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The Color of Phenomena

With reference to phenomenology and Maurice Merleau-Ponty’s ideas about how we experience
the world through our senses and our bodies, Christina Bardram invites us into her deeply
personal sphere—a universe of color and materials, explored with intense persistence.

For Bardram, the aim is for color to become internalized: to exist and feel through color, and
thereby find oneself immersed in a sensory experience rooted in the power of color.
Impressions are absorbed, stored, and spontaneously translated into her works. These
observations are gathered partly in North Zealand, Denmark, and partly in Italy, along the
Amalfi Coast, where Bardram lives for half of the year.

The colors are set against one another and developed layer by layer. The process begins with a
distinctive ground applied to linen canvas, followed by countless layers of color until the
expression becomes harmonious and the colors complement one another. Bardram also enjoys
incorporating materials such as cement or mineral particles from Italy’s volcanoes, creating an
organic and tactile surface.

Color affects people across cultures, and Bardram’s wish is for her works to offer audiences a
much-needed pause from the endless stream of impressions in the information society—a
space in which tranquility and harmony can be found within the images.

The exhibition comprises three series, among others: “Songs of Sirocco,” inspired by the warm
winds from the Sahara and the traces and deposits they leave behind. “*Mandarina Sky,”
devoted to the color vermilion, its energy and joy, and its ability to change character through
interaction with other colors. “The Locus of Undertones,” exploring how underlying tones of
color influence other layers through the composition of the image.

Christina Bardram is an uncompromising enthusiast whose life’s work is devoted to exploring
the beauty and magic of color. She holds an MFA from the Royal Danish Design School. Her
work has attracted acclaim at numerous international art fairs, most recently VOLTA Basel
2026. Her works are held in several notable collections, including the Danish Royal Family, Jens
Olesen in Sao Paulo, Brazil, the Remmen Foundation, and, not least, by numerous private
collectors.

Christina Bardram has an important message about joy, vitality, and existence.

Annegrethe Davis
Gallerist






The Color of Phenomena

— and other notes

The works in this series emerge from an attentiveness to phenomena.

States that reveal themselves and transform in the encounter between light, colour, material, and time
— afterglows of light, a glow in the air, a tone that lingers slightly longer than expected.

Not as motifs, but as sensations.

The colours move between the atmospheric and the corporeal. The surfaces bear traces of time,
crackling, transparency, and depth. Something emerges, something withdraws. Something dissolves
while something else takes shape.

The title The Color of Phenomena points to that which appears.

The subtitle — and other notes — refers to the works as registrations, observations, and investigations;
notes from an ongoing dialogue with colour, material, and experience.

The series gathers phenomena, moods, and traces.
Some emerge clearly. Others remain open.

Tramonti
6:45 AM: It is early morning. The view across the valley and the mountain. Espresso.

Christina gathers pumice stones, light and varied in size, in order to later incorporate the ancient
volcanic dust into her paintings.

It is a desire to make mountain and art become one. A kind of renewed animation of the material.
I met Christina for a conversation about curiosity, alchemy, phenomenology, and sensuality.

Lena Velez Larsen



Statement #1
Christina Bardram’s works draw on a wide range of cultural, botanical, and meditative references.

Within the simple geometry of the canvas, the artist’s voice is transformed into a poetic, minimalist
language system carrying both calmness and intensity.

A place where colours, layers, and rhythms unfold at a pace that allows space for presence, and where
new references may emerge within the viewer’s own inner world.

Here, silence and concentration are combined with a strong lyrical tone.

L: Christina, I experience both calm and strength when I look at your works. What experience do you
focus on in the painting process?

C: I remove everything superfluous so that the colour can stand forth in its own power, because one
should not have to relate to any other information. If there were a motif, one would perhaps primarily
relate to the motif rather than to the colour.

L: You once said that there is a certain degree of escapism in working with the innermost essence of
colour. What does colour mean to you?

C: It depends on which colour it is.

Colours affect us differently. Some colours are very uplifting, while others are more melancholic. And
they can change character when placed beside another colour. Those interactions are what I find
enormously interesting — the moods they can evoke. But my experiments do not necessarily arise from
an intention. For a period of time, I may simply be completely in love with yellow, green, or that
vermilion orange-red.

Going deeply into the innermost essence of colour is about discovering the strengths of the colour —
how much it can withstand, how much resistance it can tolerate, and when it collaborates with other
colours. I place the colour in different situations and observe what it does. Sometimes it vibrates more,
sometimes it comes forward, sometimes it withdraws.

L: If each colour affects you, if it represents a mood and is combined with other colours — are there
conflicting emotions in your colour combinations?



C: It is not necessarily very conscious. I do not think I begin by deciding that I want to create a
particular mood with colour.

