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MIRACLE NOW

“Does nature evolve, or does She just
change? So much information can now be
stored in a tiny space. Scientists have said
recently that ancestral trauma changes
our genome in detectable ways. | imagine
that in the future we shall put a drop of
water into a machine and it will reveal to us
every moment that its atoms have ever ex-
perienced, and every living and inanimate
body that it has ever been a part of. When
| first staged the play Miracle Now in 1995,
my dream was that Nature would remem-
ber every one of Her vanished faces, and
that this knowledge would somehow inform
Her next iteration. This was a hopeful idea
to me, in the face of impending eco-col-
lapse.” — ANOHNI

“Nothing goes unrecorded. Every word of
leaf and snowflake and particle of dew, as
well as earthquake and avalanche, is writ-
ten down in Nature’s book.” — John Muir,
1872

ANOHNI: “Where do we go when we die?”
Nola Taylor: “Back to country.”

— Conversation with Nola Taylor, Martu
elder, Western Australian desert, 2015.

Video Stills: Miracle Now, 1996/2018,
ANOHNI/James Elaine



MIRAKLERNES TID

ANOHNI I NIKOLAJ KUNSTHAL

Det er en stor ere at vise den fgrste store
soloudstilling med ANOHNI i Norden i
Nikolaj Kunsthal. ANOHNI er bedst kendt
som musiker, men udtrykker en dybt en-
gageret tilgang til verden gennem sin visu-
elle kunst. Hendes baggrund i New Yorks
undergrundsmiljg i 90erne er preeget af
systemsammenbrud og en erfaringsbaret
erkendelse, som bl.a. aids-epidemien
medfgrte. Den dystre tematik i ANOHNIs
praksis indeholder dog hab og taler for
mere cirkulaere og feminine vaerdier frem-
for en hierarkisk tilgang, som man finder
det i mange indfadtes natur- og livssyn.

ANOHNI har bl.a. ladet sig inspirere af
kunstnere som fotografen Peter Hujar,
maleren Jack Smith og Butoh-danseren
Kazuo Ohno. Udstillingen Miracle Now
traekker pa en dokumentation af et teater-
stykke, som kunstneren opfgrte for forste
gang i 1995. ANOHNIs arbejde udspringer
af performance, men har ogsa tydelige
referencer til automatisme med fremhae-
velsen af det underbevidste og surreale.
Ved at fglge sin intuition og sanseverden
udtrykker ANOHNI presserende og til tider
ogsa kontroversielle reaktioner og kom-
mentarer til den postindustrielle ara, vi
lever i. Billedkunsten er for hende et frirum,
hvor hun kan udtrykke sig pa en anden
made end i sin musik. Vi far med udstil-
lingen indblik i et hudlgst zerligt, men ogsa
meget genergst og personligt univers, et
mikrokosmos, der afspejler en del af det
makrokosmos, som vi alle er en del af.

Med udstillingen i Nikolaj Kunsthal haber vi
at abne op for spargsmal og diskussioner
omkring friggrelse, filosofi og miljg i en
bredere forstand — og ikke mindst haber vi,
at miraklernes tid ikke er forbi endnu.

Udstillingskoordinator i Nikolaj Kunsthal,
Helene Nyborg Bay.



THE AGE OF MIRACLES

ANOHNI AT NIKOLAJ KUNSTHAL

It is a great honour to present the first

solo exhibition by ANOHNI in the Nordic
countries at Nikolaj Kunsthal. Known as a
musician, ANOHNI also has a highly com-
mitted visual approach to the world around
us. Her background in the New York
underground scene of the early 90s comes
with a systems collapse, experience-based
awareness, shaped, among other factors,
by the AIDS epidemic. The sombre themes
in ANOHNI’s artistic practice has a nature
of hope and advocates values still upheld
by many indigenous communities, nurtur-
ing a more circular and feminine, rather
than hierarchical, approach.

ANOHNI is inspired by, among others,
artists such as photographer Peter Hujar,
painter Jack Smith and Butoh dancer
Kazuo Ohno. The exhibition Miracle Now
draws from documentation of a theatre
piece first staged by ANOHNI in 1995.
ANOHNT/I’s oeuvre is rooted in performance
while also displaying obvious references to
automatism with an emphasis on the sub-
conscious and the surreal. By following
her intuition and the world of her senses,
ANOHNI formulates a pressing response
and sometimes controversial reactions
and comments to the post-industrial era
in which we are living. To her, visual art is
a space in which she can express her-
self in another way than as a singer. This
exhibition provides an insight into a raw
and naked but also highly generous and
personal universe, a microcosm reflecting
a part of the macrocosm of which we are
all a part.

