KRISTJAN GUPMUNDSSON
TEIKNINGAR/DRAWINGS 1972-88



KRISTJAN GUDMUNDSSON
TEIKNINGAR/DRAWINGS 1972-88

LISTASAFN REYKJAVIKUR
KJARVALSSTADIR, 1989



A sidastlidnu ari akvad Menningarmalanefnd Revkjavikurborgarad bjoda Kristjani
Gudmundssyni myndlistarmanniad syna verk sin ad Kjarvalsstiidum.

Kristjan valdi ad syna yfirlit vfir teikningar sem hann hefur gert & sidastlidnum 17
arum.,

bott Kristjan Gudmundsson se litt pekktur listamadur medal almennings hér a
landi er hann virtur af listaménnum og safnafolki baedi hér heima og erlendis, en vist
er ab list Kristians hefur hlotid meid athyeli 4 erlendri grundu en hér & landi.

Pad er okkur mikil dnaegia o heidur ad fa ad syna verk Kristjans Gudmundssonar
og er bad von okkar ad pessi syning veiti innsyn i hugarheim listamannsins og
gliggvi skilning 4 peim vidfangsefnum sem hann hefur unnid ad 4 sidustu tveimur
aratugum,

Gunnar B. Kvaran

Last year the City of Reykjavik’s Cultural Committee decided to invite Kristjin
Gudmundsson to exhibit his work at the Kjarvalsstadir Municipal Ant Museum. Gud-
mundsson chose 1o exhibit a selection of drawings which he has made over the past
SEVENLEEN Years.

Although Kristian Gudmundsson is not well known as an artist to the leelandic
public, he has earnt the respect of artists and galleries both in Iceland and overseas.
His art has certainly attracted more attention abroad than in his native lceland. ltis a
great pleasure for us to have the opportunity to show works by Kristian Gudmunds-
son, and we hope that this exhibition will present some insight into his artistic world
and enhance general understanding of the subjects on which he has been engaged
over the past two decades,

Gunnar B, Kvaran



LIST UM LIST

Kristjan Gudmundsson er faeddur 4 Snasfellsnesi en uppalinn i Reykjavik. Par gekk
hann { barna: og unglingaskola en undi sér illa og heetti pvi nami 16 dra ad aldri. Hann
stefndi po ekki strax inn 4 listabrautina, heldur fékkst hann vid ymis tilfallandi storf,
var kokkanemi i Lidé um skeid, lkerdi ad fjiga, en flaug Srsjaldan.

Pegar talad er um upphafid 4 listferlinum, koma oft upp nifn Sigurdar brodur hans
og Pordar Ben Sveinssonar, en peir voru i Handida-og myndlistarskalanum i byrjun
siunda aratugsins, m.a. nemendur Sverris Haraldssonar, en hiifdu po sinar eigin
hugmyndir um listina. Kristjan Gudmundsson for aldrei i listaskola, kannski vegna
pess ad honum fannst hann vera ordinn of gamall til ad setjast par inn a sama tima og
vinir hans voru ad fara padan G

Pad er erfitt ad segia til um hvad vard til pess ad Kristjan hof ad vinna ad myndlist.
Fadir hans, Gudmundur Arason, rak innrémmunarverksta:diog listaverkastlu, og
pangad komu margir listmalarar & peim tima. Padan sa Kristjian inn { myndlistarheim-
inn strax sem unglingur, Sjalfur segir hann ad ekki hafi verid um neina sérstaka
hvatningu ad raxda heldur samsafn af mérgu.

Pegar Sigurdur brodir hans og Pordur Ben Sveinsson dkvidu ad fara til Amster-
dam, 4rid 1963, kom Kristjan pangad bann sama vetur og dvaldi i um manadar tima.
Honum leist vel 4 borgina, en stoppadi pd stutt. Sumari® eftir for hann til Bandariki-
anna, en par var hann farinn ad gera smamyndir i halfgerdum poppstil. Naesta vetur
dvaldi Kristjan svo 4 Spani. Petta var 1964-1965, en pvi nst hélt hann aftur til Is-
lands.