It is while I work that I realise it can be exciting to place, for example, red together with orange. How
orange should it be for there to be some kind of interaction, some stimulating point between them? It is
about their contact. That is how it develops along the way.

And then I may realise during the process that this painting feels uplifting. Or that the painting
withdraws so much that it becomes a very introverted, melancholic image.

So the point of departure is simply that I begin with a colour I want to work with and see what it can do.
L: How do you know when you have reached the peak of a colour or colour combination?

C: Well, it can be a balance, but it can also be a conflict that simply feels right. It depends on whether I
feel the painting should be harmonious.

Statement #2

The work is highly intuitive and created in dialogue with the materials. The works begin where language
ends — not as a concept — but as a sensual inspiration. Here are impressions drawn from the shadow of
a plane tree, a fragile petal, dried clay soil, and recurring botanical studies.

L: Christina, how do you work with materials?

C: I use raw linen or heavy cotton paper — I can find some beautiful paper locally in Italy. I build up the
surface with a taut mineral ground consisting of rabbit-skin glue, gypsum, chalk, and binders. It is a
recipe based on classical techniques, though I alter the proportions.

Some surfaces I polish into an almost porcelain-like skin, where the inner tensions of the materials
become an active part of the work’s structure. Other areas I model with coarse concrete as a contrast.
When the priming reaches a precise stage of dryness and tension, the surface can crack.

This is where a delicate network of fissures opens up, where the material breaks without losing its
cohesion, and where the colour can penetrate and bind the surface together.



The process is strongly influenced by climate. The rabbit-skin glue reacts to humidity in the air and
makes the surface more or less elastic depending on the weather. In dry air the skin becomes hard and
taut — in humid air it becomes softer and more receptive. I love these shifts, which are part of the living
materiality of the works.

It is about the physics of materials, rhythm, tension, compression, absorption, and fracture. I see it as a
close collaboration with wind and weather.

L: What role do the priming and material choices play in your choice of colours?

C: My work is intuitive, but I do sometimes plan ahead. Then I choose a ground — a surface for the
colours to rest upon — which I think will be interesting with a blue colour, for example. Because it can
be beautiful if part of the work has a very rough character, perhaps with an ultramarine blue, and then a
porcelain-like surface in another colour, where the contrast between the structures — the refined and
the coarse, the brutal and the sophisticated — interacts. In that way I can create a plan for a series.

L: Why do you prefer oil paint?

C: Oh, that is easy to answer. And again it has something to do with alchemy, doesn't it? Acrylic is
pigment in an acrylic binder, and it is opaque. That means it is not transparent. Acrylic binder is white —
not solid white, but still white. So all acrylic pigments exist within this mass that is not transparent.

Qil, on the other hand, is transparent. Therefore the light reaches the colour pigments directly, without a
filter. When you apply oil upon oil, it is like placing sheets of coloured glass on top of one another, and
then you get that fantastic depth.

L: What does light mean to you?

C: Without light there is no colour. Colour consists of light waves, and it depends on how the surface
receives those light waves. Light is important to me — both as working light and in the way I experience

the intensity of colours.

In nature, for example, I can experience the colour of flowers with such incredible intensity that it
almost becomes overwhelming.

L: Can you explain a little more about how you draw inspiration from the elements of nature?



C: I love the elements of nature — my garden in Italy and my view across the mountains. I can give you
the latest example: a working title, £Echoes of the Silent Witness, for an exhibition in Venice.

The theme arose because every day I look out over the changing light on the mountain in Italy. And
then I thought that this mountain has been watching my house, all houses, and even before houses
existed.

That mountain is witness to all history. An exchange took place between me and the mountain.
Therefore I wanted material from the mountain to enter the paintings. Besides creating a chromatic
mirroring, I also created these temporal, punctual gestures in relation to the mountain’s colour palette,
and practically speaking, I collected small volcanic stones from the mountain to incorporate into the
paintings.

Statement #3

Bardram abstracts from her personal experiences and explores the phenomenology behind
color, form, and surface in relation to linear/painterly, opaque/transparent, flat/spatial,
and gloss/matte.

L: If we take phenomenology — as a philosophical school of thought that examines the structure of
consciousness and the experiences that people directly perceive. It focuses on how we experience the
world, rather than analysing its objective properties, as the natural sciences do. The French philosopher
Maurice Merleau-Ponty extended this understanding to include the body’s role in perception. According
to him, the body is not merely an object, but the means by which we experience the world. In other
words, we are anchored in the world — our body is part of it, and the world is part of us. In art, there is
this idea of seeking to become one with the colour or the work in order to remove the distance between
object and human. Where one internalises the colour and seeks to make it part of oneself, and oneself
part of it. Where one experiences it with the whole body, not just with the eyes. One takes the colour in
with the body; the body becomes one with what one sees. How do you feel about that idea?