With this presentation at Nikolaj Kunsthal
we hope to open up to questions and dis-
cussions related to liberation, philosophy
and the environment in a broader sense
—and, not least, we hope that the age of
miracles is not past yet.

Exhibition co-ordinator at Nikolaj Kunsthal,
Helene Nyborg Bay.

Die Frau, 2016
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ANOHNI: EN FLANGE | HIMLEN

AF JULIANA ENGBERG

Den antropocaene tragedie er over

os. Selvom skeptikere benaegter det,
bekraefter videnskaben, at menneske-
heden har grebet ind i planetens geologi
og egkosystemer i en sddan grad, at vi er
tradt ind i det, der af mange betegnes som
den sjette masseudryddelses tidsalder.
Den menneskeskabte overbefolkning og
det tilhgrende forbrug, katastrofale vejr-
feenomener forarsaget af klimaforandrin-
ger, gdeleeggelsen af rammerne for dyreliv
og rovdriften pa naturressourcerne har alle
medvirket til, at vi har mistet dyre-, plante-,
hav-, insekt- og mikrobiologiske livsformer
i et hidtil ukendt og accelererende tempo.

| bogen The Future of Life forudsa biolo-
gen og miljgfilosoffen Edward Osborne
Wilson, at hvis det nuveaerende tempo for
den menneskelige indgriben i biosfaeren
fortsaetter, vil halvdelen af jordens hgjere
livsformer veere uddgde i &r 2100.

Den seneste masseudryddelse — pa
graensen mellem Kridt og Tertizer, ogsa
kendt som K/T-graensen - indtraf for 65
millioner ar siden. Videnskabsfolk mener,
at den var forarsaget af klimaforandringer,
samtidig med at havoverfladen sank til et
kritisk niveau, og efter en tid opstod der
en katastrofal proces, da en gigantisk
asteroide eller komet ramte jorden pa den
mexicanske halvg Yucatan. Dette menes at
have udviklet sig langsomt over mange ar-
tusinder. | modsaetning hertil har den sjette
masseudryddelse bevaeget sig fremad i

et stadig hurtigere tempo. Ifglge viden-
skabelige vurderinger har op mod 50% af
den udryddelse, der har ramt dyrearter og
deres habitat, fundet sted fra 1970 til i dag.

Jagten pa det "moderne” — maskiner
drevet af fossile braendstoffer, industri-
alisering, mega-urbanisering, som alle
geelder for at vaere fremskridt — har faktisk
fort os forfaerdende teet p4 undergangen.
Den antropocaene tidsalder er et gkologisk
selvmord, som foregar med en ubegribelig
hast og spredning.

Disse forudsigelser om en katastrofe,
hvor menneskeheden og jorden under ét
raser mod udslettelse, har faet mange til
at se med nye gjne pa den gamle visdom
og andelighed, man finder hos indfadte
folk, hvor trossystemer og eksistens er
grundlaeggende knyttet til forestillingen
om land — en geosofisk (jord-centreret)
snarere end en teosofisk (guds-centreret)
bevidsthed.

De indfgdte folks andelighed bekender sig
til, at alle elementer pa jorden og i univer-
set er forbundet pa kryds og tvaers — det
levende og det ikke-levende — og at plan-
ter og dyr, landskaber og himmellegemer
er beslaegtet med hinanden. Disse kulturer
afviser den dualisme, der ligger i opdelin-
gen mellem krop og sind, og som seetter
intellekt over intuition, og som er grund-
laget for den analytiske modernisme, til
fordel for et trossystem, som i sit inderste
vaesen er orienteret mod at beskytte
Moder Jord, hvorfra alt liv udspringer.

Fra et gkologisk synspunkt har denne
adskillelse mellem krop og sind betydet,
at der er opstaet en forestilling om, at
naturen blot er materie, hvis formal er

at levere braendstof til et modernistisk,
maskinbaseret liv — hvor der graves efter



mineraler, bores efter olie, hvor havene
gennemtrawles for laekkerier, hvor der i
stedet for land er opfyldning og urbanitet.
Inden for kunsten har denne dualisme fart
til en analytisk modernisme, som har skabt
en aestetik baseret pa rene, rationelle for-
mer — platoniske former — udtrykt i orden,
geometri, mgnstre informeret af en intel-
lektuelt appliceret og systemisk tilgang,
som har straebt efter at rense, destillere og
gere det aktive kosmos inaktivt. En moder-
nisme som har "renset” naturen ud fra en

taktik om at ggre den abstrakt og syntetisk.

