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JONATAN HABIB ENGQVIST

Verk allra priggja listamannanna sem nl1 syna spretta af flekjum
i tima og rami. Verkin virka i hlutlegum og huglegum mala-
leitunum milli akvedinna stada og sjonarhorna. I malverkum
Kristjans Steingrims eru yfirbord pakin litum sem eru bunir til
ur steinefnum fra einstokum stodum, prungnum merkingu, og
bera med ser sogulega eda jarOrena atburdi. Pétur Magnisson
notar fjarvidd og sjonrana skynjun til ad bua til skrik i tima og
rumi, og Tumi Magnusson latur tima og rim skipta um stad.
Aristoteles skilgreindi tima par sem atburdir eiga sér stad, en a
pessari syningu metti segja ad hlutverkunum hafi verid snuid
vi0, og ad atburdirnir virdist eiga s€r tima a stad. Her a eftir eru
hugleidingar um syningu sem—4a pvi augnabliki sem um hana er
skrifad—er ekki til. Pegar textinn er lesinn hefur innihald textans
sem €g er ad skrifa hins vegar tekid a sig apreifanlega mynd.
betta er erfitt verkefni, par sem ¢€g hyllist til ad halda ad
afleidingarnar séu adrar fyrir orsok en eftir. b6 byr ekki meira i
samtidinni en i fortidinni og pad sem fyrirfinnst i afleidingunni
var alltaf til stadar 1 orsokinni.
%k
Lysa ma malverkum Kristjans sem tilraunum til ad fanga um-
merki timans i efninu og med efninu. Malverkin eru hvort
tveggja, stadfesting snertingar og ummerki huglaegrar upp-
lifunar. Bokstaflega eru pau landslagsmalverk. Pau eru malud
med landinu sem pau syna, og virka eins og eins konar gagna-
grunnur, eda efnislegur annall. I syrpu fimm stérra malverka
hefur fjorusandi verid safnad af strond Normandihérads i
Frakklandi (nafn héradsins er myndad a grunni germansks
ords, nort-man eda nord-maodr, p.e. madur i eda ur nordri, um
hina norrenu innflytjendur kringum aldamotin 900). Efnid var
sidan mulid 1 fingert litarefni, og asamt akrylbindiefni myndar
petta hin storu mottu og einlitu malverk. Hverju malverki fylgir
einnig nakvam en po ored teikning. Eg imynda mér ad pessar
teikningar tengist peim efnivid sem mulinn hefur verid nidur til
a0 pekja strigann. Fornlegt yfirbragd pessara fingerdu teikninga
minna a 6tal ummerki i Normandi, fra forsogulegum timum,
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timum Romverja og timum vikinga, og fra yfirradbum Englands-
herja a 14. og 15. 6ld. Sagan birtist okkur i pessum blyantsstrok-
um. Arid 1604 lagdi Samuel de Champlain Gr héfninni i Honfleur,
Normandi, og stofnadi sidan fronsku nylenduna Acadiu par sem
nu er austurstrond Kanada; med tilkomu strandferdamennsku a
19. 6ld urdu strandporpin i Normandi medal fyrstu strand-
ferdastada heims. A sidari timum hafa pessar strendur p6 ordid
hvad fraegastar fyrir innras Bandamanna 6. jini 1944. Arasin
kalladist Operation Neptune og markadi upphaf endaloka styrj-
aldarinnar & vesturvigstodvunum. Petta heiti er einmitt nafn
pessara fimm mélverka og teikninga 4 syningunni. A D-dag 1étu
um fjogur pusund og fjogur hundrud hermenn Bandamanna 1ifid
a pessum strondum. Um pad bil niu ptisund sardust eda tyndust.
Ovist er um mannfall bjodverja en pad er talid fra fjogur til niu
pusund manns. Efnid sem Kristjan safnadi saman 4 pessum
strondum ber 1 sér 0ll pessi ummerki—fra skriddrekum ur stali
og blodugum byssukulum til sverdsbrota og ongla eda sand-
kastala barna og fotspora konunga—sem sjavarfollin hafa unnid
a og mulio 1 duft. Kristjan segir i tolvuposti ad teikningarnar séu
af stekkudum stal- og glerognum, leifum af byssukilum,
sprengjubrotum, tekjum og bunadi sem urdu eftir i sandinum
pennan orlagarika dag, og liggja par enn. ,,Eg sé fyrir mér ad
malverkin verdi hengd upp 1 jafnri rod og teikningarnar 4 milli,
batir hann vid.

Oll malverk Kristjans 4 syningunni byggjast 4 svipadri rokvisi,
par sem hagt er ad sja allan heiminn i einu sandkorni, eins og
William Blake sagdi svo eftirminnilega: A0 geyma hid dendan-
lega i I6fa sér og eilifidina i klukkustund. A syningunni eru
onnur malverk fra ymsum stédum 4 jérou og vidar. Onnur syrpa
einlita malverka synir timalinu fra Heklu og leidir i ljos litamun
eldgosa sem hafa att sér stad 4 miklu lengri tima en mannveran
faer skilid. Pessu matti Iysa sem tilraun til ad efnisgera timann,
syna fram & hinn apreifanlega timaras sem eldgos Heklu hafa
myndad i jardsdgunni og um leid i sogu og minningum mann-
kyns. I 6dru verki minna loftsteinar okkur 4 stédu mannsins
innan alheimsins og skapa sjonarhorn & djaptima. Hér er lika
malverk malad ur efnivid ur steingerdu tré fra Austurlandi, fra
upphafi Nutima (Holosen-timabilsins), eftir endalok sidustu is-
aldar pegar sidmenningin vard til. Jardvegssyni hafa verid tekin

a tveimur forbodnum stodum, stodum med sérstodu annars
vegar af visindalegum toga, hins vegar af trlarlegum eda
politiskum toga. Aska fra Surtsey, hinni 6roskudu eyju sem reis
ur hafi arid 1963 og heilog mold fra Jertusalem. Med pvi ad
rannsaka hugmyndina um pad sem er forbodid og ekki adgengi-
legt 6llum hver sem astedan kann ad vera i tima og rumi vekur
Kristjan upp gnoétt gedbrigda gagnvart hinum brothetta tima
okkar 4 jordinni.
%k
Innsetning Péturs er 1 tvividd og prividd og skapar nokkur 16g
af sjonreenum blekkingum. Utlinur eru myndadar med 15 milli-
metra stalstongum sem likjast opnum eda lokudum kossum
med op i midjunni. Gegnum op kassans i midid sjaum vid hvad
liggur hinum megin vid vegginn. betta skapar eins konar gatt
par sem sja ma hvad er fyrir utan, fra sjonarhorni veggjarins.
bad gefur 4 akvedinn hatt tekifeeri til ad sja i gegnum vegginn,
og byr pannig til nyjan glugga inn i tima og rum. Petta er gatt,
en hun leidir okkur ekki til fjarleegrar vetrarbrautar. Hun skrair
einfaldlega og deilir sjonarhorni par sem veggurinn leysist upp.

Pétur hefur einnig buid til stort verk a einn veggjanna i adal-
syningarsalnum. Pad samanstendur af prentudum ljosmyndum
sem voru teknar af hornum syningarsalanna 4dur en nokkud var
hengt upp. Med pvi ad skera ljosmyndirnar i form er innhorni
breytt i ithorn og med pvi ad rada peim upp verdur til 160 af
kossum 1 fjarvidd. Samtimis eru hin raunverulegu horn sjdanleg
skammt undan. Par sem myndirnar voru teknar 4dur en syningin
var sett upp synir verkid lika salina 1 6drum tima. Oflug en hog-
ver escherisk ahrif hennar skekkja salinn. Eg er minntur 4 ad
hver einasta mynd sem madur sér er myndud ur 1j6si sem endur-
kastast af hlutunum sem horft er 4. Fremsti hluti augans er
kuptur, beygir pess vegna 1j0si0, og byr til mynd 4 sjonhimnunni
a hvolfi. Sidan snyr heilinn myndinni aftur vid. Kannski er pad
sem €g s¢, inni 1 heilanum, pegar ég horfi myndirnar hans Peturs
einmitt pad sem sjonhimnan sér. Sjonhimnan er reyndar mjog
flokinn augnhluti og hefur pad hlutverk ad breyta 1j0si 1 skilabod
um myndir sem heilinn getur numid. Adeins aftasti hluti sjon-
himnunnar er nemur fyrir 1josi. Par er fjoldinn allur af Ijos-
nemum frumum sem kallast stafir og keilur. Keilur eru frum-
urnar sem gefa okkur faeri 4 ad sja 1 dagsbirtu. Tegundir keilna
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eru prjar og svarar hver tegund mismunandi bylgjulengd 1joss:

raudu, grenu og blau. Keilurnar gera okkur kleift ad sja myndir

i lit og 1 smaatridum. Stafirnir hjalpa okkur ad sja i myrkri og
eru ljosnaemir en ekki litneemir. f myrkri virka keilurnar ekki.

Medal verkanna eru einnig nokkrir skulpturar Gr syrpu sem
Pétur kallar Fleekjur. Hlykkjottar linur 1 prividd, sem vid sjaum
a0 eru fararteki (raud, gren og bla), eda hlisgogn ... og samt
ekki. Kynslodin sem man hvernig heimurinn var adur en
internetid kom geeti 1yst peim sem kroti pegar madur er a0 tala
i simann, en pa i prividd. Pegar ég horfi a pessa hluti vid hlidina
a verkum Tuma fer ég ad lesa frosnar hreyfingar ut r stolgrind
Péturs. Eg sé ad petta eru frosin ummerki um kéredgrafiskar
hreyfingar, um eitthvad sem hefur att sér stad i stolnum eda
sprettur af skriki i prividdarskannanum. Verk Péturs skekkja
skynjun okkar 4 hvunndeginum en Tumi afbyggir aftur 4 moti
hi0 hversdagslega. Med pvi ad velja ar daglegu lifi adstedur
med greiningu sem matti kalla koredgrafiska byr hann til eins
konar 6fuga laglinu eda frosna afstrakthreyfingu. Verkin eru
gerd a vidarplotur og eru einhvers stadar 4 milli malverks og
teikningar, pannig ad yfirbord vidarins og aferd er oft hluti af
lokanidurstodunni. Tumi notar mest afganga og hluti skilda
eftir 4 vidavangi. Stundum grunnar hann fjalirnar, en oft notar
hann par Obreyttar. Malverkin/teikningarnar eru sidan unnar
ramma fyrir ramma ut fra stuttum myndskeidum ur daglega
lifinumed pviad velja punkta i myndinni og fylgja hreyfingunni
eftir, styra peim 4 dkvedinn hatt. betta ferli hefur i for med sér
afstrakt og akaflega konkret malverk sem lysa hreyfingu.
%k
Titill pessarar syningar er a kyrillisku letri og bendir til pess
a0 allt s¢ pa prennt er. Ordid er medal annars haft um
russneskan pjoddans sem prir dansa saman & mismunandi
hatt. Verk Tuma, Dans, er buid til ur litlum kassa med mynd-
skeidi og hljodupptoku af grofu ofan & storri moldarhrugu.
bag lysir agatlega koredgrafiu syningarinnar allrar. Hradinn a
hverri hreyfingu vélarinnar i myndinni hefur verid stilltur
pannig ad allar hreyfingar taka sama tima, sem hefur i f6r med
sér jafnan hryn i myndinni allri. Hradabreytingarnar hafa
einnig ahrif & hljodsetninguna pannig ad hlj0did fra grofunni
breytist an aflats, upp eda nidur um notu (sem fer eftir pvi
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hvort verid er ad hrada hreyfingunni eda haegja 4 henni). Ur
verdur eins konar tonlist par sem grafan syngur og dansar.
Hvada skilgreiningu 4 tpoiika sem madur velur Ur ordabok,
og allajafna eru par ad minnsta kosti prjar, er grundvallar-
merkingin samstillt og tengt teymi. I tilefni samsyningar sjo
listamanna i Norrana hisinu—par a medal voru allir prir sem
nu syna—fyrir teplega fjorutiu arum tok Illugi Jokulsson vid
pa vidtal i Timann (1. agast 1982). Tumi segir pa medal annars:
,,Pad er oheatt ad segja ad nyja malverkid sé algjor andstaeda
konseptsins, og pa meina ég badi ad inntaki og vinnuadferoum.
[ konseptinu var mikid um filésofiskar paelingar og intelekt-
ualisma, sem ekki er i pessu ...” bessi ummeli pykja mer
skipta miklu mali, og ég skil pau sem lysingu a ferli par sem
hugmyndir myndast ut fra efnivid, par sem hugsunin sjalf feer
leyfi til ad verda til 1 hinu efnislega. Aukinheldur tel €¢g pessi
ord hafa gildi pegar sjonum er beint ad verkum pessarar
Tpoiku nuna. Pad sem mér potti samt mikilvaegast i pessu
vidtali var nokkud sem madur finnur pegar lesid er milli
linanna—allir prir listamennirnir bua yfir gledi, hrynjandi,
nemni gagnvart adstedum og kimni, sem allt eru lykilatrioi
pegar kemur ad godum dansi.