C: Yes, I can see that. That you become so absorbed by the color—that you are absorbed by it, but it
also absorbs you. There's a kind of echo, a dialogue with the color. I can imagine that if you're a
researcher and you delve deeply into something to figure out why things are the way they are, to gain a
bit of clarity—it's a bit like that process, I think. When you work a lot with a color, you get to know its
strengths.

L: It sounds like a search for connectedness or a kind of spiritual satisfaction in entering a color and
simply enjoying it for the energy it holds. Edmund Burke spoke of “the sublime”—that a color can be so



intense that it transcends what we can understand. It becomes infinite, powerful, and awe-inspiring in a
beautiful way. As if the color opens a chasm into the unknown, and you want to jump in. In that way,
the painting becomes a space, like Mark Rothko’s color fields or Yves Klein's International Klein Blue,
which create an illusion of depth. Are you seeking a deeper connection—perhaps with the elements or
nature?

C: Yes, because we're getting back to some very basic things. Like finding joy in walking barefoot in
grass or sand. A sensory experience with the whole body. And I think there’s a lot of that in working
with colors. In that way, you could say my purpose resembles Rothko’s, but with a contemporary
approach. But my works didn't arise from inspiration from his. My universe is personal and intuitive,
starting from the power of color.

L: Yes, Rothko once said that he wasn't interested in color as color, but in color as a means to express
emotions. With you, it's the opposite.

L: Science measures colors as objective, physical phenomena with precise wavelengths and frequencies,
and their impact on humans—such as mood and physiology—can be measured. So, from a
phenomenological perspective, what can color actually do in relation to a person’s way of experiencing
the world?

C: It must depend on the individual’s experience. I hope that the people who enjoy my color studies will
feel the love I have for color, and that it will rub off on them a little. Also because there isn't a lot of
information in the works, and this can provide a pause between all the impressions one receives in the
world we live in today. It's rare that things are allowed to be in their purest and simplest form. And I
think that the information color holds, which is very low-key, can provide a calmness. That your own
creativity or sensuousness is motivated without having words or meanings imposed on you.

L: Are we bad at being sensuous?

C: I think maybe some sensuousness is lost in this digital world.

Statement #4

The expression is minimal and open, drawing timeless threads between past and present.

L: What drives you forward?



C: I have always known that I wanted to paint. I love the feeling of creating something new. That’s the
driving force—working across time.

L: How do you work across time?

C: In my works, I tie together past, present, and future. It's timeless because it could fit into any era.
On one hand, I use very, very old techniques, but on the other, the result leans toward something non-
existent and becomes futuristic. It's not a house we know, it’s not a person we can see. And because it's
not time-specific, it reaches further into the future in that way.

L: What does the cracking mean to you?

C: We know that things decay, that they can crack. But to create a deliberate breakdown—that I find
interesting. There's something beautiful in decay. My works have many references to time in general
because I reference something very old and contrast it with something as glamorous as diamond dust,
which sparkles. I find that contrast wonderful. It might also be a gut reaction to the somewhat polished
part of the world some of us live in.

L: The world is really changing. How has your art shifted in relation to the time we live in?

C: You're always influenced by the time you live in. If you look at my work in relation to our time, it's
about raising awareness of the importance of appreciating simplicity. To create simplicity and calm in
turbulent times, right? So what I want to say is that instead of reflecting what I find problematic in our
time, I offer a counterpoint to it. To give people the opportunity to find breathing room in a world that
comes at us very strongly. To give them the opportunity to immerse themselves in something as simple
and concrete as a color. It's like saying that it might be enough to take a walk in the forest and notice
that there are many different mosses and many different types of grass.

L: What is most important to you in relation to your contemporary time?

C: It means a lot to me to stay true to my work—in any time, really. To be true and honest—that'’s
something the world needs.

Thank you!



Christina Bardram’s works draw on a wide range of cultural, botanical, and meditative
references.

In the simple geometry of the canvas, the artist’s voice transforms into a poetic, minimalist language
that carries both calm and intensity. A place where colors, layers, and rhythms unfold at a pace that
allows for presence, and where new references can grow within the viewer’s inner world. Here, silence
and concentration are combined with a strong lyrical tone.

The work is highly intuitive and in dialogue with the materials. The pieces begin where language ends—
not as a concept, but as a sensory inspiration. Here, impressions are drawn from the shadow of a plane
tree, a fragile petal, dried clay soil, and recurring botanical studies.

Bardram abstracts from her personal experiences and explores the phenomenology behind color, form,
and surface in relation to linear/painterly, opaque/transparent, flat/spatial, and gloss/matte.

