hele sammen med jeres bern, ja, maske
endda bernebern, og sammen med jeres mend og
koner og kerester og venner, og fortzl dem om det
hele, om hvordan det var dengang.

— S84 fra Finn og jeg rigtig hjertelig velkommen alle
sammen.

Foto/Photo: Kenneth Johansen

Lars’ speech at the opening of the exhibition
in Randers March 4, 2016

On the 11t of February that year, China lifts the ban on works by Aristotle, Shakespeare and Dickens.

February 15" — The boxer Leon Spinks sensationally defeats Muhammad Al.
March 16% — The former Italian Prime Minister Aldo Moro is kidnapped by the Red Brigades, he is found

dead on the 9% of May.

June 2214 — Former Prime Minister Jens Otto Kragh dies. He was, as you know, born in Randers in 1914.

The winner of the national final for the Eurovision Song Contest in Denmark that year is Mabel with the
song ‘Boom Boom’ — later that same year they perform at the local fair near the harbour here in Randers,
but only for about 15 minute, before flecing in a hail of tomatoes and eggs!

Some of the films that year are Saturday Night Fever’, ‘Grease’, ‘Me and Charly’ and “The Deer Hunter’

1he popular songs are, among other, Bee Gees: ‘Night Fever’ and ‘Stayin’ Alive’, it’s You're the One That I
Want’. And it’s Meat Loaf: ‘Bat Out of Hell’. And Boney M: ‘Rivers of Babylon’, ‘Rasputin’. And Darts:

‘Daddy Cool’— and many, many more.

Around New Year, Denmark is paralysed by the heaviest snowstorm in a century.

— And the year? Yes, of course, it is. ..
1978!

But let me jump back to an early summer day of that
same year. 'm hanging out of my window in Bred-
strupsgade, where I lived at the time. Finn comes
strolling down the street, he lived in the building
next door. He says that he has met a bunch of boys
on mopeds calling themselves ‘Landstrygerne’ (“The
Vagrants’) and he has taken pictures of them.

At the time, I was employed as a photographer here
at the museum in Randers, and Finn was training as
a photographer at the local vocational basic program.
We agree to seek out these moped guys together.
And soon it evolves into getting to know many other
young people around town.

Everywhere we meet youngsters full of curiosity and
interest, and with lots of things going on.

At one point in the late summer of 1978 Bjorn
Stiirup, the inspector of what was then called the
Museum of Cultural History, and his wife Guri
Dybsand tell us that the following year, 1979, will be
the UN International Year of The Child. They ask if
we would consider structuring our hanging around
with the youngsters here in Randers?

There wasn’t anything we would rather do, so we
continued.

Shortly after the opening of the exhibitions Ole
John, the head of the Film Institute Workshop
comes by to see them. He asks us whether we would
consider making a film. And of course we would!
Coming along are Allan Berg, Vibe Mogensen and
Bent Serensen, who all join us as part of the film
crew. It becomes a documentary of 50 minutes about
5 young people. ‘Pictures of Youth - Randers 1979,
we called it. It can also be seen in this exhibition.

And damned if the museum didn’t receive a honour-
able mention from the Council of Europe’s ‘Museum
of the Year Award 1979’ for all this! You can still see
the fine plaque hanging right there.

Let me quote the French philosopher Michel Serres:
We humans can not live or think without references;
we must have places where we come from, through

which we pass, where we stay, where we put a bed
and a table, light up fire and love, make children and
work, where we are born and where we die; we must
have some anchors, centres, homes. Fixed points in
which any of us can recognize the place from where
we originate and to which our world relates.

We all have roots and, yes, we were these young
sprouts growing from roots in this town, Randers.

And Finn and I are very much shaped by this place
called The Museum of Cultural History.

Thank you to Bjorn Stiirup, who sadly died 10 years
ago, and to Guri Dybsand. Those two were the main
people responsible for the atmosphere of generosity

and high ceilings, which made all this possible back
then.

The documental angle has followed Finn and I in
everything we, each separately, have done in our
professional lives ever since, as it will appear in the
final part of the exhibition, the update.

It is a great pleasure — again — to meet with all of you
around this point of departure.

Thanks to the Museum Qstjylland for hosting this
revival. Thanks to the museum’s current photogra-
pher Hans Grundsge.