Ljdkum bpessum hugleidingum med samstillta fimm-rasa
videoverkinu hans Tuma, sem snyr vid kvikmyndalegu stig-
veldi tima og myndar. A fimm skjam sjaum vid folk drekka
kaffi og tala. Timahradi hvers myndskeids er stilltur pannig ad
bilid milli kaffisopa er pad sama. Hradi myndbandanna fimm
og hljodheimurinn sem fylgir peim verdur pess vegna mis-
munandi eftir pvi hversu oft eda reglulega hver og einn far sér
kaffisopa. En par sem allir hatta ad tala og drekka kaffid sitt i
einu, er nanast eins og pau seéu oll ad gera nakvaemlega pad
sama a mismunandi timum, en samt a sama tima. Myndbands-
verkid er i samtali vid malverkid Kaffisopi, par sem stok gul
lina teiknar hreyfingu kaffibolla fra bordi til munns, og eins og
i morgum myndbandsverkum Tuma verdur hlj6610 of hratt eda
of haegt, of djupt eda of hatt—sem hefur 4 mann i senn spaugileg
ahrif og 6hugnanleg.
*
Kannski er pad hérna sem hagt er ad tulka virkni sjalfs syn-
ingarsalarins. Medan ¢€g streitist vid a0 koma i ord hinum tvo-
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falda skilningi og pversagnakenndu hugsunum sem felast i
Ollum pessum verkum, og hvernig pau lysa samtimanum, og
hvernig petta verdur enn kraftmeira med flekjunum sem
myndast & milli peirra, pa kemur upp 1 hugann Henri Bergson,
ofurstjarna franskrar heimspeki a 20. 6ld, sem nu er ekki eins
umraddur. Hann likti einu sinni eigin tilraunum til ad koma i
ord hinu hverfula augnabliki eda fegurdarupplifun vid pad ad
barn reyndi ad gripa reyk med lofunum, og rétt sei pad sem
reynt var a0 gripa fljiga i burtu. Gati verid ad pessi akvedna
Tporika, med nokkur verk sem ganga lengra en svo ad ord fai
lyst, hafi fundid adrar leidir? AJ fikra sig afram 4 samhlida
timum, i skekktum rymum og milli lifandi daudra Schrodinger-
katta—a svadi par sem hvert verk flekist inn 1 annad.

Pzlingum um timann, par med talid i skammtafradi, lykur oft
med pvi a0 menn segja ad tvenndin orsok og afleiding hafi lik-
lega aldrei ver10 til. Eda s¢ adeins til 1 hugum okkar. Samt sem
adur er petta meginreglan oftast & mannsavinni. Stadreyndin
er hinsvegar st ad vid lifum i samfellu, og madur einangrar ar
henni einstok brot. Malverk Kristjans, umbreytt sjonarhorn
Péturs og afbakadir timar Tuma—pessi verk syna petta 61l a
mismunandi hatt. Pegar ég hugsa um pessa syningu, sem 4 eftir
a0 verda ad veruleika pegar ég skrifa petta um hana, en verdur
ordin ad veruleika pegar pt lest petta um hana, pa verdur meér
ljost ad a4 sama hatt og madur fylgist alltaf med hreyfingu sem
einongrudum punktum fra sérstoku sjonahorni get €g ekki s€d
heiminn almennilega medan hann er ad breytast heldur adeins
alyktad um pad. Fyrirvaraleysi flestra afleidinganna leidir okkur
audveldlega i villu, nema madur hafi i huga ad fyrirvaraleysio 4
bara vid mann sjalfan.

Tpoiika—ef parna er merking, pa er hun kannski st ad a hverju
tilteknu augnabliki, og i hverjum einstokum efnivid er sifellt
a0 eiga sér stad oteljandi ferlar, sem madur einfaldlega tekur
ekki eftir. Eg get bara reynt ad gripa med l6funum reykinn 4
sjondeildarhringnum.
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GRASPING SMOKE
WITH YOUR HANDS

JONATAN HABIB ENGQVIST

All three artists in this exhibition work with entanglements of
time and space. The works exist in an objective and subjective
negotiation between specific perspectives and sites. In Kristjan
Steingrimur’s paintings, surfaces are coated with colours made
of minerals from specific /oci, places charged with meaning,
conveying historical or geological events. Pétur Magnusson
uses perspective and optics to create bodily space-time glitches,
and Tumi Magnusson lets time and space switch places. If
Aristotle defined time as that in which things take place, one
might say that the tables are turned in this exhibition and things
appear to take time in place. What follows 1s a succession of
thoughts about an exhibition that, in the moment of writing,
does not exist. When read, however, the subject matter of my
text has become physically manifest. This is a daunting task,
since | tend to believe in different effects before and after a
cause. Yet the present contains nothing more than the past, and
what is found in the effect was already in the cause.
*
Kristjan’s paintings can be described as an attempt to capture
traces of time in, and through, material. The paintings are both
haptic confirmation and a trace of subjective experiences. They
are quite literally landscape painting. Brushed with the
landscape they portray, they operate as a kind of database or
material chronicle. In a series of five large paintings, sand,
shingle and residue has been taken from the coast of Normandy
(@ name that incidentally derives from Normanz, plural of
Normant, originally from the word for “Northman” in several
Scandinavian languages). It has then been ground down further
into a fine pigment base which, mixed with acrylic binder,
fashions the large matte monochromatic paintings. Each
painting is also accompanied by a detailed yet elusive drawing.
I imagine that these drawings are related to the material that
has been ground down to coat the canvas. The archaic nature of
the delicate drawings brings to mind the abundance of pre-
historic, Roman, Viking traces in the Normandy region, and
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how English forces occupied it during the fourteenth and
fifteenth centuries. Through pencilled lines history unfolds. In
1604 Samuel de Champlain left the port of Honfleur and founded
the colony of Acadia, and with the advent of seaside tourism in
the nineteenth century Normandy’s beach resorts were among
the first in the world. Most famously, however, in modern times,
these sands have become synonymous with the Allied invasion
on 6 June 1944. The mission, called Operation Neptune, marked
the beginning of the end of the war and is indeed the title of the
five paintings and five drawings on display. On D-Day alone, as
many as four thousand four hundred troops of the combined
allied forces died on this landing site. Roughly nine thousand
were wounded or missing. Total German casualties on the day
are not known, but are estimated as being between four and
nine thousand individuals. The grains collected by Kristjan
from these beaches hold all these traces—from steel tanks and
bloodied bullets to broken swords and fishhooks or children’s
sandcastles and the footprints of kings—eroded by tides and
reduced to powder. In an email Kristjan explains that the
drawings are of enlarged steel and glass particles; remnants of
bullets, bomb fragments, tools and equipment that were left in
the sand on this fateful day and can still be found there.
“I imagine that the paintings would form one line with drawings
between them,” he adds.

All of Kristjan’s paintings in this exhibition follow a similar
logic where the world can be seen in a grain of sand, as William
Blake famously writes: holding infinity in the palm of your
hand and eternity in an hour. There are a number of paintings
from different places in the world and beyond. Another series
of monochromatic paintings uncovers a time-line from Hekla
that reveals differences in coloration from distinctive volcanic
outbreaks that have taken place throughout timeframes far
beyond human comprehension. It might be described as an
attempt to materialize time, by showing how the eruptions
from Hekla have created a tangible time axis in geological
history, and at the same time human history and memory. In
another work, meteorites remind us of our place in this universe
and create deceptive perspectives on deep time. There is also a
painting made with material from a fossilised tree from east
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Iceland, from the dawn of the Holocene after the end of the last
Ice Age when human civilization came into being. Pulverised
soil has been taken from two forbidden places, sites that have
been attributed value for scientific, religious or political
reasons, such as the geologically virgin island of Surtsey, which
first surfaced in 1963, and holy soil from Jerusalem. Through
his investigations of the congestions, presuppositions, conflicts,
and relationships related to specific times and places, he evokes
a plethora of emotions addressing the fragility of our time on
Earth.
*
Pétur’s two-dimensional and three-dimensional installation
creates several layers of illusion. Outlines suggesting open or
closed boxes with a central opening have been made using
15mm steel bars. Within the opening of a central box, we see
what lies on the other side of the wall. This creates a kind of
portal where I can see what is outside from the perspective of
the wall. In a sense it allows me to see through the wall to the
other side, and creates an extra window in time and space. It is
a portal, but not one that leads us to a faraway galaxy. It simply
records, registers and transmits a perspective where the wall
dissolves.

Pétur has also created a large piece on one of the walls. It
consists of prints of photos of the corners of the exhibition
rooms taken before anything else was hung up. By shaping the
way that the images are framed, they are turned “inside out”
and installed so that they form a row of boxes with a warped
perspective, while the corners depicted in the images still are
visible close by. As the photographs were taken before they, or
any other artworks, were hung, the artwork is also exhibiting
the room in another time. Discreetly bombastic, its Escheresque
effect skews the room. I am reminded that every image I see is
made up of light reflected from the objects I look at. Because
the front part of my eye is curved, it bends the light, creating an
upside-down 1mage on the retina. The brain eventually turns
the image the right way up. Perhaps what I see, in my brain,
when [ see Pétur’s image, is what my retina sees. In fact the
retina is quite a complex part of the eye, and its job is to turn
light into signals about images that the brain can understand.
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Only the very back of it is light-sensitive, and is packed with

photosensitive cells called rods and cones. Cones are the cells

responsible for daylight vision. There are three kinds, each re-

sponding to a different wavelength of light: red, green and blue.

These cones enable us to see images in colour and detail. Rods

are responsible for night vision and are sensitive to light but not
to colour. In darkness, the cones do not function at all.