The expression is minimal and open, drawing timeless threads between past and present.



Songs of Sirocco

Sirocco is the name of the warm wind
that travels from the Sahara across the Mediterranean,
carrying dust, salt, and minerals with it.
It blurs contours, softens colors, and leaves traces
on landscapes, architecture, and skin.
The works in Songs of Sirocco are not images of the wind,
but of what it leaves behind.
Lime, pigments, and minerals form surfaces
in which layers and deposits become an integral part

of the character of the work.



Christina Bardram, “Songs of Scirocco I” 2026
Qil, Gesso on linen, 70x60 cm
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Christina Bardram, “Songs of Scirocco II” 2026
Oil, Gesso on linen, 70x60 cm
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Christina Bardram, “Songs of Scirocco III” 2026
Qil, Gesso on linen, 70x60 cm




Christina Bardram, “Songs of Scirocco IV” 2026
Plaster on linen, 80x90 cm
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Christina Bardram, “Songs of Scirocco V” 2026
Oil, Gesso on linen, 70x60 cm



Christina Bardram, “Sogs of Scirocco VI” 2026
Qil, Gesso on linen, 100x80 cm
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Christina Bardram, “Songs of Scirocco VII” 2026
Oil, Gesso on linen, 100x80 cm
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Christina Bardram, “Songs of Scirocco X" 2026 Christina Bardram, “Songs of Scirocco XI"” 2026
Oil, Gesso on linen, 70x60 cm Oil, Gesso on linen, 70x60 cm



The Color of Phenomena

The works emerge from an attentiveness to phenomena.
Ephemeral states that appear and transform in the encounter
between light, color, material, and time — the last colors
in the sky, an afterglow lingering in the air, a tone that remains
a little longer than expected.

Not as motifs, but as sensations.

The colors move between the atmospheric and the corporeal.

The surfaces carry traces of time, craquelure, transparency, and depth.
Something emerges, something recedes.

Something dissolves, while something else takes form.

The title THE COLOR OF PHENOMENA points toward that which reveals itself.
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Cristina Bardram, “The Color of Phenomen122 -
Qil, Gesso on linen, 100x90 cm
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Plaster, concrete on linen, 100x90 cm



Mandarina Sky

Mandarina Sky is a series of works that emerges
from a fascination with the color vermilion.
The series explores how vermilion moves
between intensity and lightness, and how its character changes

in relation to other colors.



’ - -
Christina Bardram, “Mandarina Sky II” 2026
Qil, Gesso on linen, 90x100 cm
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Ch_r?s’tina Bardram, “Mandarina Sky III” 2026
Oil, Gesso on linen, 60x70 cm



Christina Bardram, “Mandarina Sky IV” 2026
Qil, Gesso on linen, 90x100 cm



Christina Bardram, “"Mandarina Sky V" 2026
Qil, Gesso on linen, 90x80 cm



The Locus of Undertones

The Locus of Undertones is a series of works
in which areas of the first layer of color are preserved
and become part of the composition.
The structures that emerge through the working process

enter into a dialogue between the work, the material, and the artist.



’Christina Bai;dram, “The Locus of Unde&aeg"_ibié
Qil, Gesso on linen, 90x80 cm



Christina Bdram,“Th Lus of Undertes 1" 2026
Plaster on linen, 80x90 cm



Christina Bardram, “The Locus of Undertones IV” 2026
Plaster on linen, 80x90 cm



Christina Bardram, “The Locus of Undertones V" 2026
Plaster on linen, 90x80 cm




Pulse

Pulse kredser om det, der bevaeger sig under overfladen
0g anes gennem transparente lag. Overfladen bliver en

membran mellem det synlige og det, der lever lige under.



ChristinaBardrm, “Pulse 1" 2026
QOil, gesso on linen, 60x70 cm




Christina Bardram, “Pulse II” 2026
QOil, gesso on linen, 90x80 cm
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Christina Bardram, “Pulse III"” 2026
Oil, gesso on linen, 90x80 cm



Christia ardram, “Shades of Lemon XII"” 2026
QOil, gesso on linen, 90x80 cm



Christina Bardram, “Viola IV" 2026
Qil, gesso on linen, 90x80 cm
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Christina Bardram, “Liquid_l_inT 2026
Qil, Concrete on linen, 60x60 cm



Christina Bardram, “*Morpho Nox” 2026
Qil, concrete, gesso on linen, 90x80 cm
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Christina Bardram, “Botanic Surface” 2025
QOil, gesso on linen, 90x80 cm
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Christina Bardram, “Satin Nights 172024
Qil, gesso on linen, 120x100 cm
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