And Finn, thank you for seeing the possibilities in
this vast material that you have kept so carefully

all these passed years, and with what you have now
curated this impressive exhibition.

And finally, thank you to you young people — for
this is how I think of you, to me you are still the
same as in the photographs, 15-18 year olds having
some wild times / with lots of crazy things going on.
— Look at it all together with your children, perhaps
even your grandchildren, with your husbands and
wives, your sweethearts or friends, and tell them
about it all, about how it was back then.

— So from Finn and I, a sincere welcome to all of you.

Foto/Photo: Kertugth Johansen



Tanker omkring Ung i Randers

Af Emma Poppe, 2016

Den 6. oktober 1993 blev jeg fodt i Randers. En by,
jeg allerede i mine tidlige teenagear gledede mig til
at komme vk fra. Den samme by, mine forzldre
har valgt at leve hele deres liv i.

Nér mine foreldre forteller om deres ungdom i
70’erne, sker der noget serligt. Jeg kan se en gnist i
deres gjne, nir de mindes den tid, og nar de ord, de
setter pa den, giver anledning til flere. Jeg tror ikke
p4, at jeg kommer til at mindes min ungdom sidan.

En dag jeg er hjemme pa besgg, tager min far mig
med ned pd udstillingen. Miske fordi han ved, jeg
interesserer mig for film og den slags fotografi, men
miske ogsa fordi han har en idé om, at jeg vil finde
noget, jeg kan bruge.

Det kunne jeg.

Billederne er autentiske, retro, ja, precis ligesom jeg

kan bedst lide fotografier. Men jeg kan endnu bedre

lide, det de fortzller. Det er som om, jeg lenges efter
noget de indeholder, noget de barer preg af.

Jeg fandt ogsd min onkel Jan pd flere af billederne.
Nu kender jeg ham ikke sa godt, men jeg kan tyde-
ligt se, han hyggede sig. Nir han forteller mig om
dengang, kan jeg ogsa se det pa ham. Lyset i hans
gjne. Det er ikke blot nostalgi, men méske nermere
et udtryk for, at den tid der er géet, har taget noget
med sig, der ikke lengere er her i dag. Men hvad?
Hvad er der med dengang?

Og jeg fandt en by, jeg kender ud og ind, men som
alligevel synes fremmed for mig. Randers har for
mig aldrig betydet noget. Den eneste grund til det
tilhgrsforhold, jeg alligevel har til byen, er uden tvivl
min familie, der stadig bor der. Hjem for mig har
aldrig veret Randers — det har varet dem. Jeg havde
flere venner, der lige som mig selv, aldrig havde folel-
sen af, at Randers var det rigtige sted for dem. Det
far mig til at tenke pa, hvorfor mon de havde det
sddan. Hvorfor har jeg det sddan?

Min fascination af billederne tog jeg med hjem. Det
samme gjorde jeg med alle de tanker, de igangsatte.
Var det en slags rodloshed, der herskede, og hersker,
i mine unge 4r, eller miske var Randers bare ikke
det rigtige sted for os at vokse op? Miske det var

os? Der er altid nogen, der har hang til at sege ud i
verden. Det Randers, jeg ser pd udstillingen, ikke

er det samme, jeg voksede op i. Der er ingen tvivl
om, at Randers med tiden mere og mere ligner en
provinsby. Sidan er tiden méske bare overalt. Men
nar min far, min onkel og deres kammerater, som de
kalder det, fra dengang, snakker om Towergrillen,
Gaslight og Klubhuset i Vestergade, far jeg et billede
af et levende Randers. Jeg prover at komme i tanke
om lignende steder, som kan ggre det ud for dem

i mine unge 4r, men jeg kan ikke rigtig komme pa
noget. Der var skolen, og s var der hjem. En tid var
der en klub pd Vestervangsskolen. Det var sjovt nok.
Vi var en gruppe, som mgdtes her om aftenen. Men
det stoppede hurtigt igen. Vi blev konfirmerede, s&
gik tiden ligesom. Jeg ved ikke med hvad.