bott Kristjan Gudmundsson sé oft ordadur vid SUM-hopinn 1ok hann ekki batt |
fyrstu samsyningu hans. Hann var ahorfandi. Sjalfur syndi hann fyrst 4 samsyning-
wnni UM67, Ungir myndlistarmenn, i Laugardalshill arid 1967. Fyrsta einkasyningin
var hins vegar arid eftir 4 Mokkakaffi. Verkin 4 peirri syningu voru naskyld papplist-
inni, en i peim ma poé merkja tilfinningu listamannsins fyrir einfildun og kerfis-
bundnum vinnubrogdum, Um verkin 4 pessari syningu segir Kristjin: .Hugsunin var
ad gera eitthvad einfalt, skyrt og ograndi og sem bari volt um tiltlulega litd hug-
myndaflug. Uppistadan i syningunni voru prju atridi. Pannig hét ein myndin hiind-
ljbs-kanina og nasta hét kannski kanina-hiind-lios og si pridja ljgs-hiind-kanina, og
dfram pannig, pangad til mguleikarnir voru temdir. i dllum myndunum var raf-
magnsljos. Petta var mjog flatt og dlistreent, nokkurs konar |, fugt® hugmyndaflug,
enda uppskeran i samrami vid bad — mjig litil".

A syningunni i Galleri SUM 4rid eftir var hins vegar annad uppi 4 teningnum og

greinilegt ad listamadurinn hafdi komist { kynni vid listhugmyndir 4 bord vid Arte
Povera, Umhverfislist og sidast en ekki sist Fluxus.

Arit 1970 fluttist Kristjan asamt fiolskyldu sinni til Hollands, Brédir hans Sigurdur
var buinn ad festa par raetur og hjalpadi hann Kristjani ad finna ibud. A pessum tima
attu sér stad mikil straumhvisef | heimslistinni, Nyir straumar flaeddu yfir listheiminn
frit Bandarikjunum, Bretlandi og Italiu. Hér var um ad reeda Conceptlistina, Land Art
og Arte Povera.

Conceptlistin, sem vard afar fyrirferdamikili Hollandi & pessum drum, var upphaf
lega andsvar vid fagurfradilegum dherslum Minimallistarinnar og almeetti hlutarins
eins og hann birtist m.a. i Popplistinni. Conceptlistamenn alitu ad formrann og hug-
lsegur pattur listarinnar veeri ekki pad sem skipti mali heldur merking hennar. beir
ligdu sig fram vid ad sundurgreina edli hennar, virkni og notagildi. Af pessu leiddi ad
fraedilegar vangavellur og rikrzedur komu oft § stad pess ad bua til eda skapa raun-
verulega listhluti i hefbundnum skilningi. Tungumalid var teki sem haefdi concept-
listamiinnum og var oft notad { samspili vid lidsmyndir.

Arte Povera nadi einnig mikilli ttbreidshu 4 pessum tima. Pessi liststefna, sem actt-
ud var fra ftaliu, var um margt naskyld Conceptlistinni. Hugmyndir Arte Povera lista-
manna #ttu reetur sinar ad rekja til amerisku neo-dadaistanna og frinsku ny-realist-
anna, Peir voru ennfremur afar uppteknir af menningarfélagslegu gildi listarinnar og
héfnudu listaverkinu algjirlega sem afurd. Til ad losa listaverkid undan peim Grltig-
um ad kallast .neysluvarningur notudu Arte Povera listamenn oft forgengileg efni
sem dttu litls miguleika 4 pvi ad tidlast nytt formraent efnislif hja he@bundnum list-
nevtendum, ,Audvirdileg” efni voru pvi einkennandi fyrir listamenn Arte Povera. Og
ekki var pad dalgengl ad peir, likt og conceptlistamennirnir, létu sér stundum naEgja
ab vinna adeins med hugtik og l¥ysingar & verkum an pess ad kleda pau efnislegum
buningi.

Sii Conceptlist, sem spratt undan pessum dhrifaviildum { Hollandi, var um margt
frabrugdin pvi sem pekktist i Bandarikjunum, Bretlandi, Frakklandi og ftaliu. Er par
helst til ad nefna ad hin vard sjaldnast eins strangvisindaleg i skilgreiningu og ut-
farrslu, auk pess sem hun hafdi til ad bera ljédrenna yfirbragd. Sagt hefur verid ad
hollenskir conceptlistamenn hafi aldrei verid jafn afdrittarlausir andstedingar
formalismans og gerdist annars stadar.