We have also included a number of sculptures from a series of
works that Pétur calls Tangles. Squiggly three-dimensional
objects, recognisable as vehicles (red, green and blue), or as
furniture... yet not. They could be described as what the pre-
internet generation might call telephone doodles, but in three
dimensions. Seeing them together alongside Tumi’s work, I start
toread a frozen movement into Pétur’s chair frame, understanding
it as a frozen trace of choreographic movement; as something
that has taken place on the seat, or perhaps a glitch in the 3-D
scanner. If Pétur’s work skews our perception of the everyday,
Tumi instead deconstructs the vernacular. By selecting everyday
situations in what might be called choreographic studies he
creates a kind of reverse-engineered score, or a frozen abstract
movement. Somewhere in between paintings and drawings, they
are made on wooden board where the existing finish and texture
of the material often becomes part of the composition. Tumi
mainly uses leftovers and found material. Sometimes he grounds
these boards, but he frequently also leaves them as they are. The
painting-drawings are then executed in a frame-by-frame
manner: obtaining the information from short everyday videos,
by selecting points in the image and tracking the movement,
“vectoring” them so to speak. This process results in an abstract
and highly concrete painting that pronounces movement.
%
The Cyrillic title of this exhibition suggests all good things
come in threes, and among other things it refers to a traditional
Russian folkdance performed in any configuration of three
people. Perhaps Tumi’s work Dance, comprised of a small box
with a video and audio recording of an excavator on top of a
large pile of soil, could serve as an image for the choreography
of the exhibition itself. In the film, every machine movement
has been adjusted in speed so that all movements take the same
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time, resulting in an even rhythm throughout the film. But as
the changes in speed also affect sound, the noise from the
excavator constantly changes pitch, up or down (depending on
whether the movement is speeded up or slowed down). It creates
a kind of music where the excavator performs the song and
dance. Whichever definition of Tpoiika one settles for, and
probably there will be at least three (or more), the fundamental
aspect of it is a synchronised and interrelated team. When they
exhibited together for almost forty years ago in the Nordic
House in Reykjavik, they were interviewed for the newspaper
Timinn. In that dialogue almost four decades ago, Tumi said
that “it is safe to say that [this] is the complete opposite of the
conceptual, and by that I mean both the content and the working
methods. Conceptualism was a lot about philosophical thinking
and intellectualism.” I find this significant, and understand it as
a description of a process where ideas spring out of material,
where thinking itself is allowed to take place in material.
Furthermore I believe it 1s still informative when applied to the
works of this Tpoiika today. But what I found most critical in
this interview is something that takes place between the lines
—1in all three artists there is a sense of joy, rhythm, situational
sensitivity and fun that is key to any good dance.

Let me end with Tumi’s synchronised five-channel video work
that reverses cinematic hierarchies of time and image. On five
screens, there are people talking and drinking coffee. The
speed of each video is controlled so that the intervals between
each sip of coffee are the same. The speed of the five films and
their respective soundscape will therefore differ depending on
how often or regularly each individual drinks his or her coffee.
Yet, since they stop speaking and drink their coffee together at
the same time, it is as if all of them are doing the same thing at
different times and at the same time. The video installation
echoes the drawing-painting Sip of Coffee where a single
yellow line traces the movement of a coffee cup from table to
mouth and, as with many of Tumi’s film-based works, the
sound becomes too fast or slow, deep or loud—creating an

effect at once comical and uncanny.
%k
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Perhaps this is where we finally can articulate understanding
the mechanics of the exhibition space itself. In struggling to
articulate in words the double nature and paradoxical thoughts
encompassed by all these works and how they describe the
present, and how this is reinforced further by the entanglements
that appear between them, I am reminded of the now somewhat
side-lined twentieth-century superstar of French philosophy,
Henri Bergson. He once described his own attempts to
articulate a fleeting moment or an aesthetic sensation into
words like those of a child trying to catch smoke by closing its
hands; barely seeing the object it would grasp fly by. Could it
be that this particular tpoiika, with several works that go
beyond what words can convey, have found other means?

A manoeuvring through parallel times, warped spaces and
Schrodinger cats—a place where every work also is entangled
with another.

A great deal of thinking about time, including quantum
mechanics, ends up asserting that the duality of cause and
effect probably never exists. Or that it merely exists in our
minds. Yet this is the principle that dominates large portions of
our lives. The fact is, however, that there only exists a continuum
before us from which I isolate fragments. Kristjan’s paintings,
Pétur’s warping of perspectives and Tumi’s distortions of time
all show this in various ways. When thinking about this
exhibition that yet has to materialise itself for me when writing,
but will be present for you when reading, it becomes clear that
just as one always observes motion as isolated points, and from
specific perspectives, I cannot properly see the world in its
transformation but infer it. The abruptness with which many
effects take place can easily lead us into error, lest one forgets
that 1t only 1s an abruptness for me.

If Tpoiika reveals anything, it is that at any given moment or in

any specific material, there is always an infinite multitude of

processes that simply escapes me. I can only try to grasp the
smoke on the horizon with my hands.
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V1D ERUM MED SVIPADAN BAKGRUNN; VID ERUM
MED SVIPADAR HUGMYNDIR UM LISTSKOPUN*

VIDTAL KRISTJAN STEINGRIMUR

Zsoka Leposa
Kristjan Steingrimur

ZsL Hvad hefurdu pekkt Tuma og Pétur lengi?

KS Vi0 hofum pekkst i fjoldamorg ar. Vid vorum saman i
gamla Myndlista og handidaskolanum i kringum 1979. Eg var
par med Pétri; Tumi for til Amsterdam. Vid vorum i nylistadeild,
og adal kennarinn okkar var Magnus Palsson, fadir peirra. Pad
var 4 peim tima sem vid byrjudum ad fara fra konsept og flixus
timabilinu yfir i ,,nyja malverkid.” Pad var svolitid skritid pvi
pegar ég hof namid mitt par, var ég med kennara eins og Dieter
Roth, Magnus Palsson, Hermann Nitsch, og ymsa alpjoolega
listamenn, asamt islenskum listamonnum ad sjalfsogdu. Eg hitti
lika Philip Corner og Robert Filliou i Mob Shop sumarvinnu-
stofunni sem Magnus var med. Peir voru frumkvdolar a svidi
Fluxus og konseptlistar en i kringum 1980 byrjadi timabil nyja
malverksins, og fyrir okkur, ad minnsta kosti fyrir mig, var pad
svolitid eins og frelsi, af pvi rymid var einhvern veginn fullt.
bao var bara ekki mikid plass 4 peim tima fyrir nyja kynslod ad
vinna me0 fluxus og konsept list. Pannig ad vid fengum frelsi
parna til ad gera eitthvad nytt. Og vid gerdoum pad audvitad.

Vio forum yfir i nyja malverkio eftir ad vid utskrifudumst.

Arni Ingolfsson var ordinn yfirkennari i nylistadeild 4 sidasta
arinu minu i skélanum. Vid Tumi og Pétur settum upp nokkrar
syningar saman, til deemis fyrstu syninguna & nyja malverkinu
4 fslandi i Norraena husinu arid 1982. Eftir pad for ég til Ham-
borgar i Pyskalandi og var par i fjogur ar hja Bernd Koberling.
betta timabil nyja malverksins var mjog stutt, bara tvo ar, eda
eitthvad svoleidis. Og stundum pegar madur kynnist einhverjum
4 medan madur er i nami, pa pekkist maodur alla &vi.

zs.  Hefurdu haldio sambandi vid pa alveg sidan? Hvernig
kom upp hugmyndin um ad syna saman?

KS Hugmyndin kom upp fyrir einhverjum arum sidan.
Okkur langadi til ad sja tenginguna milli verkanna okkar. Af
pvi ad okkur fannst vid eiga eitthvad sameiginlegt. Pad myndi
einhvern veginn passa saman. Pad er tenging milli okkar af pvi
a0 vid erum med sama bakgrunn sem einkennist af miklum
breytingum i samfélaginu og listum.

ZsL Jonatan skrifar i ritgerd sinni: ,,Listamenn syningarinnar
vinna allir prir med flekjur vardandi tima og rum. Verkin eru
stadsett 1 hlutlegum og hugleegum samredum milli akvedinna
sjonarhorna og stadsetninga.” Mér finnst petta lysa vinnu-
adferdum pinum ansi vel. Finnst pér petta eiga vid um ykkur
alla? Hvernig telur pu ad pid prir munio tengjast i syningunni?

KS Vi0 erum af somu kynsl6dinni, vido 6lumst upp a sama
tima, vi0 erum med svipadan bakgrunn, menntun og svo
framvegis, og petta gerdi ad verkum, held ég, ad vid séum med
svipadar hugmyndir um listskopun. Vi tengjumst, og tengingin
milli okkar er sterkari en vid geroum okkur grein fyrir, en vid
verdum ao bida par til & opnuninni til ad sja nakvemlega
hvernig petta virkar. Eg veit ad pu sérd pad ekki ef pu pekkir
okkur ekki, utan fra. Pad getur verid skritid ad sja syningu meo
pessum premur herraménnum saman, en ef pi skodar pad sma,
b4 muntu sja tenginguna. Hvad vardar bakgrunninn minn—

pa mala ég ekki eingdngu med hefobundinni malningu lengur.
Eg sé ekki sjalfan mig pannig ad ég hafi bakgrunn i malverkinu
einungis. Eg hef farid i adrar attir. Min skodun er st ad midillinn
sem madur velur sé bara verkfeeri til ad bua til list og adra hluti.
Eg sé¢ ekki mikinn mun 4 pvi ad nota myndband, ljosmyndir,

jarn, eda oliuliti. Midillinn er bara verkfeeri fyrir hugmyndirnar
pinar, til ad skapa eda bua eitthvad til.

ZsL Vardandi pinar adferdir, hvad gerir pu?

KS Eg nota jardefni eins og mold eda steinefni til ad bua til
litarefnin. Eg byrjadi 4 pessu fyrir mérgum arum. Eg byrjadi
pannig ad ég for ad safna 6rsmaum 6gnum Ur jordinni, steekka
paer i gegnum vidsja og teikna, svo pu sérd peer i prividd i
teikningunum. Einhverjum arum seinna for ég ad taka adeins
meiri jardveg med mér, meira af efnivid fra hverjum stad sem
ég hef komid 4. Eg for ad gera tilraunir med hann. Adur en ég
gerdi pad, hafoi ég pegar malad einlita malverk med oliulitum
fra pessum stodum. Pad var min leid til ad utskyra, eda vera

i tengingu vid pann stad, skilurdu? Ad skapa einhvers konar
andrimsloft sem tilkun 4 stodunum. Seinna for ég ad tengja
efnid atburdum og pad sem stadurinn stendur fyrir.

zs.  bannig ad pu komst heim tr hverri einustu ferd med fulla
feroatosku af jardvegi?

KS Ja, ég gerdi pad (segir hann hlajandi). Pannig ad naesta
skrefid mitt var ad bua til mina eigin liti ur jardveginum sem &g
kom med heim, og gera einhverjar tilraunir med pa. Eg hef verid
a0 gera pao alla tid sidan.

zs.  Hvernig verdur jardvegur a0 litarefni? Hver er adferdin,
til ad koma honum 4 strigann og breyta jardvegi yfir i malverk?

KS Ef bt notar steinefni, geta pau verid hord. Eg myl pau
nidur med vélum, ég geri pad annad hvort sjalfur, eda fae hjalp
fra fyrirtzeki i Reykjavik. Steinefnin eru molud i duft. Eg nota
svo oliu eda akryl sem iblondunarefni, svo petta er bara hefo-
bundid ferli vid pad hvernig litir eru bunir til. Ef fyrirtaekid er
a0 vinna med steinefni, nota peir vélar, en ég geri pad bara med
hondunum. En petta er bara taeknilega hlidin.

ZsL begar vid horfum til baka til pessarar syningar arid 1982
i Norraena husinu. ,,Nyja malverkid® var pad ad lita aftur til
malningarhefda med gleenyjum adferdum og efnivid. bu sagdir

i viotali & pessum tima ad petta hafi verio pér nyr moguleiki til
a0 komast burt fra konseptlistinni. Pegar pu umbreytir stad og
tima i eitthvad efnislegt—jafnvel ef pad er gert med pverofugri
aofero, er pad, ad minu mati, svipud heimspekileg adferd og ekki
svo langt fra hugsuninni bakvid konseptlist.

KS Ja, petta er satt.

zs.  Attu ennpa malverkin sem pt syndir i Norrena husinu?
Manstu eftir peim?