Men i kunsten som i de indfedte kulturer
er intuitionen altid kommet til udtryk i
parallelle aestetikker — hellenisme, gotik,
barok, rokoko, symbolisme og surrealisme
har alle trukket pa gamle geosofiske,
stammerelaterede og hedenske overleve-
ringer. | nyere tid har forskellige retninger
interesseret sig for dematerialiseringen

af kunst, dens potentiale for forandring,
installations- og andre inddragende kunst-
miljger, transcendent minimalisme og det
ynkelige i materialismen og har pa ny
betonet kraften i det intuitive og opereret
med en endnu teettere forbindelse til det
kollektivt ubevidste i de nedarvede aeld-
gamle og indfgdte indsigter.

ANOHNIs billedkunst og performa-

tive udtryk lever med disse ander og
fremmesser en sandhed, som leveres med
stor kraft gennem dens tilknytning til en
eklektisk animisme, som forbinder hendes
geosofi med bade gamle indsigter og
disse parallelle modernistiske kunstneriske
praksisser. Hendes veerker traekker pa

den aestetik, man kan finde i automatis-

men, collagen og den japanske Butoh-
praksis, og med dem kan hun reflektere
over, undersgge, hylde og ga i et med et
univers, hvor meta og materie er indbyrdes
forbundet.

Over nu flere artier har der veeret en seerlig
aktiv, besjeelet kraft pa spil i ANOHNIs
kunstveerker, som omfatter malerier og
tegninger pa papir (atrofierede, man

bliver bange for, om de holder), collage-
totempaele (sammenstablede billed-

digte og kommentarer om miljg, aids,
geopolitik), diverse objekter reddet fra
undergang (beroliget, forvandlet, genfadt
som levedygtige, hybride, surrealistiske
hermafroditiske former) og skulpturelle
veerker (med overflader og huller, hvor fejl
og asymmetri er i orden, ja velkomne).
Modernismens glatte, antiseptiske,
anzemiske, iltfattige og uberarte overflader
abnes op af ANOHNIs formaning om at
traekke vejret, at vaere en krop lgftet ud af
graven — en fornedret, plaget, nedbrudt
krop, som gennemgar en katartisk forvand-
ling for derefter at blive sat fri og forenet
igen som indbyrdes forbundet materie.

ANOHNIs made at afsaette maerker pa

— sma tankestreger, cirkler, ophobede,
men udviskede streger, og streger som
helt bevidst skeerer sig ned i en overflade
— skaber en energi, som lever i kraft af

det intuitive. Denne markerings-gestik
forbinder pa en made ANOHNIs kunst med
automatismen. Men i modsaetning til surre-
alisterne - André Masson og André Breton
— hvis brug af automatismen i den sidste
ende samlede disse streger i former, som
de derefter manipulerede og tvang til at






"vaere” noget, giver ANOHNI stregen lov til
at leve sit eget liv. Som hun har sagt: "Jeg
praver pa at lytte til stregen, naesten som
hvis jeg sov. Betragter jeg hende, eller er
jeg blevet hende? Nogle gange opstar en
streg inde fra sig selv, som en spraengt
are. Jeg prever bare pa at blive ved med
at hare efter. En streg er energi, en flaenge
i himlen, et hul hvorigennem noget kan
manifestere sig”."

| ANOHNIs veerk Cut Away the Bad har
hun for eks. korrigeret billedet af en draebt
isbjern ved at fierne jaegeren fra scenen.
Hun har derefter tilfgrt linjer af energi for
at give det nedlagte dyr en ny andelig ek-
sistens. Linjerne kom til ANOHNI, da hun
fulgte de solstraler, som faldt ind af vinduet
i hendes atelier og dansede pa den trykte
side. Denne naturlige vitalitet overferes til
isbjgrnen i en handling, som tilbagefarer
en slags liv til den.

