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"A window to the world": Thats was the dominant view of photography until the 1980s, when 
poststructural theorists like John Tagg and Viktor Burgin revealed photography to be a 
malleable, coded and discursively determined medium. The 'staged photography' conquered 
the art photo scene, and the apperance of digital photo manipulation made it clear to everyone 
that what was seen in a photograph need not have existed in reality. 
 
An awareness of photography's openness to manipulation makes it tempting to explain the 
many layers of motifs in Jeanette Land Schou's photographs as either "trick photography" in 
the form of double exposures assemblages or as effects createdin Photoshop. 
 
However, the ambigous, unreal and dreamlike motifs have arisen completely whitout 'cheating' 
and are thus to be understood as an expression of a belief that photography can still capture 
reality. Not in the sense of a naive return to the idea of photography as an objective "window 
to the world", but in the form of photographs of a world as it might be seen through a window.  
 
Common to all the photographs in protrait format, and "2 sole" / "2 Suns" is precisely that 
they are shot through one or more panes of glass, and the membrane referred to in the 
exhibition's title can primarily be understood quite concretely as the transperent glass which 
lies between the viewer and the photographic subject. 
 
On another level, the membrane is descriptive of that strange realism found in the exhibited 
photographs. Because the subjects are seen through panes of glass, reflections, displacements 
and unreal mixtures of inner and outer space arise, which are overlaid like a thin dreamlike 
film over the photographed reality. In spite of the fact that the photographs are realistic in the 
sence that they portray the world as unmediated - as much it can be through a camera lens -  
they seem almost surrealistic; A treetop sprouts in the middle of a workshop, the inner side of 
a wall continues up to the sky, a hedge passes through a door, white plastic flowers become 
clouds, an asphalt road is split in two by a floorboard. 
 
The undetectable transition between inside and outside invites us to understand the 
membranes as the invisible boundary between inner and outer space. On the formal level, this 
boundary is emphasised in the form of shadows, reflections, partitions and walls which, as is 
especially clear in "Membrane #9", divide the picture surface up into sections, whilst the 
boundary expressed 'on the content level' in the form of the various doors, windows, grilles, 
hedges and fences, which mark out the threshold between one space and another. The 
membrane is most explicit tb the form of the thin translucent curtain fabric of "Membrane 
#10" and "Membrane #16". The video "Torden"/"Thunder" and the three photographs "Torden 



og ly"/"Thunder and Shelter", "Fanget sne"/"Captured Snow" and "5 snegle"/"5 Snails" 
contribute to the membrane photographs' dreamlike quality. "Torden", "Torden og ly" og 
"Fanget sne" creates a nightmarish atmosphere, whereas the photograph "5 snegle" transport 
the viewer to a fairytale forest, where the trees have eyes. This dreamlike atmosphere makes 
it possible to identify another dimention of the membrane concept: In a figurative sense there 
is a "membrane" between the physical space, depicted in the photographs, and the mental 
space they disclose. 
 
With the exception of a single picture, the interiors shown in the photographs are noticeable 
empty, and thus invite us to project our own fantasies and notions into them. Jeanette Land 
Schou's other series of reflections of the urban space - "autoreflektioner"/"auto reflections" 
2003 depict reflections of buildings on car bonnets, but reveal through the punning title that 
'self reflections' or even self inversions' are also involved. In the same way, the membrane 
photographs can be read as reflections of the self, a reading which emerges from the idea that 
the only real person appearing in the photographs is 'trapped' in her own reflection on the 
pane of glass. Still other elements in the pictures - for instance the staireay, the closed 
curtain, the mess tidied away in boxes and the black plastic sacks and not least the 
kaleidoscopic network of open and closed doors leading to a chinese puzzle of rooms within 
rooms - all recall archetypical representations of "the unconscious". 
 
With "Thunder and Membrane" Jeanette Land Schou has been able to capture reality's 
unrealness with quite simple means. The glass funktions as a 'magic mirror', which lets us see 
the familiar - houses, shop windows, street lights, factories and parked cars - with an alien 
gaze, and which in turn makes us more attentive to the surrealism of the everyday, and the 
ability of photography to document states of mind. In this way, she expands our 
understanding of photography's ability to deoict reality, which reaches beyond the 1980s total 
rejection of the idea that the medium can tell us something about reality, and late 1990s 
awkward reconquest of photography's 'reality-effect' through snapshot realism. In her "world-
seen-through-a-window-realism", the depiction af reality remains ambivalent, and the pictures 
shift continously between the real and the magically unreal. 