KS Ja, ég a eitthvad af peim, ja, fyndin malverk med augunum
og 60rum skynfaerum manna. A pessum tima bj6 ég i Miinchen,
a0 leera pysku. betta timabil snérist téluvert um humor, en verkin
eru ad einhverju leyti ennpa tengd konseptlistinni. Um petta leiti
maladi ég lika malverk sem tilheyrdu pvi sem var kallad ,,Bad
paintings® og snérist um ad afhjupa malverkid med slemum
malverkum og gefa malarahefoinni pannig langt nef.

s Eghefséd syningarskra fra 1995 af syningu 4 Kjarvals-
stodum me0 allt 6druvisi listaverkum. Gafst pu sem sagt upp,
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eda forst burt fra pessari tegund nyja malverksins? Eg er ad tala
um malverkin med vedurmerkjunum.

KS Nymalverkio rann sitt skeid og ég proadist i adra att, ja,
og pessi verk voru 60ruvisi en ef grannt er skodad pa hangir petta
allt saman vid pad sem €g var pa pegar byrjadur ad gera vegna
pess ad 4 pessum tima var €g ad vinna me0 alpjodleg takn. betta
var seria af malverkum 4 alplotur par sem €g malaoi veodrid. Pad
var bakgrunnurinn. Eg var ad reyna ad utskyra eda talka vedrid
a tilteknum degi, og til ad gera pad, notadi €g alpjooleg takn

sem notud eru i vedurspam. Ef pad var sol, notadi ég taknid med
solinni, og svo framvegis. Eg notadi lika linur og form i pessum
malverkum, sem ég fékk fra tolvukerfi Vedurstofunnar sem

flytur upplysingar um vedur fra vedurathugunarstooum. betta
var teeknilega hlidin. Eg notadi oliuméalningu 4 alplétu, og svo
lakk. Eg notadi lika silkiprykk og sandblastur. Og seinna meir
byrjadi ég ad mala pessi einlitu malverk. Eg notadi GPS merki
fyrir stadi til ad finna Gt hvar peir voru. Og ég prentadi hnitin
i midju malverkanna. A pessum tima var madur ekki med pau
i simanum, madur purfti ad nota sérstakt taeki til pess. Eg var
alltaf ad ferdast med GPS teekid 4 mér. barna var ég ad nota
bakgrunninn sem lit vidkomandi borgar, eins og i vedurmal-
verkunum, og notadi svo GPS hnitid fyrir ahorfandann til ad
hann geeti fundid stadinn. Fra pessu for ég yfir i ad nota raun-
verulegan efnividinn fra hverjum stad. Pannig ad pau eru 611
tengd a einhvern hatt.

“WE HAVE SIMILAR BACKGROUND;
WE HAVE A SIMILAR IDEA ABOUT ART”

INTERVIEW KRISTJAN STEINGRIMUR

ZsL For how long have you known Tumi and Pétur?

KS We have known each other for many, many years.
We were together in the old art school of Iceland around
1979. I was there and Pétur; Tumi went to Amsterdam. We
were in the school at Nylistadeild, our teacher was Magnus
Palsson, their father. It was the beginning of the time when
we went through from Conceptualism and Fluxus to the
New Painting period.

It was a bit strange for us because when I started at
this school, I had teachers like Dieter Roth, Magnus Palsson,
Hermann Nitsch, and other international artists, with Icelandic
artists of course. I also met Philip Corner and Robert Filliou at
Mob Shop Summer Workshop run by Magnus. They were more
into Fluxus and Conceptual ideas about the art, but around 1980
the New painting period came, and for us, for me at least, it
was a little bit like freedom because the room was somehow
full. It was not too much space for a new generation at that time
for working with Fluxus and Conceptual things. So, it was our
freedom to try to do something new. And we did that of course,
we went into the new painting period, after the art school.
During my last year at school, Arni Ingolfsson had taken over
as head teacher at Nylistadeild. Tumi and Pétur and I made
some exhibitions together, for example the first New painting
exhibition in Iceland at the Nordic House in 1982. After that,
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I went to Germany, to Hamburg, and I stayed there for four years
with Bernd Koberling. That New Painting period was very short,
just two years, or something like that. And if you get to know
people in schools, sometimes you know them for a lifetime.

ZsL Have you stayed in touch with them ever since?
How did you come up with the idea of exhibiting together?

KS The idea came up some years ago. We wanted to see the
connection between our works. Because we thought we had
something in common. It will fit somehow. There is a connection
between us because we have the same background.

ZsL Jonatan writes in his essay: “All three artists in this
exhibition work with entanglements of time and space. The
works exist in an objective and subjective negotiation between
specific perspectives and sites.” I think it describes very well
your working method. Do you think it fits all of you? How

do you think the three of you will connect in the exhibition?

KS We are from the same generation, we grew up at the
same time, we have similar background, education and so on,
and that made us, I think, have a similar idea about art. We
connect, and the connection between us is stronger than we
thought it was, but we must wait till the opening to see it exactly

how it works. I know you do not see it so if you do not know us,
from the outside. It can be strange, to see the exhibition of these
three gentlemen together, but if you look into it you will see the
connection.

As for my background—I don’t paint solely with paint
anymore. [ do not see myself with a background of just painting.
I have gone through to other things, for me the medium is just
a tool to make art and do things. I do not see too much difference
in using video, photographs, iron, or oil painting. Media are
just tools to use for your idea to explain or create something.

zs.  About your own methods, how do you do it?

KS I use the soil or minerals for making the pigments.

I started it many years ago. At the beginning I started collecting
tiny little pieces from the ground and I englarged them in my
drawings with a help of a microscope. I put the small things in

a 3D-microscope, and I drew them. So, you see them in 3D in
the drawings. Some years later I started taking a little more soil
with me, more material from each place I have been to. I did
some experimental things with it. And before I did that, I already
had painted monochrome paintings with oil colours—from
these places. That was my way to explain or to be in touch with
the place, you know. To create some kind of atmosphere from
the places.

ZsL So, you came home from every trip with a full
suitcase of soil?

KS Yes, I did (he laughs). So, my next step was to make
my own colours from the soil I brought home and do some
experimental things. I have been doing it ever since.

ZsL How does the soil turn into pigment? What is the
technique, to get it on canvas and turn soil into painting?

KS If you use minerals, they can be very hard stones. I grind
them with machines, I do it myself or get help from a company
in Reykjavik. They turn it into some kind of powder, and I use it
with oil or acrylic medium, so this is just a process how colours
are done. If they are using minerals, they use machines; I do it by
hand. But this is just the technical side.

ZsL Reflecting on this early exhibition in 1982 in the Nordic
House. New Painting meant turning back to the painting
traditions with brand new contents and approaches. You said in
an interview at that time that it had been a new possibility for
you to get away from Conceptualism. When you sublimate place
and time into something material—even if it is the opposite
method, in my opinion it is a similar philosophical approach

and it is not so far away from conceptual thinking.

KS Yes, this is true.

ZsL Do you still have those paintings that you exhibited at the
Nordic House? Do you remember them?

KS Yes, I have some of them, yes, funny paintings with the
eyeballs. At that time, I was living in Munich, learning the
German language. This period was a lot about humour, but the
works are not completely free of connections to Conceptual art.

ZsL I have seen a catalogue from 1995 of an exhibition at
Kjarvalsstadir with very different artworks. So, did you just give
up or move over from this type of New Painting? | mean those
paintings with the weather signs.

KS Yes, those works were different, but they had a
connection because at that time I was working with international
signs. It was a series of paintings on aluminium plates where

I painted the weather. That was the background. And I was
trying to explain or interpret the weather on a given day, and
for that, I used the international signs taken from the weather
forecasts. If it was sunny, I used the sign of the sun and so on.

I was also using lines and forms on these paintings that I got
from the weather report systems. That was the technical thing.
I used oil colour on aluminium plate, and [ used a layer of
varnish over it and I was also using silk screen and sandblasting.
And then later on, I started with these monochrome paintings.
I was using GPS signals of places to find out where the places
were. And I printed the coordinates in the middle of the
paintings. At that time, you did not have them on your phone
and you had to use a special tool. I was always travelling with
this GPS tool with me. So, I was there, using the background

(a monochrome colour of the city), just like in the weather
paintings, the colour from the city and using the GPS signs to
find the place. From that, [ went over to using the real materials
from each place. So, they are all connected somehow.
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,EKKERT ER I RAUNINNI ALVEG AUGLJOST*

VIDTAL PETUR MAGNUSSON

ZsL Zsoka Leposa
PM Pétur Magnusson

PETUR MAGNUSSON
Frd syningunni 1 Sveinungsvik
From the exhibition in Sveinungsvik 2018

ZsL Hvernig kom upp hugmyndin um ad syna saman?

PM bagd var Tumi brodir minn sem byrjadi ad tala um pad fyrst.
Vio prir h6fum pekkst mjog lengi. Tumi og Kristjan hafa synt
saman og ¢ég var lika med Kristjani i syningu a Akureyri, pad
hefur liklega verid um 1983—84. Og med Tuma, lika & Akureyri
ario 2003. Vid forum ad tala um stadi par sem vid myndum vilja
syna, og Kristin Scheving, safnstjori Listasafns Arnesinga var

su fyrsta sem brast jakvett vio.

ZsL Afhverju pid prir? Var pad augljost?

PM Ekkert er i rauninni alveg augljost, en pad er Tumi sem
hefur tekio stjornina vardandi framkvemd hugmyndarinnar. Vid
hittumst nokkrum sinnum, og reeddum hvad vid myndum gera,
og hvad ekki, i syningunni, en ég verd ad vidurkenna ad stundum
finnst mér ad hagt sé¢ ad gera of mikid ur peirri hugmynd ad bua
til einhvers konar einingu innan hopsyningar. Eg fila ringulreid
og pversagnir. Stundum er haegt ad eyda of mikilli orku i ad reyna
a0 finna einhverja leid til ad tala um pad hvernig hlutirnir geti
passad saman.

ZsL Sem er—ad hluta til—pad sem ég geri (hleer)

PM Eg er ekki ad gagnryna. Mér finnst bara ad folk gaeti farid
me0d adeins meiri 16 inn i ad setja 0lika hluti saman frekar en ad
reyna ad neyda fram einhvern samhljom par sem hann i rauninni
er ekki. Eg er ekkert hraeddur vid pad ad syna verkin okkar saman.
bad mun ad sjalfségou verda einhver munur, en pad er alltaf haegt
ad finna einingu, einfaldlega af pvi vi0 erum allir mennskir, af
s6mu kynsl60, og vid hofum gengid 1 gegn um pad sama.

PM bu kynntist Kristjani i myndlistaskolanum, i nylistadeild,
ekki satt?

PM Eg var fyrst i sktlptardeildinni, 4dur en ég for i
nylistadeild. Eg var i frekar skritinni stodu; brodir minn hafoi
verid i skolanum einu eda tveimur arum & undan mér. Pabbi minn
var stofnandi nylistadeildarinnar, og, pu veist, ungir menn purfa
ad finna sinar eigin leidir, og ég var ad reyna ad gera pad. Eg
byrjadi i skulpturdeildinni, en mér likadi pad ekki, svo ég for
yfir i nylistadeild. Vio Kristjan vorum parna & sama tima og vid
forum i ferdalag med Hermann Nitsch, med Island Sinfonie
tonleikunum i Innsbruck, Miinchen, Vin; pad var frekar klikkud
ferd. Dieter Roth skipulagdi ferdina og borgadi fyrir hana, meo
adstod efnadra velgjordarmanna hans. Eg man ad milli Miinchen
og Vinar flugum vid med einkapotu sem einhver milljonera
velgjordarmadur Dieters atti. Vid vorum islenskir sveitastrakar
og sveitastelpur i myndlistaskolanum, og okkur var skyndilega
hent inn i heitasta stadinn med alvarlegustu list pess tima.

ZsL bag er erfitt ad imynda sér pig sem islenskan sveitastrak
a feroalagi fra framandi stad, vegna uppruna pins og pess
menningarlega bakgrunns sem pu hefur fra fjolskyldu pinni.