Det ungdomsliv, jeg ser pa udstillingen, rummer i
hej grad noget, jeg lenges efter i dag. Jeg ved ikke,
hvordan det foltes dengang, men jeg tror ikke pa, at
billeder lyver serlig meget. I hvert fald ikke dem der
er taget for 38 ir siden. Jeg er som filminteressent
godt klar over, at dokumentarisme ikke er lig med
fakta eller den nuancerede sandhed. Men jeg kan se,
at I, Finn og Lars, fik lov at komme tet pa de unge.
De har tydeligvis lukket jer ind i en verden af mange
folelser og skelszttende &r. Og derfor tror jeg pd
@gtheden, i det, jeg ser. Den uiscenesatte ungdom. I
jeres generations Randers. For mig, portretterer I en
ungdom, der var nervarende.

For nyligt havde min far beseg af nogle gamle kam-
merater fra dengang. De kerer stadig pa motorcy-
kel, mange af dem var en del af Landstrygerne. Jeg
spurgte, om ikke nogle af dem ville fortelle lidt om
dengang, og om jeg métte filme det. Det matte jeg
godt. Jeg er ikke i tvivl om, at det var en tid med fart
pa. Det siger de allesammen. Men jeg bed marke

i noget, Kim sagde til mig, og som gav mening for
mig: “Jeg tror ikke pd, at du om 38 4r kan mades
med din bedste kammerat og have det samme, som
vi har i dag”. I virkeligheden er det en umulig sam-
menligning, men jeg tror alligevel pd den. Jeg tror

heldigvis pa, at jeg om 38 ar kan mindes nogle ting,
der virkede skelszttende i mit liv. Men jeg er usikker
p4, om det bliver med den samme gnist i gjnene, som

alle de fra den tid deler. Gnisten de fik, da de var der,

sammen, for 38 4r siden. Gnisten er drammene og
minderne, der kigger frem, nir man prikker til den.
Nér man mindes det, der skabte den. Deres unge 4r i
70’ernes Randers.

Jeg tror, Kim har ret. De var der. De var der sam-
men. De havde ingen mulighed for anden kontakt,
end den de reelt havde med hinanden. Udenfor
dorene. Mpdet med hinanden. Narveret krevedes.
Livet skulle jo leves. Vejene krydsedes fysisk. Og
ikke virtuelt, som mange af mine ger i dag. Jeg har
aldrig manglet gode venner, men de har altid veret

lidt sveere at holde fast i. Vores unge 4r skiller mange
af os fra hinanden, vi flytter vaek pé kryds og tvers,
og vi har allesammen hver vores hverdag, der time
for time forsvinder med ting, der skal nis, og valg
der skal tages. Jeg kan ikke huske, at nogen har for-
talt mig, at de folte, de havde god tid til at vere ung
— og ment det. Nar vi i dag siger, at der er god tid, til
alt det, vi skal na, s4 tror jeg de ferreste mener det.

Jeg kan ikke forestille mig, hvordan det mé vere, at
skulle ga ud pa gaden for at mede venner eller finde
nye. Jeg kan ikke forestille mig, hvordan det m3
vare, ikke at kunne lave aftaler nemt og hurtigt, og
@ndre dem igen, pa alle de kanaler og kontaktplat-
forme, der eksisterer i dag. Kommunikationen er
nem, men flygtig. Folk er ikke leengere end et opkald
vek. Men det opkald, har maske aldrig vaeret lengere
vaek. Man skal passe p4, hvad man ensker sig. Men
jeg onsker mig, at folk i stedet kun var en gade vek.

Tak for turen. For at udfordre mine tanker omkring
mine egne unge ir, mens jeg stadig udlever dem. Tak
for denne udstilling, som jeg hiber m& minde alle

om, at tiden der er, og var, aldrig kommer tilbage.
Lad os fi det bedste ud af den. Sammen.

Emma Poppe
22 dr, fodr og opvokset i Randers
Filmstuderende

By Emma Poppe, 2016

On October 6th 1993 I was born in Randers. A city
I already looked forward to leave in my early teenage
years. The same city my parents chose to spend their
entire lives in.

When my parents tell me about their youth in the
70’s, something special happens. I can see a spark in
their eyes when they reminisce about that time, and
the words they use to describe it brings even more to
life. I do not believe that I will be able to reminisce
about my youth in the same way.

One day, I was home for a visit. My father took me
to the exhibition. Perhaps because he knows I am
interested in film and that kind of photography, but
also because he has an idea that I would be able to
find something I could use.

I could.