Der er mange ringe og huller i ANOHNIs
veerker — cirkler — i de tegnede streger,

i harets spiraler, i de skulpterede cirkler

fra bogbind, huller fra kugler der er gaet
igennem papir, huller inde i huller, koncen-
triske og sammenhaengende — huller der
er gnedet i papir, sa lyset kan fa lov til at
skinne igennem. ANOHNIs huller og cirkler
rummer en forbigaende tilstedevaerelse,
fuld af mystik og glemsel — og optimisme.

"Nogle gange synger jeg bare for gen-
feerdene i loftet”, sagde ANOHNI en gang
i et interview. For hende er genfaerd en
slags huller af lys pa den enorme mgrke
himmel — bittesma portaler af positivt
negativt rum gennem hvilke hun forbinder

Green Angel of Death, 2016

alle sine forfaedre og skaber en kosmologi,
som forener hendes jordiske krop med det
himmelske univers. Genfeerd optraeder i
hendes sangtekster og kunst som fysiske
"sjaele”-manifestationer, der heenger ned
fra loftet — ag-lignende former af lyst trae,
kokoner som afventer en eventuel katarsis.

Butoh-tilgangen og —eestetikken lader sig
ikke fastholde, og i lighed med indfadt an-
delighed inddrager den ogsa forestillingen
om alle tings indbyrdes forbundethed.
ANOHNI modseetter sig ogsa fastholdelse.
Hun straeber efter at udvikle sig, gare sig
erfaringer og fremfere de vaekstcyklusser,
som opstar, nar man mediterer over alt
det, der binder sammen. Hun sgger at
gere opmaerksom pa miljgets sargelige
forfatning, at finde et sprog, bade visuelt
og performativt, s hun kan skabe et rum
for forvandling og forstaelse. | hendes
musik kommer disse idéer til udtryk som
ord. Hendes billedkunst rummer mening
med en egen kraft, som abner sig og stiller
sig til radighed — for &ndedraget.

Juliana Engberg er kurator og forfatter.
Programdirektar for Aarhus 2017:
European Capital of Culture.

1. Interview med ANOHNI, ‘The Earth Owns
My Body’, 2016, i Anohni: My Truth, James
Elaine, Peter Hujar, Kazuo Ohno, ed. Friedrich
Meschede, Kunsthalle Bielefeld, Koenig Books,
London.



ANOHNI: CUT IN THE SKY

BY JULIANA ENGBERG

The tragedy of the anthropocene is upon
us. Science confirms, even though the
skeptics deny, that humans have inter-
vened in the balance of the geology and
eco systems of our planet to such a de-
gree that we have entered into what many
refer to as the sixth mass extinction era.
Human led overpopulation and consump-
tion, cataclysmic weather events caused
by climate change, destruction of animal
habitats, and the depletion of natural
resources are triggering the loss of animal,
plant, marine, insect and micro-biological
life at an unprecedented and accelerating
rate.

In his book, The Future of Life, biologist
and environmental philosopher, Edward
Osborne Wilson has predicted that, if the
current rate of human disruption of the
biosphere continues, one-half of Earth’s
higher life forms will be extinct by 2100.

The last mass extinction — the Cretaceous-
Tertiary mass extinction (also known as
the K/T extinction) - occurred 65 million
years ago. Scientists have suggested it
was caused by climate alterations and

a catastrophic drop in sea levels, which
eventually became cataclysmic when a
massive asteroid or comet collided with
earth around the Yucatan Peninsula in
Mexico. This is thought to have been a
slow progression over many millennia. By
contrast, the predicted sixth mass extinc-
tion has been proceeding at an acceler-
ated pace. Scientists estimate up to 50%
of animal and habitat annihilation has
occurred between 1970 and now.

The pursuit of the ‘modern’ — fossil fueled
machines, industrialization, mega ur-
banization, all thought to be progressions
— have, in fact, led us to a terrible brink
of destruction. The anthropocene era

is ecocide at a phenomenal speed and
distribution.

These catastrophic predictions of humanity
and earth conjoined in a hurtling towards
death have led many to consider anew the
more ancient knowledge and spiritualism
of indigenous peoples whose beliefs and
existence are intrinsically linked to notions
of land — a geosophical (earth centered)
rather than theosophical (God centered)
awareness.

Indigenous spirituality believes in the inter-
connectedness of all elements of the earth
and universe - animate and inanimate -
where plants and animals, landforms and
celestial bodies are interrelated. For indi-
genous cultures the dualism suggested by
the mind body split that privileges intellect
over intuition, and which forms the basis of
analytical modernism, is rejected in favor
of a belief system that intrinsically seeks to
protect the mother earth from which all life
evolves.