PM Ja, en pad var samt stort bil milli pess hvadan vid vorum
og pad sem vid upplifoum seinna. Og ég reyni ad halda tengingu
vid raetur minar 4 Islandi. bad er astaedan fyrir pvi ad ég eydi
yfirleitt meiri tima & Raufarhofn. Mér finnst frekar notalegt ad
tala bara um fisk og kindur vid vini mina, og pad hefur ahrif &
vinnuna mina.

ZsL Jonatan skrifadi um tenginguna milli verkanna ykkar.
Hvad heldur pu, hvernig munu verkin ykkar tengjast?

PM bau munu 6l tengjast i tima, lofti og rami, sem eru
hugtdkin sem pau fjalla um—Jonatan var ad tala um ad gripa
reyk, og mér finnst pad vera mjog god nalgun. Kristjan vinnur
med hugtokin um tima og rum & 60ruvisi hatt. Tumi lika. Og vid
Tumi erum audvitad tengdir, annad veri 6mogulegt, par sem
vid 6lumst upp saman og vid hugsum 4 svipadan hatt. Vid erum
med samskonar himor og svipada tilfinningu fyrir faranleika.

ZsL Ef vid horfum aftur til pessarar syningar i Norrana
husinu ario 1982; Ba0di Kristjan og Tumi sogdu pad hafa verio
mikilvaegan tima breytinga og endurnyjunar fyrir pa, ad komast
fra konsept og fluxus list, sem voru radandi stilar a4 pessum tima.
Séro pu petta timabil ,,Nyja malverksins & svipadan hatt?

PM A pessum tima var petta frekar byltingarkennt af pvi vid
vorum mjog preyttir & ljosmyndunum og textunum og pessum
,,menntastil.“ Og pa byrjadi Nyja malverkid ad verda vinselt i
60rum l6ndum. Og pa reyndum vid prir ad finna einhverja leid
til ad gera ekki nakvaemlega pad sama og var almmennt ad
gerast. Vid vorum ag leitast eftir ferskleika, en vio vorum allir
a0 proast i heimspekilegri att. Vio gatum ekki hett ad hugsa. En
samt voru verkin okkar ekki alveg konseptlist. Ef ég tala fyrir
sjalfan mig, pa veit ég i rauninni aldrei alveg hvad ég er ad gera,
og ég vil i rauninni ekki gefa pvi nafn. Vio vorum bara ad reyna
a0 finna einhverja flottaleid burt fra pessari venjulegu leid til ad
sja og hugsa.

ZsL bu bjost i Bologna pegar pessi syning var sett upp,
ekki satt?

PM Eg held ég hafi verid i Florens, par sem ég laerdi itolsku til
a0 geta sott um i listahaskolann i Bologna. Mér likadi pad, og
pad virkaoi vel 4 margan hatt, en pad var samt mjog krefjandi
fjarhagslega. Styrkurinn minn—sem var eiginlega frekar lan

a voxtum—negadi ekki til uppihalds. Pad var mikil verobolga a
ftaliu, og pad sem islenska rikid lagdi til var ekki nog til ad bua
4 ftaliu. Eg for til Amsterdam og hitti gamla vini, og pau s6gdu
mér ad ég yrdi ad fara i inntokuprof i listahaskélann. Eg gerdi
bao, og ég komst inn. Og pad beid min ibid i Amsterdam sem
kostadi ekki mikid. Svo ég flutti pangad, og bjo par i tuttugu ar.

ZsL Abstrakt gedmetrisku malverkin pin—eru pau fra pessum
tima? Hvernig ferdir pt pig fra nyja malverkinu yfir i abstrakt
list? Pao virkar eins og risastort stokk.

PM A pessum tima var talad um ,,neo geo* Eg purfti ad profa
pad bad var stutt millibilsastand par sem ég reyndi ad vera malari
og kafadi i flokna malaralegri teekni. En ég attadi mig fljott & pvi
ad petta var ekki nog fyrir mig. Eg byrjadi ad leyfa malverkunum
minum ad umbreytast; ég pakkadi stafla af peim i stali, med
einungis klessurnar a jodrunum synilegar. { kring um 1985, gerdi
ég prykk med ohlutbundnum myndum sem uxu a blomum. Sum
malverkanna lita ut fyrir ad hafa verid gero af Bruce Nauman,
Frank Stella eda Mondrian, en petta eru min skdpunarverk, & pann
hatt ad pau eru ekki listaverk, pau lita bara ut eins og listaverk.
betta er sami hugsunarhattur eins og i syningunni minni arid
2018 i Sveinungsvik, med kindunum. Eg by til hluti sem eru ekki
listaverk, en lita ut eins og listaverk, og set pau i samhengi.
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begar ég var ungur, voru teiknimyndir i dagblodunum;
ekki saga, bara einn rammi, einhverjar fyndnar adstadur.
Stundum gera paer grin ad nutimalistamanni i studiéinu sinu, og
listamadurinn i teiknimyndinni byr til mynd. Og hann var ekki
a0 bua til list, hann var ad bua til hugmyndir um pad hvernig list
liti it. Pessi listarmadur sem ekki var til var alltaf med skegg,

og leit it eins og franskur listamadur, med alpahtfu og svoleidis.

Og hann bj0 til einhvern mjog skritinn 6hlutbundinn hlut sem
atti a0 vera nutimalist. Min adferd til listskopunar er mjog
svipud.

zs.  Abstrakt gedmetrisku verkin pin lita ut eins og omenguo
malverk.

PM Eg gekk i gegnum timabil, 4 niunda aratugnum, flest
peirra eru fra 1988 —sum pessara ohlutbundnu malverka,
uppahalds verkin min, eru & vefsidunni minni. betta var 4 sama
tima og ég var ad klara namid i Amsterdam. En svo hatti pad ad
vera nog fyrir mig ad mala.

ZsL Hvar geymirdu pessi malverk?

PM bau eru hérna einhvers stadar. Rullud upp 4 vinnustofu
minni. Pad er ekkert eftir i Amsterdam niina, nema einn
skulptar sem €g syni & syningunni sem sérstatt verk af pvi pad
er fyrsti og elsti flekju-skualptirinn. Eg hef verid ad gera pessar
Fleekjur sidan & niunda aratugnum. Eg gerdi meira segja sumar
peirra ur uppblasnum reiohjolaslongum.

ZsL Eg er buin ad sja nyja verkid pitt 4 Listasafni fslands,
veggteppid sem pu kallar Veisluna.

PM Veggteppi bua yfir gamaldags yfirbragdi, og teeknin felur
photoshop vinnuna. Petta eina verk er buio til Gir ad minnsta
kosti tiu mismunandi ljosmyndum. Ef madur setur petta nidur
a blao, sajust photoshop ahrifin—en ef madur setur pad a
veggteppi, felur aferd vefnadarins 611 ummerki photoshop.
Veggteppid er mjog personulegt verk. Pad var tileinkad
minningu médur minnar sem do stuttu adur en &g gerdi pad.
Hun sagdi mér gatuna sem myndin er svar vid. bad var alveg
nytt fyrir mér ad vinna meo vefnad, en ég neita ad gera bara
eitthvad eitt. Pad getur veriod ruglandi fyrir folk, en petta er
pbad sem ég fila. Ad koma folki & dvart.

“NOTHING IS REALLY EVER OBVIOUS”

INTERVIEW PETUR MAGNUSSON

ZsL How did you come up with the idea of exhibiting together?

PM It was my brother Tumi who started talking about it first.
We three, we go quite far back together. Tumi and Kristjan
exhibited together and I also exhibited with Kristjan in Akureyri,
it must have been around 1983—84. And with Tumi, also in
Akureyri in 2003. We started talking about places where we
would like to exhibit, and Kristin Scheving, the museum

director of the LA Art Museum, was the first one to react in

a positive way.

ZsL Why the three of you? Was it obvious?

PM Nothing is really ever obvious, but Tumi has been the
driving force behind the idea. We met several times, talking
about what we would or would not do in the exhibition, but

I must admit that sometimes I find the idea of creating some
kind of unity in a group exhibition can be overdone. I like
chaos and contradicting things. Sometimes too much energy
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can be spent on trying to find some way to talk about things
fitting together.

ZsL Which is—partly —my profession (laughing).

PM I am not criticising. I just believe that people could be a bit
more relaxed about putting things or forcefully creating harmony
where it does not exist. I am not afraid of showing our stuff
together. There are bound to be differences but you can always
find a unity simply because we are all humans, the same
generation and we’ve been through the same shit.

ZsL You met Kristjan at the art school, at Nylistadeild [Living
Art Department]?

PM Before Nylistadeild, I first went to the sculpture
department. I was in this funny situation; my brother had been at
the school one year or two years before me. My father was the
instigator of this Nylistadeild, and, you know, young men need

to find their own paths, so [ was trying to do that. I started at the
sculpture department, but I did not like it, so I went over to
Nylistadeild. Kristjan and I, we were there at the same time and
we went on this tour with Hermann Nitsch with the Island
Sinfonie concerts in Innsbruck, Munich, Vienna; it was a quite
crazy tour. It was planned and paid for by Dieter Roth with the
support of his rich collectors. I remember, between Munich and
Vienna we flew on a private jet belonging to a millionaire
collector of Dieter. We were Icelandic country boys and country
girls at the art school who were then suddenly thrown into the
hottest hotspot of the heaviest stuff in the art scene at that time.

ZsL It is hard to imagine you as an Icelandic country boy
coming from a faraway region, with your family and cultural
background...

PM Yes, but still, there was a big gap between where we
were from and what we experienced later. And I try to keep

a connection to my Icelandic roots. That is why I tend to spend
more time in Raufarho6fn. I find it quite good to talk simply
about fish and sheep with my friends, and it influences my work.

ZsL Jonatan wrote about the connection between your works.
What do you think, how will your works connect?

PM They will all connect in the time, air and space that they
deal with—Jonatan was talking about catching smoke and I think
that’s a very good approach. Kristjan deals with these issues with
time and space in a different way. Tumi also. And of course, Tumi
and [—we are connected, it would be impossible not to be, because
we were brought up together and we think in a similar way. We
have the same kind of humour and similar sense of absurdity.

ZsL Reflecting on this exhibition at the Nordic House in 1982;
both Kristjan and Tumi said it was an important time of change
or transit for them, to get away from Conceptualism and Fluxus,
which were dominant at that time around you. Do you see this
period of New Painting in a similar way?

PM At that time, it was quite revolutionary because we were
very tired of the photographs and texts and the intellectuality of
it. And then this preference for New Painting came from abroad.
And then the three of us tried to find a way not to repeat it. We
were looking for freshness, but we all found ourselves heading
into a more philosophical direction. We couldn’t stop thinking.
Still our work was not really conceptual. Speaking for myself,

I never really know what [ am doing, and I don’t really want to
name it. We were just trying to find an escape route from this
traditional way of seeing and thinking.

ZsL Did you live in Bologna when this exhibition happened?

PM I think, I was in Florence and I studied Italian to be able to
enroll at the Art Academy in Bologna. I liked it and it worked well
in many ways, but it was very hard financially. My grant—which
was more of a mortgage —did not cover my expenses. There was
high inflation in Italy and what the Icelandic state gave was

not enough for living in Italy. I went to Amsterdam and [ met
some old friends there and they told me I had to take the entrance
exams to the Art Academy. I did and I was accepted. And in
Amsterdam there was an apartment waiting for me for a very

reasonable price. So, I moved there and then stayed
for twenty years.

ZsL Your abstract geometric works—are they from that time?
How did you go over from the New Painting period to this
geometric abstraction? It seems to be a huge leap.