Bad var mikid um ad vera | Amsterdam 4 pessum drum. Syningar i Stedelijk safo-
inu viktu heimsathygli og attu paer ekki litinn patt i ad rvdja framseknum listhug-
myndum braut. Par kyvnntist Kristjdn pvi sem efst var 4 baugi hverju sinni og gal
jafnframt endurnyjad kynni sin vid eldri listamenn, svo sem Malewitsch, Fontana,
Manzoni og De Stjl hreyfinguna,

Greinilegt er ad adurnefndar liststefnur hafa haft djupstad ahrif a listskiipun Krist-
jins Gudmundssonar, sem tileinkar sér strax i byrjun dttunda aratugsins listhug-



myndir Conceptlistarinnar. En pad sem meira er, verk hans fra pessum darum eru
mun freedilegn heldur en almennt var medal hollenskra listamanna. Fyrstu teikning-
ar sinar nefnir Kristjan  Yfirhljodhrada teikningar® og eru paer gerdar med pwi ad
skjota riffilkdlum eftir pappirstirkum, pannig ad peer rétt sleiktu pappirinn, Pad sem
sésl 4 pessum teikningum er rak par sem kulan hefur litillega seert pappirinn og
brennt pudur. Pessar teikningar urdu til & ca. 1/1500 4r sekundu, sem Kristjdn segir
ad sér hafi pott oumredilega fallega stuttur timi* og hann beetir vid: .Eg vildi taka
brot af eilifdinni og virkja pad til fullnustu — fwi pa vard svo mikid eftir®,

Arid 1972 komu 0t tvaer backur eftir Kristian Gudmundsson. Annars vegar lioba-
baékin JPunktar/Periods® sem samanstendur af uppstekkutum punktum { jodum
Hallddrs Laxness og er bar um ad raeda eins konar ligmarksljod; og hins vegar staerr
bok sem heitir Nidur/Down® og er pad prosi, — Land Art prosi. Pessi bok fjallar um
bilid milli heesta tinds jardar og mesta hafdypis. Arid eftir var Kristjani bodid ad syna i
Stedelijk saminu | Amsterdam, og | stad pess ad gera syningarskra tithjd hann litla
bak, Circles®, sem er afar beinskeyit conceptverk. Innthald peirrar békar er prjdr
litsmyndir af hringum a vatni, prentadar 4 jafn pung blsd og steinarmir voru, sem ollu
hringunum; skyvrt stefnumot orsaka og afleidinga. Hér er um ab rieda giirmerkingu
i efminu® eins og hann kallar bad sjalfur.

Um petta leyti var Kristjan kominn a starfslaun hja Amsterdamborg og hollenska
rikinu og fékkst neestu drin mest vid bokagerd og teikningar. Hann leggur driig ad
bok sinni .Once Around the Sun® sem er stort verk, viir 1400 bladsidur i tveim bind-
um. A sama tima hofst hann handa vid gerd tveggia dlikra myndflokka, sem o falla
badir undir konstruktifan Conceptualisma. Annar pessara myndflokka var Jafntima
linurnar®, sem allar eru teiknadar med blau bleki og sjalfblekungi 4 punnan perri-
pappir. betta eru demigerd conceptverk par sem formin (linurnar) eru skilgreind og
dahorfendum er ekki gefinn neinn kostur & eigin Wilkun 4 verkinu. Tilfinningar lista-
mannsins bua ekki i verkinu. Pad hefur verid leyst undan huglaegum vangaveltum.

Hinn myndflokkurinn fékk samheitid , Orsik og afleiding” og eru peer myndir allar
gerdar med tippex®, sem er leidrettingarpappir fyrir ritvélar, Par er linunni prykkt af
tippexpappirnum & graan it og notad til pess Litd sknifjam. Hér er afleidingin latin
svara orsikinni a ymsa vegu. | myndrédunum — -1l og 1-IX er orsikin til demis
alltaf eins, en afleidingin dvallt mismunandi, pott hin sé { fidstum grunnstrildir,

Pessi augljdsa klifun milli heitising og verksins, milli formsins og inntaksins, lokar
fyrir alla tilkunarmdguleika hja dhorfandanum. Pannig a sér stad akvedin og skyr
teeming milli formsins og forsendu verksins. Form og forsendur standast 4 og getur
hvorugt 4n hins verid. Petta eru einmerkingarverk. Kristjan segir ad hann liti gjarnan
4 efni sem ilat fyrir mynd eda hugmynd. Og ad dtid og hugmyndin renni saman i
einn hlut.