For the ecology, this mind body dichotomy
has given rise to an approach that sees
nature as mere matter to fuel a modernist,
machine life — digging for minerals, drilling
for oil, trawling the seas for delicacies,
displacing the land with infill and urbanism.
In art this dualism has led to an analytical
modernism, which has created an aes-
thetic of pure, rational forms - Platonic



forms — that create order, geometries, pat-
terns informed by an intellectually applied
and systemic approach that has sought to
cleanse, distill, and make inert the active
cosmos. A modernism that has ‘purified’
nature by abstraction and synthetic tactics.

But in art as in indigenous cultures, intui-
tion has always asserted itself in paral-

lel aesthetics — the Hellenistic, Gothic,
Baroque, Roccoco, Symbolist and
Surrealist movements were produced from
an underbelly of ancient geosophic-

al, tribalist and pagan residuals. And

more recently, movements exploring the
dematerialization of art, flux, installation
and immersive environments, transcend-
ent minimalism and abject materialism
have reasserted the power of the intuitive,
operating an even closer link to the collect-
ive unconsciousness of inherited ancient
and indigenous knowledge.

ANOHNT/’s art — both visual and performa-
tive — lives with the spirits and incants a
truth that is brought powerfully to deliv-

ery through its attachment to an eclectic
animism that links her geosophy to both in-
digenous wisdoms and those parallel mod-
ernist artistic practices. Her work draws
upon the aesthetics that can be found

in automatism, collage, the Japanese
practice of Butoh, and these allow her to
contemplate, explore, celebrate and be at
one with the interconnected universe of
meta and matter.

Over decades, ANOHNTI’s visual art work,
which includes paintings and drawings on
paper (atrophied, worried to collapse), to-

B.E. (detail), 2016

tems of collage (stacked visual poems and
commentaries on the environment, AIDS,
geo-politics), rescued objects (soothed,
transformed, reborn as viable hybrid sur-
real hermaphrodite forms) and sculptural
works (with surfaces and holes that accept
and welcome flaws and asymmetry) there
is an activated, animate agency set in
play. Modernism’s smooth, antiseptic,
anemic, asphyxiated and pristine surfaces
are opened up by ANOHNI’s agitations

to breath, to be a de-entombed body —
abject, tormented, eroded, moving through
a cathartic transformation to then be
released and rejoined as interconnected
matter.

ANOHNI's mark making — small dashes,
circle lines, massed line obliterations and



AN

e a harm]eg. peopl,
N and othey artic| |
Pedition,

eld

€S valuall.
l]{)t“’lthstatllllll: 'y

d stil] another v

dar ln il

“.

v

[ six feet. A white fox skir
¢ equivalent of four hund
The present shortage on t

¢ species in Aretie America




deliberate lines that incise a surface - cre-
ate an energy that is released through
intuition. These marking gestures link
ANOHNT/’s art to a kind of automatism. But
unlike the surrealists — André Masson and
André Breton — whose use of automatism
eventually corralled lines to forms that they
then manipulated and forced to ‘be’ some-
thing, ANOHNI allows the line to have its
own life. As she has said: ‘| try to listen to
a line like I'm almost asleep. Am | watching
her, or have | become her? Sometimes a
line emerges from within itself, like a rup-
tured vein. | just try to keep listening. A line
is energy, a cut in the sky, a hole through
which manifestation pours.’!

In her work Cut Away the Bad, for in-
stance, ANOHNI has rectified the image of
a murdered polar bear by eliminating the
hunter from the scene. She has then intro-
duced lines of energy to give the slaugh-
tered bear a new spiritual existence. The
lines have been delivered by following the
sunlight that came through ANOHNI’s stu-
dio window as it danced upon the printed
page. This natural vitality is transferred to
the polar bear in an act of restoration.

There are many rounds and holes in
ANOHNI/I’s works — circles — in drawn lines,
coiled hair, sculpted circles from book
bindings, holes made from bullets passing
through paper, holes within holes, concen-
tric and continuous — holes rubbed through
paper to let the light in and pass through.
ANOHNI’s holes and circles offer a transi-
tory presence, full of mystery and oblivion
— and optimism.