PM There was a short transitional period where I tried to be

a painter and indulged in complicated painterly techniques. But
I quickly realized that this was not enough for me. I began
letting things happen to my paintings; I wrapped stacks of them
in steel, with only the smudged edges of the canvasses visible.
Around 1985, I made prints with abstract pictures that grew on
flowers. These early works were put together as bookbinding,
each on a cardboard sheet of 100 by 70 cm, which can be folded.
Some of the paintings look like they were made by Bruce
Nauman or Frank Stella or Mondrian, but they are my creations,
in the way that they are not art, they just look like art. This is

a similar way of thinking to my 2018 exhibition in Sveinungsvik
with the sheep. I make something that is not art but looks like art
and put it into a context.

When I was young, there were comics in the newspapers;
not a story, just one frame, one comic situation. Sometimes they
make jokes about a modern artist in his studio, and the artist in
the cartoon would make a picture. And the cartoon artist was
not making art, he was making suggestions about what art
looked like. The made-up artist was of course always a man with
a beard, looking French-artist-like, with a beret and so on. And
he would make some very strange abstract thing that was meant
to be modern art. My creative process is very similar.

ZsL Your abstract geometric works look like pure painting.

PM It was a period, in the eighties, mostly all are from 1988
— some of these abstract paintings, my favourites, are on my
website. This was around the time I was finishing my studies in
Amsterdam. But then being a painter became too limited for me.

ZsL Where do you keep these paintings?

PM They are here somewhere. Rolled up in the studio. Nothing
left in Amsterdam now, except for one sculpture that [ will show
in the exhibition as a specialty because it is the oldest and first
Tangle sculpture. I started making these Tangles from the eighties
onward. I actually made some of them from inflated bicycle tubes.

ZsL I have seen your new piece at the National Gallery of
Iceland, the tapestry called The Feast.

PM Tapestry has an old-time feeling, and the technique hides
the Photoshop work. This one piece is made of at least ten
different photographs. If you put it on paper, you would see the
Photoshop effect—but if you put it on a tapestry, the pixels of the
woven textile hide all traces of Photoshop.

The tapestry is a very private work. It was dedicated to
the memory of my mother who died shortly before I made it. She
told me the riddle to which the picture is the answer. Tapestry
was a completely new medium for me but I refuse to do only one
thing. It can be confusing for people, but this is what I like. To
confuse people.
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ZsL
™

»MISMUNANDI ADFERDIR MED NOKKRUM

Zsoka Leposa
Tumi Magnusson

SAMEIGINLEGUM EIGINLEIKUM*

VIDTAL TUMIMAGNUSSON

TUMI MAGNUSSON
Reykingapasa Cigarette Break 2020

ZsL Hvernig kom upp hugmyndin um ad syna saman?

™ Meér fannst vera mjog sterk tenging milli okkar vegna
pess hvernig vid vinnum. Pad er einhver sameiginlegur pattur

i pessum vangaveltum um tima og hvernig vid tokum einn hluta
og skodum hann sem heild. Og vid hofum aldrei verid med
syningu saman, bara vid prir. Mér datt i hug ad pad veri gaman
a0 sja verkin okkar hlid vid hlid og fannst liklegt ad saman gatu
pau & einhvern hatt myndad athyglisverda heild. Mismunandi
aoferdir med nokkrum sameiginlegum eiginleikum.

Kristjan hefur verio ad vinna med efnivid fra mis-
munandi st60um i heiminum og ég maladi malverk af fostum
og fljotandi efnum 4 tiunda aratugnum. Eg notadi ekki efnid
sjalft heldur tok ég lit efnisins og méaladi med oliulitum. Eg
bjo til tvilita malverk ur pessu. Til demis malverk sem heitir
Hrossaskitur og sigarettureykur. Pad synir hvernig litir pessara
efna blandast saman, reykur fyrir ofan, skitur fyrir nedan. Eda
seria med sex malverkum af Coca Cola—sem byrjar 4 litnum
pegar flaskan er full og endar pegar pad er bara sma kok eftir,
og pad er nestum pvi gegnsatt. Blondun efnanna sa ég lika
sem tima, eda breytingu ur einu efni i annad. barna er frekar
greinileg tenging. Og verk Kristjans hafa mjog skyra tengingu
vid timann. Meira i sdgulegum skilningi heldur en min verk,
en mjog aberandi.

Eins er i textanum hans Jonatans, pegar hann talar um
skyldleika teikninganna minna og Flekjanna hans Péturs. Eg
hef aldrei hugsad um petta adur. Ef pu horfir & skalptar Péturs
eins og timalinu, pa tengjast pau teikningunum minum. Vi
Pétur eigum pad lika sameiginlegt ad hafa badir dhuga 4 skynjun
og mismunandi sjénarhornum, pé ad pad sé ekki mjog skyrt i
verkunum sem ég syni nina.

ZsL betta er mjog finleg tenging milli verkanna ykkar og
hvernig pid hugsid. Hafid pid haldid sambandi gegnum arin?
Augljoslega vid Pétur, yngri brodur pinn, en lika vid Kristjan?

™ Ja, vid hofum alltaf verid i sambandi. Og vid Kristjan
unnum saman adur fyrr, af pvi hann var deildarforseti mynd-
listardeildar Listahaskola Islands, og ég var préfessor par i

sex ar. Og vid hittumst audvitad lika af og til utan vinnunnar.

ZsL Hvernig kynntust pid? bu forst til Hollands til ad stunda
nam. Kristjan og Pétur hittust i listask6lanum en eftir pvi sem
ég best veit, varst pu ekki par 4 sama tima.

™ Nei, ekki 4 sama tima. Kannski kynntumst vid a pessari
fyrstu syningu ,,Nyja malverksins“ i Norrena husinu arid
1982. Eg hef liklega pekkt hann eitthvad fyrir syninguna lika,
en ekki mikio.

ZsL begar vid horfum til baka til pessarar syningar arid 1982

i Norrena hisinu, med titilinn 7: ,,Nyja malverkio“ var pad ad lita
aftur til malningarhefda med glenyjum adferdum og efnivid til ad
greina sig fra konseptlist. bu sagdir i vidtali 4 pessum tima ,,Pad er
ohtt ad segja ad nyja maverkio sé algjor andstada konseptins, og
pa meina ég baedi ad inntaki og vinnuadferdum. { konseptinu var
mikiod um filosofiskar pzlingar og intelektualisma.” En ad minu
mati hugsid pid allir lika & mjog heimspekilegan hatt i list ykkar.

™ Reyndar var petta timabil vidbragd vid konseptlistinni,
en ég attadi mig liklega ekki a pvi & peim tima ad i verkunum

minum var mikil konsept hugsun, og ad hun hafi alltaf verido meo
meér. En petta ,,nyja malverk™ hefur samt liklega haft ahrif & pad
hvernig ég vinn meo efni i dag, frekar mikil malerisk hugsun.
Jafnvel i videoverkum minum. Eins og Jonatan skrifar, ad ég
hugsi ut fra efnividnum. Eg trai i rauninni ekki alveg 4 pa
konsept-klisju ad hugmyndin komi upp fyrst og svo finni madur
efnividinn sem passar vid hugmyndina. Eg held i rauninni ad
pad virki ekki pannig. Eg hélt pad einu sinni, en pad parf alltaf
a0 vera einhver endapunktur eda einhverskonar framsetning &
hugmyndinni, sem er innifalin { hugsuninni sjalfri.

ZsL begar pu varst ad syna i Norrena husinu arid 1982, bjostu
pa i Hollandi?

™ Nei, pa var ég kominn aftur til fslands. Eg var i Hollandi
fra 1978—1980, og var svo a Spani fra 1980—S81.

ZsL Kristjan hafoi ord & pvi ad pad hafi verid mjog ahrifarikt
a0 hafa kennara hérna i listaskélanum, a bord vid Magnutis
Palsson, Dieter Roth og Robert Filliou, og ad peir hafi haft mikil
ahrif med konsept og flixus verkunum sinum. Hafoi petta somu
ahrif & pig, eda hvernig sérd pu pennan tima, pegar pu varst
umkringdur pessu konsept- og fluxus-listafolki?

™ Fyrst var ég 1 grunnnaminu i Myndlista- og Handida-
skolanum og Dieter var ekki ad kenna mér, en vid Pétur 6lumst
audvitad upp med pabba okkar, Magnusi Palssyni, og vid
pekktum Dieter og fullt af 6drum listamonnum. Vid vorum
alltaf med pessa tegund af list i kring um okkur. Pad var mynd
eftir George Brecht 4 veggnum heima hja okkur sem var mér
mjog mikilvaeg. Og svo var ég ad vinna sjalfstett pegar ég var
i Hollandi, en pad var mjog mikid af konseptlist uti um allt.
Meira konsept en fluxus. Fluxus var kannski vinszlla 4 {slandi
4 pessum tima. Eg var i timum hja Sigurdi Gudmundssyni og
Jan Voss sem voru mér mjog mikilveegir.

™ begar ég var 4 Spani, bjo ég i litlu herbergi. Eg var ekki
med vinnustofu og hugsadi med mér—ef madur ert ekki med
stora vinnustofu, pa gerir madur hluti sem madur parf ekki
mikid plass fyrir. Pannig ad ég byrjadi ad gera litlar teikningar.
baer voru sambland af texta og mynd. Eg byrjadi 4 pessum
teikningum meo pvi ad gera einn hlut eda eina figlru, og eitt
ord. Svo gerdi ég adra figliru og annad ord og svo framvegis.

[ lokin endadi petta 4 stuttri setningu og einhvers konar mynd.
Og begar ég kom aftur til [slands fra Spani, syndi ég pessi verk
asamt nokkrum maludum hlutum med setningum 4, i gallerii
reknu af listamonnum, Rauda hiisinu & Akureyri. Einhver sagdi
ad petta vaeri deemi um ,,nyja malverkid.“ Eg hafdi aldrei hugsad
um pad 4 pennan hatt. Eg faerdi mig yfir i ad gera malverk—ég
var ordinn leidur & pessum svarthvitu ljosmyndum med texta,
sem voru mjog radandi i Hollandi & pessum tima.

ZsL Vid getum sagt ad petta nyja malverk hafi verid leio til ad
feera pig fra pessari konsept hugsun.

™ A timabilinu pegar ég var ad mala, urdu méalverkin smam
saman meira og meira eins og konseptverk—ég byrjadi ad
vidurkenna pennan konsept hluta og sérstaklega hugmyndina
um tima, sem i honum felst. Og ef pu vilt, get ég sagt pér fra
upprunalegu hugsuninni & bak vid pessa hugmynd. begar ég var
a0 leera 1 Hollandi i kringum 1980, heimsotti ég vin, listamann
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sem var vinur f60ur mins, Douwe Jan Bakker. Hann bj6 i
Haarlem og hann tti bok um list og hefdir innfaeddra i Astraliu.
Eg hafdi mestan 4huga 4 sand-teikningunum peirra. bad sem
vakti ahuga minn var ad par syndu ekki myndir af neinu, heldur
syndu peer eiginlega bara ummerki hreyfinga. Kannski ummerki
par sem eitthvad dyr hafoi att leid um eda madur hafoi gengio.
bar syndu ferdalog forfedranna i draumatimanum, sem er hluti
af godsdgnunum i upprunasdgu peirra. Pad sem sat eftir hja mér,
var pad hvernig pessar teikningar lystu hreyfingum en ekki
fostu formi. Pannig ad pad er haegt ad skooda per ut fra tima, og
peer eru lika kort til ad ferdast eftir. Eg vann ekki med pessar
hugmyndir strax a eftir, en ég veit ad petta hafoi ahrif a adferdir
minar vid malun seinna meir. Og svo i malverkunum minum af
simanumerum og i teikningunum minum i dag, par vard pessi
hugmynd ennpa skyrari.

ZsL En teikningarnar sem pu ert ad syna 4 syningunni—per
eru hugsadar 4 mjog svipadan hatt og videoverkin pin, pvi paer
syna timaramma. Geturdu lyst tekninni sem pu notar, hvernig
pu gerir pau?