Pegar Pompidou listamidstiidin i Parls var opnud 1977, baud piverandi forstiibu-
madur nutimalistasafnsins, Pontus Hulten, fiorum islenskum listaménnum ad syna
par. Peir voru Hreinn Fridfinnsson, bordur Ben Sveinsson, Sigurdur Gudmundsson
og Kristjan Gudmundsson. Syningin bar yfirskriftina .¢ca va? ¢a va?. A pessari syn-
ingu var ad finna teikningu eftir Kristjan sem hefur ad geyma pessa grunnhugmynd
um {lit: Eg akvad ad teikna hring sem veri jafnstor ad flatarmali og pad sem hann
Iykist um — jain stdran innihaldi sinu, sjd hvernig hann samsvaradi sér”. En hug-
myndin um ildt er hér adeins hluti af myndinni, pvi hann tengir hana tima, og letur
arid, sem myndin er gerd, dkvarda staerd hennar. Fliturinn sem teiknadur er skal i
verda 1972 cm® og audu svadin innan hans og utan stmu staerdar. Nasta ar gerdi
hann svo sams konar teikningu og notadi pa tiluna 1973 og par med var komin hreyi-

ing & pessa annars kyrrstaedu jifou.

Arid 1979 fluttist Kristjan Gudmundsson dsamt fjolskyldu sinni aftur til Islands,
Honum fannst vera komid ad peim tmamatum ad hann gerdi upp vid sig, hvort hann
settist ad 1 Hollandi til frambadar eda snér aftur, Eftir heimkomuna settist hann ad
nordur d Hjalteyri uns hann fluttist til Revkjavikur arid 1982,

A sidustu drum hafa ordid grundvallarbreytingara listskiipun Kristjian Gudmunds-
sonar. Hann er hattur ad meela og vinna med jifnur. Pess i stad eru verk hans ordin
formren. Kristian skilgreinir pau sem teikningar. En petta eru ekki teikningar |
venjulegum skilningi; Kristian gengur ekki inn i hefina og teiknar ut fra akademisk-
um forsendum, hvad pda ad hann bregdi nyrr syn 4 raunveruleikann; — petta eru
fullkomlega dhlutleg verk. Vid getum miklu fremur sagt ad hann beeti vid nyjum
viddum inn i teikninguna. Linan er ordin hlutur 6had bladi eda d6drum grunni. Hin
ber | sér eigin stod. Efmid i pessum teikningum eru renningar ur bokfellspappa sem
eru limdir saman. Pessir samlimingar hafa ekki til ad bera pd teemingu eda samsviir-
un sem vid kynntumst i fyrri verkum listamannsins. Peir eru formreenir, 6skilgreindir
og lifa einungis fyrir pa [j6draenu sem peir geisla fra sér.

A sama hatt og Kristidn midladi skyrum og afgerandi hugmyndum i fyrrd verkum
einbeitir hann ser ni ad pvi ad cinfalda formrana atferslu § peim nyrri. Allt midar ad
pvi ad hreinsa myndina af Gllum aukaatridum og ad komast ad hinum eiginlega
kjarna. I slikum verkum & smaatridi aukna virkni og virdist oft sem hin liobrana
midlun tengist minnstu einingum i verkum listamannsins, Petta kemur m.a. fram i
hinu umfangsmikla verki ,Bla fiersla® sem hann syni § Norra:nu menningarmidstid-
inni i Sveaborg sumarid 1988, Par setur hann fimm pappirsrallur i r69; hver nilla
vegur um 600 kg. Fyrir ofan pappirsrillurnar, vid hvorn enda verksins, hengdi hann
fliskur med blau bleki;, sem féll i dropatali nidur 4/1 rillumar. Pessi teming/fylling
tok w.p.b. 35 klukkustundir. Hér er enn 4 ferd grunnhugmyndin um ilat. En heér er
efnid ,frelsad” a medan pad skiptir um ilat.