We Were the Same (detail), 2015

‘Sometimes | just sing for the Ghosts in
the ceiling’, ANOHNI once said when she
was interviewed. Ghosts for her are like
light holes in the immensity of the dark sky
— tiny portals of positive negative space
through which she connects all her ances-
tors and assembles a cosmology that
unites the earthly body with the celestial
universe. Ghosts appear in her lyrics and
in her art as physical ‘soul’ manifestations
hung from ceilings — ovoid shapes of pale
wood shaped like cocoons awaiting an
eventual catharsis.

The Butoh approach and aesthetic resists
fixity, and like indigenous spiritualism it
also embraces the philosophy of intercon-
nectedness between all things. ANOHNI
also resists fixity. Her pursuit is to evolve,
experience and perform the cycles of
growth that emerge from meditating on all
that connects. Her quest is to bring atten-
tion to the plight of the environment, to find
a language, both visual and performed,

to make a space for transformation and
understanding. In her music these ideas
are given words. In her visual art meaning
is allowed to take on its own force to be
opened out and left available - to breath.

Juliana Engberg is a curator and writer.
Programme director of Aarhus 2017:
European Capital of Culture.

1. Interview with Anohni, ‘The Earth Owns My
Body’, 2016, in Anohni: My Truth, James
Elaine, Peter Hujar, Kazuo Ohno, ed. Friedrich
Meschede, Kunsthalle Bielefeld, Koenig Books,
London.



BIOGRAPHY

Photo by Colin Whitaker

Born in 1971 in West Sussex, Great
Britain, ANOHNI lived in Sussex,
Amsterdam and the San Francisco bay
area as a child before moving to NYC in
1990.

In 1992, she co-founded the late night
collective Blacklips Performance Cult. The
ensemble consisted of 13 core performers
who presented anarchic, original plays.

In 1995, ANOHNI founded a new col-
lective, The Johnsons, named in re-
membrance of Marsha P. Johnson, the
transgender street activist.

In 1997, she recorded her first full aloum
and began performing as Antony and the
Johnsons with a group of musicians at
venues in NYC.

In 2004, ANOHNI staged a concert/per-
formance piece TURNING in collabora-
tion with Charles Atlas for the Whitney
Biennale.

In 2005, Antony and the Johnsons’ album /
Am A Bird Now won the UK Mercury Music
Prize. Further albums followed: The Crying
Light (2008), Swanlights (2010), TURNING
(2011), and Cut The World (2012). Cut

the World included a 12-minute spoken
piece entitled “Future Feminism”, in which
ANOHNI began to define her animist, eco-
feminist perspective more vividly.

In 2009, ANOHNI presented her first
exhibitions of drawings and collages at Isis
Gallery in London and at Agnes B. Gallery
in Paris.



In 2011, she scored and performed in
Robert Wilson’s production The Life and
Death of Marina Abramovié.

In 2012, ANOHNI had a solo exhibition of
drawings at the Hammer Museum in LA.

In 2012, MoMA presented Antony and the
Johnsons’ symphonic concert/performance
Swanlights at Radio City Music Hall in
NYC.

In 2013, ANOHNI collaborated with film-
maker Lynette Wallworth and a group

of senior Martu artists from the Western
Australian desert. She went on to support
the Martu in their fight to halt the develop-
ment of a uranium mine on ancestral land.

In 2014, ANOHNI collaborated with
Kembra Pfahler, Bianca Hunter, Sierra
Casady and Johanna Constantine to pre-
sent 13 Tenets of Future Feminism at The
Hole in NYC.

To coincide with the 2015 Paris Climate
Conference, ANOHNI released “4
Degrees”, a song addressing complacency
in the face of global warming.

In 2016, her album HOPELESSNESS was
released to critical acclaim, including
another nomination for the Mercury Music
Prize and a Brit Award. Dr. Friedrich
Meschede curated My Truth, ANOHNI’s
first major art exhibition in Europe, at
Kunsthalle Bielefeld, Germany.

In 2017, ANOHNI was artist-in-residence in
Aarhus, European Capital of Culture. She
restaged 13 Tenets of Future Feminism,
presenting an exhibition, lecture series
and workshops in collaboration with
Kembra Pfahler and Johanna Constantine.
ANOHNI presented a 5-channel video
installation Silent Hopelessness, on

the fagade of Musikhuset Aarhus. She
performed a concert with the Aarhus
Symphony Orchestra and Concert
Clemens Choir.



After Rapture

After Darkfall

After embryo rain

Then will the time be born?
Then is it a moment?

In one moment, a flash of light
The history of the world
Then the dark before the Birth of Time Again