™ Ja, pau eru mjog stutt myndbrot, upptaka af einhverju
sem gerist i kringum mig, venjulega tekid upp a4 simann minn.
Einstaka sinnum tek ég lika stuttar upptokur ur sjénvarpinu eda
af netinu. Sidan flyt ég myndbrotid yfir i tdlvuna mina i grafisku
formati. Hver einasti rammi myndbrotsins verdur ad einu lagi i
myndinni og ég geri linu i hverju lagi, sem fylgir akvednum
punkti i myndinni.

ZsL byoir pad ad par séu efnisleg utgafa af pessum stuttu eda
longu hreyfingum eda atburdum, sem titillinn vitnar alltaf
i—eins og til demis i Reykingapdsu—og pu byrd til pessar stuttu
upptokur eda myndbrot og breytir peim yfir i pessi 16g?

™ Ja, pad er rétt. [ Reykingapdsu voru tveir menn sem stodu
Giti ad reykja, og ég tok upp myndbrot af peim ofan fra. Eg ferdi
upptokuna yfir i Photoshop og akvad ad nota eyra annars peirra
og nef hins, sem punkta par sem hreyfingarnar byrja. Og pa setti

ég 1 gang fyrsta lagio og sidan nasta lag og svo framvegis, og
bj6 alltaf til punkt par sem eyrad er eda nefid. { lokin verdur
petta ad teikningu. Peir stodu parna og t6ludu saman, og gerdu
litlar hreyfingar, og myndudu einskonar fleekju-linu, og endudu
svo a a0 labba burt, annar til vinstri og hinn til haegri.

ZsL Og pu parft ad gera enn adra umbreytingu, af pvi ad petta
byrjar allt saman i tdlvunni pinni. Hvernig breytirdu pessu svo
yfir i teikningar?

™ Eg tengi tolvuna vid skjavarpa og varpa teikningunni yfir
a plotu, og teikna einfaldlega eftir skjamyndinni & plotuna. Fyrst
me0d blyanti, til ad markera linuna og sidan geri €g linuna annad
hvort med akryl, lakki, penna eda einhverju 6dru. Stundum
fraesi ég petta inn i plotuna. Mér finnst gaman ad gera petta &
mismunandi mata. Og pad er parna sem efnividurinn kemur inn
i myndina. Eg nota mismunandi tegundir af pltum, eins og
vidarplotur, mdf, krossvid, melamin og svo framvegis. Stundum
nota ég lika pappir. Mig langadi ad breyta hreyfingunni yfir i ad
vera einskonar kort um yfirbordid & plétunni. bad verdur ad
samtali milli efnisins og upprunalegu hreyfingarinnar.

ZsL Hugmyndin hefur préast i pinum heimi, med mismunandi
teekni og nalgun vid teikningar og video.

™ Ja, og pessi hugmynd um tima leiddi mig lika yfir i ad
vinna med video. Eg hef audvitad alltaf haft ahuga a pvi, og ég
tok 8 mm kvikmyndir adur en ég byrjadi i naminu, og 4 medan
¢ég var a0 lera. Fyrstu verkin eftir namio voru lika 8 mm
kvikmyndir, til hlidar vid teikningarnar. Sidan tok ég langt hlé
fra pvi, par til ég byrjadi ad gera videoverk aftur arid 2002. Svo
vid getum sagt, ad pessi hugsun min vardandi timann og efnivid
hafi verid vio 1ydi alveg fra pvi ég byrjadi ad vinna myndlist, og
hefur stodugt verid til stadar i verkunum minum. HIj60 byrjadi
svo ad verda mér mikilvaeegara og mikilvagara 4 sama tima,
uppur 2000. { dag geri ég mikid af samstilltum margrasa
video- og hljodinnsetningum.

“DIFFERENT APPROACHES WITH
SOME DEFINITE MEETING POINTS”

INTERVIEW TUMIMAGNUSSON
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zs.  How did you come up with the idea of exhibiting
together?

™ I felt that there was a definite connection between us, and
in the way we work. There is this common thing with the time
perspective and how we take one part and see it as a whole.

And we have never had a show, just the three of us. [ had the
idea that it would be nice to see our works side by side and

I thought together they would somehow make an interesting
whole. Different approaches with some definite meeting points.

Kristjan has been working with materials taken from
different parts of the world and I used to make paintings of
materials in the nineties. I did not use the material itself but took
the colour of the material. I made duochrome paintings out of it.
A painting entitled Horse Shit and Cigarette Smoke for example.
It shows the colours of these materials merging, smoke above,
shit below. Or a six-painting series of Coca Cola—beginning
with the colour when the bottle is full and ending when only
a little Coke is left, and it is almost transparent. That is quite
a clear connection. And Kristjan’s works have a very clear
connection with time. More in the historical sense than my
works, but very distinctive.

As in Jonatan’s text, he talks about the similarity between
my drawings and Pétur’s Tangles. | have not thought about it
before. If you look at Pétur’s sculptures as a timeline then they
connect to my drawings. Also Pétur and I share an interest in
perception and perspective, although it is not so clear in the
works I am showing now.

ZsL This is a very fine connection between your works and
ways of thinking. Have you kept contact through the years? With
Pétur, your younger brother obviously, but with Kristjan as well?

™ Yes, we have always had contact. And we used to work
together also, Kristjan and I, because he was the Dean at the fine
art department of the Iceland University of the Arts, and I was

a Professor there for six years. And of course, we met once in

a while also outside work.

zs.  How did you meet? You went to the Netherlands to study.
Kristjan and Pétur met at the art school but as far as I know you
were not there at that time.

™ Maybe we got to know each other at this first exhibition
of New Painting at the Nordic House in 1982. I probably knew
him a bit also before that but not much.

ZsL Reflecting on this early exhibition with the title 7 in 1982
in the Nordic House: New Painting meant turning back to
painting traditions. You said at that time in an interview that

“it is the complete opposite of the conceptual, and by that I mean
both the content and the working methods. Conceptualism was

a lot about philosophical thinking and intellectualism.” But, in
my perspective, what you all do now in your art, it is also a lot
of philosophical thinking.

™ Actually, that period was a reaction to Conceptualism,
but I probably did not realize at that time that my works had a lot
of conceptual thinking, and it has always been with me. But still,
probably this New Painting period has influenced my way

of working with other materials today, quite a lot of painterly

thinking. Even in my video works. As Jonatan writes, thinking
from the material. I do not really believe in the conceptual cliché
that first there is just the idea and you find the material that fits
the idea. I do not think it actually works like that. I thought so
once, but there always must be an end point or some kind of
presentation of the idea, involved in the thought itself.

ZsL When you were exhibiting at the Nordic House in 1982,
were you living in the Netherlands?

™ No, then [ had come back. I was in the Netherlands from
1978 to 1980 then I was in Spain in 1980—81.

ZsL Kristjan mentioned that it had been very influential to
have the teachers here at the art school such as Magnus Palsson,
Dieter Roth or Robert Filliou, and they made a great impact with
their Conceptual and Fluxus works. Did you experience the
same impact or how do you see that time when you were
surrounded with these Conceptual and Fluxus artists?

™ At first, [ had the basic studies at the College of Arts and
Crafts in Iceland, and I did not have Dieter as a teacher, but of
course Pétur and I grew up with our father Magnus Palsson, and
we knew Dieter and a lot of other artists. We had this kind of art
around us all the time. There was a picture by George Brecht on
our wall at home which was quite important for me. Then in the
Netherlands, I was working independently but there was a lot of
Conceptual art around. More Conceptual than Fluxus. Iceland
was maybe more Fluxus-oriented at that time. I had lessons from
Sigurdur Guomundsson and Jan Voss that were quite important
for me.

™ When I was in Spain, I was living in a small room. I had
no studio and I thought—if you do not have a big studio you just
make things that you don’t need big space for. So I started
making small drawings. They were combinations of texts and
images. I started these drawings by making one object or one
figure, and a word. Then there was another figure plus a word
and so on, and in the end, a kind of an image and a short
sentence came out of it. And when I came back from Spain to
Iceland, I showed these works along with some painted objects
with sentences on them at an artist-run gallery, Raudahusio in
Akureyri. Somebody said this was new wave painting. I had
never thought of it in this way. I went over into painting—1I had
become tired of these black-and-white photographs with texts
that were very dominant in the Netherlands at that time.

ZsL We can say that this New Painting was an attempt to
move on from this conceptual way of thinking.

™ Gradually, during my period of painting it became more
and more conceptual —I started acknowledging this conceptual
part and especially the time element in it. And if you like

I can tell you about the original thought of this idea. When I was
studying in the Netherlands around 1980, I visited a friend, an
artist who was a friend of my father, Douwe Jan Bakker. He
lived in Haarlem and he had a book about the art and rituals

of Australian aboriginal people. I was mostly interested in their
sand drawings. What fascinated me was that they did not
describe figures, they mostly described only traces of move-
ments. Perhaps traces where an animal has moved or a man has
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walked. They showed the travels of the ancestors in the

dream time, which is a part of their creation myths. What was
absorbing for me, was how these drawings described movement
and not form. So, you can read them in time, and they are also
maps to travel by. I did not work with that immediately, but

I know it had influence on my approach to painting later. And
then in the paintings of phone numbers and my drawings now,
this thought became still clearer.

ZsL About the drawings you are exhibiting in the show

— they are a very similar way of thinking to your videos, as
they represent time frames. Can you describe the technique,
how you do them?

™ Yes, they are short videos, recording of some event that
occurs around me, usually made with my phone. Occasionally
I also make short recordings from the television or the Internet.
Then I import the video to the computer in graphic format.
Each frame of the video becomes a layer in the image, and

I make a line in each layer following a point in the image.

ZsL Does it mean that they are materialized representations
of these shorter or longer movements or events that the titles
always refer to—such as Cigarette Break—and you make these
short recordings or videos and transform them into these layers?

™ Yes, that is right. In the case of Cigarette Break there
were two guys standing outside smoking, and I made a video
of them from above. I imported it to Photoshop and decided

to use the ear of one of them and the nose of the other one as
points of movement. And so, I activated the first layer and then
the next one and so on, and always made a point where the ear
is or where the nose is. In the end this becomes a drawing. They
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were standing there and talking and making small movements
and made a sort of tangled line and afterwards they walked
away, one to the left and one to the right.

ZsL And then you need to make another transformation
because first, it is all on your computer. How do you transform
them into drawings?

™ I connect the computer to a projector and project the
drawing onto a board, and simply trace it there. First with

a pencil, to mark the line and then I make the line either with
acrylic, enamel, pen or whatever. Sometimes I carve it into the
board. I like to make it in different ways. And this is where the
material comes in. [ use different kinds of plates, like wooden
plates, MDF-board, plywood, Melamine, etc. Sometimes also
paper. I wanted to transform the movement as a kind of a map
around the surface of the plate. It becomes a dialogue between
the material and the original action.

ZsL The idea has developed ever since in your art through
different techniques and approaches in drawings and videos.

™ Yes, and also this element of time led me to work with
video. Of course, I have always been interested in it and [ made
8 mm films during and before my studies. Also, the first works
after my studies, alongside the drawings were 8 mm films. Then
there was a long break from that, until I started making video
work again in 2002. So, we can say, this time- and material-
related way of thinking has stuck with me from my very early
period and has been coherently present in my works. At the same
time sound has become more and more important for me. Today
I make a lot of synchronized multi-channel video and audio
installations.