Kristjan hefur einnig gert verk — installationir— sem eru ar tveimur hraefnum,
pappir og grafiti (rtblyi). Pessi frumlegu verk bjdda, olikt pvi sem adur var, upp 4
fiiilpeetta talkunarmiguleika. Hann stillic upp pappirsrillum og grafitlengjum og seg-
ir pessar teikningar vera efnisbanka sem liggi hvoru megin sem vera skal vid niall-
punktinn. Pad er ljost ad pessi verk fjalla um listina, og dhorfandinn freistast til ad sja
i peim opinberada stundina begar skiipun 4 sér stad. | pessum verkum er Kristjan
ekki adeins biinn ad finna nyjar brautir innan teikningarinnar, heldur er hann enn-
fremur biinn ad sprengja utan af sér myndlistarrammann, Vid getum ekki sidur skil-
greint pessi verk sem békmenntaleg, — rithist i &1 vid konkret-1jo0.

Allt fra upphafi virdist list Kristjan Gudmundssonar fjalla um listina med stdru L,
hvort sem bad er med jakvaedum eda neikvaedum formerkjum. [ fyrri verkum lista-
mannsing midast allt vid ad gera listina ekki ad list { hef@bundnum skilningi, heldur
hefta hana og loka fra alld longun, imyndun og hillingum, sem annars gaefu henni
vaengi. Verkin voru lokud utan um eigin kenningar og klifun. A sidustu drum hefur
Kristjin hins vegar opnad fyrir patttiku ahorfandans i verkum sinum, likt og fleir
conceptlistamenn dttunda dratugsins, og bodid honum ad njota faguriredilegra unad-
semda myndverksins. Merkingarkjarmanum hefur verid sundrad og [ stad hans er
komid, svo ad notud séu ord listamannsins sjalfs, Jburdarafl hraefnisins — stabbund-
in orka pess®,

Gunnar B, Kvaran.




L'ART SUR L’ART

Kristjin Gudmundsson was born on the Snaefellsnes peninsula of west leeland,
but brought up in Reykiavik. He attended primary and secondary school in the capi-
tal but always felt out of place there and left at the age of 16, He did not gravitate
immediately towards arl, however, taking instead various jobs which presented
themselves, which included an apprenticeship as a chef and training as a pilot, alt-
hough he only flew rarely.

The names of Kristjan Gudmundsson'’s brother Sigurdur, and of Thordur Ben
Sveinsson, recur in discussions of how his artistic career began. Both were students
at the Revkjavik College of Arts and Craftsin the early sixties and enteriained their
own individual notions about art. Kristjin Gudmundsson never attended art college,
perhaps because he considered himself too old to enrol there a1 the same time as his
friends were leaving.

It is difficult to say whal prompted Kristiain Gudmundsson to pursue art. His
father, Gudmundur Arason, framed pictures and sold paintings, and was visited by
many artists in his day, which gave Kristjain Gudmundsson an insight into the world
of art in his early youth. The artist himsell says that there was no single catalyst
which spurred him to take up art, but rather a combination of several,

When his brother Sigurdur and Thérdur Ben Sveinsson decided to go to Amster-
dam in 1963, Kristjan Gudmundsson followed them the same winter and stayed for a
month. He was attracted by the city, although he only spent a short time there. The
following summer he went to the USA, having already begun to make small paintings
in a partial Pop Art style. Gudmundsson spent the next winter, 1964-65, in Spain,
before returning to Ieeland.

Although often mentioned among the SUM Group, Kristjan Gudmundsson did not
take part in its first group exhibition. He was an observer. His exhibition debut came
at UM (Young Artist=) ‘67, in Revkjavik's Laugardalshiill Centre. He had his first
private exhibition a year later at Café Mokka, The works there bore a close relation
to Pop Art, while also revealing traces of his feeling for simplicity and systematic
techniques. Of the works at the exhibition Gudmundsson has said; “The idea was to
do something simple, clear and challenging, which testified to relatively little
imagination. The fundamental tenet of the exhibition was three elements. One paint-
ing was titled hand-light-rabbit, the next perhaps rabbit-light-hand and the third
light-hand-rabbit, and so on. All of the works included an electric light. It was very
mundane and unartistic, a sort of anti-imagination, which produced a fitting result —
nol much at all”,

His exhibition at Gallery SUM a year later, however, was fuite another matter,
clearly showing the artist’s acquaintance with the ideas of such movements as Arte
Povera, Land Art and, last but not least, Fluxus,

In 1970, Kristjan Gudmundsson moved with his family to Amsterdam, His brother
Sigurdur had already settled there and helped him to find a place to live. At this
period, western art had reached a turning-point. New currents were sweeping over
the art world from the USA, Britain and Italy; Conceptual Art, Land Art and Arte
Povera.