The photos are authentic, retro; just the way I like
them. But what I like even more is what they tell. It
is as if I yearn for something they contain, some-
thing that makes them distinctive.

I also found my uncle Jan in several of the photos. I
do not know him very well, but I can clearly see that
he enjoyed these moments. When he tells me about
that time, I can also see it in him. The light in his
eyes. It is not just nostalgia, but perhaps rather an
indication that the passing of time took something
away, something that is no longer here today. But
what? What is it about that time?

And I found a city I know very well, but still seems
strange to me. Randers has never meant anything to
me. The only reason I have any affiliation to the city,
is without a doubt my family, who still lives there.
Home for me has never been Randers — it has been
them. I had several friends who, like myself, never
had the feeling that Randers was the right place for
them. It makes me wonder why they felt that way.
Why do I feel this way?

I brought my fascination with the photos home with
me as well as all the thoughts they provoked. Was it
a kind of rootlessness that prevailed and prevails in
my younger years, or maybe Randers just was not the
right place for us to grow up? Maybe it was us? There
is always someone who has a penchant for exploring
the world. The Randers I see at the exhibition, is not
the same, I grew up in. There is no doubt that Rand-
ers over time looks more and more like a provincial
town. Maybe that is just how time takes its toll
anywhere. But when my father, my uncle and their
companions, as they call it, talk about The Tower
Grill, Gaslight, and The Club in Vestergade, I get a
picture of a thriving Randers. I try to think of simi-
lar places from my youth that I could substitute for
them, but I can not really recall anything. There was
school, and then there was home. There was a time
when there was a club at Vestervangskolen. It was
fun enough. A group of us met there in the evenings.
But that stopped after a short period of time. We got
confirmed, and then time just passed. But I do not
know with what.

The youth I look at in the exhibition, definitely
contains something I yearn for today. I do not know
how it felt back then, but I do not think that photos
are very inaccurate. At least not the ones taken 38
years ago. As a filmmaker, I am aware that docu-
menting is not equal to facts or the nuanced truth.
However I can see that you, Finn and Lars, were
able to get close to the young people back then. They
have obviously opened their world to you, a world
full of emotions and wonderful years. And therefore
I believe in the authenticity of what I see. The un-
staged youth. In your generation’s Randers. For me,
you portray a youth who was present.

Recently, my father was visited by some old friends
from back then. They are still riding motorcycles,
many of them were part of "Landstrygerne”. I asked
if some of them could tell me about their youth from
back then, and if I could film it. They let me.

I have no doubt that it was a time of speed. It is
what they all say. But I paid attention to something
Kim said, which made sense to me: “I do not believe
that you can meet up with your best friend 38 years
later and have what we have today.” In fact, it is an
impossible comparison, but I believe it anyway. I
think fortunately that in 38 years I will remember
some things that seemed special in my life. But I am
unsure if it will be with the same spark in my eyes,
that each of them share. The spark they had when
they were there together 38 years ago. The spark is

the dreams and memories, which appear when you
reminisce. When one remembers the reason behind
it. Their eatly years in the 70’s in Randers.

I think Kim is right. They were there. They were
there together. They had no opportunity for any
other connection than the one they had with each
other. Outside their doors. Meeting one another.
Their physical presence was required. Life should be
lived. Their roads crossed physically, and not virtu-
ally, as many of mine do today. I have never lacked
good friends, but they have always been somewhat
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difficult to hold on to. Our early years separate many
of us, we move away in all directions, and we all have
our own lives, that disappear hour by hour, with
things that must be achieved and choices that must
be made. I can not remember anyone telling me that
they felt as if they had plenty of time to be young —
and truly meant it. Today, when we say that there is
enough time to do the things we need to accomplish,
I think very few people truly believe it.

I can not imagine what it would be like to go out on
the street to meet friends or find new ones. I can not
imagine what it would be like not to be able to make
appointments quickly and easily, and change them
again, through all of the contact mediums that exist
today. Communication is easy, but volatile. People
are just a call away. But that call may never have
been further away. One must be careful what to wish
for. But I wish that people were only one street away.

Thanks for the ride. For challenging my thoughts
about my own young years, while I am still living
them. Thank you for this exhibition, which I hope
will remind everyone that time that is, and was, nev-
er comes back. Let’s make the best of it. Together.

Emma Poppe
22 years old, born and raised in Randers
Film Student
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