JONATAN HABIB
ENGQVIST

Jonatan Habib Engqvist er rith6fundur og syningarstjori med
bakgrunn i heimspeki og fagurfraedi. Hann stofnadi Curatorial
Residency i Stokkholmi, CRIS, og er adalritstjori netbladsins
tsnoK .se., syningarstjori fyrstu einkasyningar Eric van Hove

i Skandinaviu, Fendugq i Vandalorum, Svipjod (2020-2021) og
listreenn stjornandi Nya Smdland, radinn af fjorum listaséfnum
i héradinu og haskola (2016—2020). Hann er einnig meoritstjori
timaritsins Ord&Bild fra og med 2021. Engqvist hefur 4dur
veri0 syningarstjori fjolda alpjoolegra syninga og hatida,

par 4 medal Fimmtu Project syningu nutimalistar D-0 ARK
Underground, VR Pavilion 4 Feneyjatvieringnum nr 58 (2019),
Cycle Music and Art Festival i Berlin, Reykjavik og Kopavogi
(2018), Survival Kit 9 i Riga, Lettlandi, Sinopale 6, Sinop,
Tyrklandi (2017), Tunnel Vision, attundu Momentum
tvieringnum i Moss, Noregi (2015) og Sjalfstcett folk, sjonlist &
Listahatioinni i Reykjavik (2012). Hann var 4dur verkefnastjori
fyrir sjonlist i laspis (2009-2014), syningarstjori hja Moderna
Museet (2008—09) og vann hja Konunglega listahaskolanum i
Stokkholmi (2005-07).

Skrif hans hafa vida verid birt i timaritum og syningar-
skram um allan heim. Medal boka sem skrif hans hafa verio birt
i eru: Big Dig—Om passivitet och samtidskonst, CLP Works,
2018, Studio Talks: Thinking Through Painting, Arvinius+Orfeus
Publishing, 2014, In Dependence—Collaboration and Artists
initiatives, Torpedo Press, 2013, Work, Work, Work—A Reader on
Art and Labour, Steinberg Press, 2012, Dharavi: Documenting
Informalities, KKH, 2008, Academic Foundation, New Delhi
20009.

Jonatan Habib Engqvist is a curator and writer with a
background in Philosophy and Aesthetic Theory. From 2021
co-editor of the journal Ord&Bild, he founded Curatorial
Residency In Stockholm, CRIS, and is editor in mischief of the
online journal tsnoK_se. and Curator of Eric van Hove’s first solo
exhibition in Scandinavia, Fenduq at Vandalorum, Sweden
(2020—2021) and Artistic Director of Nya Smdland on
commission by four regional art museums and a university
(2016—2020). Engqvist has previously curated a number of
international biennales and festivals including the Sth Project
Biennial of Contemporary Art D-0 ARK Underground, the VR
Pavilion at the 58th Venice Biennale (2019), Cycle Music and Art
Festival Berlin/Reykjavik/Kopavogur (2018), Survival Kit 9 in
Riga, Latvia, Sinopale 6, Sinop, Turkey (2017), Tunnel Vision,
the 8th Momentum biennale in Moss, Norway (2015) and (1)
ndependent People, the visual art focus of Reykjavik Arts
Festival (2012). Formerly project manager for visual art at Iaspis
(2009-2014), curator at Moderna Museet (2008—09) and
employed at the Royal Institute of Art in Stockholm (2005-07).

His writing has been published widely in publications and
catalogues around the world. Books include: Big Dig—Om
passivitet och samtidskonst, CLP Works, 2018, Studio Talks:
Thinking Through Painting, Arvinius+Orfeus Publishing, 2014,
In Dependence— Collaboration and Artists’ Initiatives, Torpedo
Press, 2013, Work, Work, Work—A Reader on Art and Labour,
Steinberg Press, 2012, Dharavi: Documenting Informalities,
KKH, 2008, Academic Foundation, New Delhi 2009.

KRISTJAN
STEINGRIMUR

Kristjan Steingrimur er feeddur & Akureyri 1957. Hann stundadi
nam vid nylistadeild Myndlista- og handidaskola fslands. Fra
arinu 1983 stundadi Kristjan nam vid Listahaskolann i Hamborg
og utskrifadist padan 1987. Fra pvi ad nami lauk hefur hann buid
i Reykjavik og unnio ad listskopun. Hann hefur jafnframt unnid
vid kennslu, syningarstjornun og stjérnunarstorf, meodal annars
vid Listahaskola {slands. Kristjan hefur haldid og tekid patt i
syningum badi i sofnum og gallerium, hérlendis sem og erlendis.

Kristjan hefur um arabil unnid meo liti gerdoum ar
jardefnum, sott til stada & jordinni sem eru eda hafa verio
manninum mikilvagir. Litina byr hann ymist til sjalfur eda
letur gera fyrir sig. Hann malar svo med pessum sérhafou
litum, litafleti & striga eda pappir. Auk pess vinnur Kristjan
teikningar i gegnum vidsja af 6rsmaum dgnum ur jardvegi fra
somu stodum sem hann staekkar upp og gerir synilegar. f nyjum
verkum leitar Kristjan leida vid ad proa frekar gerd peirra og
framsetningu.

Vidfangsefni verkanna eru i senn hlutbundio brot af stad
og hugmyndir um stadi. Pau eru efnisleg stadfesting a tilveru
stadar og aminning um ad peir eru jafnframt huglegir og haoir
upplifun. Verkin endurspegla pa stadreynd a0 lif 4 jordinni
endar sem jardvegur sem verour nokkurs konar gagnagrunnur
um tilvist okkar. Pannig skrair timinn soguna i efnid og um leid
atferli mannsins og samband hans vid natturuna.

Kristjan Steingrimur was born in Akureyri, North Iceland, in
1957. He studied at the Icelandic School of Arts and Crafts
(forerunner of the Iceland University of the Arts). In 1983 he
commenced studies at the University of Fine Arts in Hamburg,
graduating in 1987. Since graduation he has lived in Reykjavik
and pursued his art, while also working in teaching, curation and
management, e.g. at the Iceland University of the Arts. He has
held and taken part in exhibitions in galleries and museums in
Iceland and abroad.

For some years Kristjan has been working with pigments
made of minerals collected at places around the world which are,
or have been, of importance to human beings (lieux de mémoire).
He either makes the pigments himself, or has them processed
for him. He then paints with these unique pigments in expanses
of colour on canvas or paper. Using a microscope, Kristjan also
makes drawings of miniscule specks of earth from the same
sites, which he magnifies and makes visible. In his recent works
Kristjan has been seeking ways to develop these further.

The subjects of the works are tangible fragments of
places and at the same time ideas of places. They are a material
confirmation of the existence of a place, while also a reminder
that they are subjective, and contingent on how they are
experienced. The works reflect the fact that life on Earth
ultimately becomes earth, which is a database of a kind about
our existence. Time thus records history in this material, and
with it humanity’s behaviour and relationship with nature.
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PETUR
MAGNUSSON

Pétur Magnusson feeddist i Reykjavik ario 1958. Eftir mennta-
skola for hann i Myndlista- og handidaskoéla Islands og sidan
afram 4 Accademia delle belle Arti i Bologna, ftaliu og ad lokum
i Rijksakademie van Beeldende Kunsten i Amsterdam, Hollandi.

Ad loknu nami arid 1986 var hann busettur i Amsterdam
til arsins 2003, en flutti pa til Islands. { Hollandi tok hann patt
i stofnun listaverkabokabudarinnar ,,Boekie Woekie* sem
jafnframt er galleri og utgefandi. Hann starfadi med fyrirtekinu
fyrstu arin. Boekie Woekie kynnti sidan verk hans a ,,Art
Frankfurt* listamessunni i Pyskalandi arid 1996.

Pétur laerdi laerdi malun 4 ftaliu og grafik i Hollandi og
eldri verk hans bera pess merki. Med timanum hefur hann faert
sig yfir i [josmyndir og skulptur, oft lagmyndir og einkennast
aoferdir hans oft af blondu af stalsmidi og ljosmyndun.

Verk hans lata reyna a skynjunina og 6gra henni medan
bau bjoda upp a nyja moguleika til ad skynja umhverfid. Verkin
eru oftar en ekki had syningarryminu (site specific). Efni og
fjarvidd spila oft stort hlutverk i ad eiga vid umhverfid a
heimspekilegan og skoplegan mata.

Pétur Magnusson was born in Reykjavik in 1958. After high-
school he attended the Icelandic School of Arts and Crafts
(forerunner of the Iceland University of the Arts), then continued
his studies at Accademia delle belle Arti in Bologna, Italy, and
finally at Rijksakademie van Beeldende Kunsten in Amsterdam,
Netherlands.

After graduation in 1986 he lived in Amsterdam until
2003, when he returned to Iceland. In the Netherlands he was
one of the founders of the Boekie Woekie art bookshop, which is
also a gallery and publisher. He worked at the company for some
years, and Boekie Woekie presented his art at the Art Frankfurt
fair in Germany in 1996.

Pétur studied painting in Italy and printmaking in the
Netherlands, and this is evident in his older works. Over time
he has moved into photography and sculpture, often bas-reliefs,
and a combination of steelwork and photography is a common
method. His art seeks to challenge the senses, while offering
new potential for perception of the environment. As a rule, his
works are site-specific. Material and perspective often play a
major part in distorting the environment in a philosophical and
humorous manner.
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TUMI
MAGNUSSON

Tumi Magnusson faeddist i Reykjavik arid 1957. Hann nam
myndlist vid Myndlista- og handidaskéla Islands og AKI
Academie voor Beeldende Kunst i Enschede, Hollandi.

Fyrsta einkasyning Tuma var 1981 og sidan hefur hann
synt medal annars i Norraenu listamidstddinni i Sveaborg 1991,
Centre PasquArt, Biel, Sviss 1991, Sao Paulo Biennalnum 1994,
MACMO, Uruguay 2015 og Listasafni fslands 2017.

Verk Tuma sntiast oft um einfalda hversdagslega hluti og
atburdi sem skodadir eru ut fra 6ventu sjonarhorni. Pau sniiast
lika um hina einfoldu l6gik og natturulogmal bak vid pessa
atburdi, og hvernig vio snaum upp 4 pa til ad gera pa polanlega
og jafnvel ahugaverda. bau sniiast einnig um aod nota pessa
daglegu atburdi sem teaki til ad fjalla um eitthvad allt annad.

Tumi notar margar adferdir vid listskopunina, t.d.
ljésmyndun, video, hlj60- og malverk. Petta er mikilvagt til
a0 halda akvednum ferskleika i nalguninni, fordast teeknilega
of-fagun og leyfa moguleikum hverrar adferdar fyrir sig ad
smita yfir { adrar. Verk hans eru oft unnin fyrir akvedin rymi
og bundin peim.

Tumi var professor vid Myndlistardeild Listahaskola
fslands fra 1999-2005, og vid Konunglegu dénsku Akademiuna
fra 2005-2011. Hann byr og starfar i Kaupmannahofn,
Reykjavik og Seydisfirdi.

Tumi Magnusson was born in Reykjavik in 1957. He studied art
at the Icelandic School of Arts and Crafts (forerunner of the
Iceland University of the Arts) and at AKI Academie voor
Beeldende Kunst in Enschede, Netherlands. Tumi held his first
solo show in 1981 and has exhibited his work e.g. at the Sveaborg
Nordic Arts Centre (1991), Centre PasquArt, Biel, Switzerland
(1991), the Sao Paulo Biennale (1994), MACMO, Uruguay (2015)
and the National Gallery of Iceland (2017).

Tumi’s art is often concerned with everyday objects and
events viewed from an unexpected perspective. They also
address the simple logic and laws of nature behind such events,
and how we twist them to make them more bearable and even
interesting. They are concerned, too, with using such everyday
events as a tool for addressing something else entirely.

Tumi uses many media in his art, such as photography,
video, sound and painting. This is important in order to maintain
a certain freshness of approach, to avoid technical over-
sophistication, and to allow the potential of each method to bleed
over into others. His works are often site-specific.

Tumi was a professor at the Department of Fine Art,
Iceland University of the Arts, 1999-2005 and at the Royal
Danish Academy of Fine Arts 2005-2011. He lives and works
in Copenhagen, Reykjavik and Seydisfjordur, East Iceland.
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