Conceptual Art, an intense force in the Netherlands at the time, had originally
been a reaction to the aesthetic emphases of Minimal Art and the sovereignity of the
object as portrayed, for example, in Pop Art. Conceptual artists subjugated the
formal and subjective element of art to its meaning, striving to analyze its nature,
impact and applicability. As a result, intellectual speculation and argument often
replaced the creation of real objects of art in the conventional sense of the word,
Language was an appropriate vehicle for Conceptual artists, frequently emploved in
conjunction with the photograph.

Originating in Italy and in many ways closely related to Conceptual Art, the Arte
Fovera movement also achieved widespread currency at this time. Its adherents
derived their ideas from American neo-Dadaism and French neo-realism, and were
also preoccupied with the socio-cultural value of art, completely denying it as a prod-
uct. In order to liberate art from being what is sometimes called a "consumer prod-
uct”, adherents of Arte Povera often used transitory materials, which gave their
works little chance of acquiring a different formalistic material life in the hands of
traditional art collectors. “Cheap® materials therefore came to characterize the
movement. And, like the Conceptual artists, adherents of Arte Povera not uncomm-
only limited themselves to using only concepts and descriptions of works, without
materializing them ohjectively.

The offshoot of Conceptual Art which sprang from these influences in the Nether-
lands differed in many respects from that familiar in the USA, Britain, France and
Italy. Its main characteristic was a less rigidly scientific definition and execution, be-
sides its more lyrical atmosphere. It has been said of Duich Conceptual artists that
they were never as dogmatic opponents of formalism as those from other countries.

Amsterdam was a hive of artistic activity during these years. Exhibitions at the
Stedelijk Museum generated worldwide attention, and plaved no small part in
promoting progressive art. Kristjin Gudmundsson was introduced there to leading
contemporary works, besides renewing his acquaintance with older artists such as
Malewitsch, Fontana, Manzoni and the De Stijl group.

The above-mentioned movements clearly exerted a profound influence upon the
work of Kristjian Gudmundsson, who by the early 1970s had already adopted the




ideas of Conceptual Art. What distinguishes his works of this period, however, is
their much more marked intellectual quality than was current among Dutch artists
then. Kristign Gudmundsson titled his first drawings “Supersonic Drawings® and
made them by shooting bullets from 4 rifle across sheets of papaer. What can be
seen on these drawings is the trace left where the bullet has just skimmed the
surface of the paper, and burnt gunpowder, Each drawing took approximately 1/
1500 of a second to produce, which Kristian Gudmundsson says he felt to be “..an
indisputably beautiful short time®, adding: *I wanted to take a fraction of eternity and
activate it to the full — because so much would be left afterwards".

In 1972 Kristian Gudmundsson made two books, One was a book of poetry,
“Punktar/Periods,” consisting of magnified periods found in the printed verse of
Halldér Laxness, a sort of minimalist poetry, and the other a larger work called “Nid-
ur/Down®, in prose — Land Art prose. Its subject is the space between the highest
peak on earth and the greatest sea depth. The following vear Gudmundsson was
invited to exhibit at the Stedelijk Museum, and instead of a catalogue he had a small
book made, “Circles®, a highly concentrated Conceptual work. The book contains
three photographs of circles in water, printed on sheets of paper each as heavy as the
stones which caused the cireles. A clear conjunction of cause and consequence. This
was a question of “total saturation of the material®, to use his own words.

Around this time, Gudmundsson was awarded a full-time grant by the city of
Amsterdam and spent the following vears mainly working on making books and
drawings. He produced a draft of the massive "Once Around the Sun®, a two-column
work of more than 1400 pages. At the same time he began to work on two different
types of drawing which can nonetheless both be classified under constructive
Conceptualism. One was “EquaHime Lines®, a complete series of drawings executed
in blue ink and fountain pen on thin blotting paper. They are typical Conceptual
works in which the forms (the lines) are defined so as to leave the beholder no
opportunity to interpret them for himself. The artist’s feelings are not inherent in the
work; it has been liberated from subjective speculation,

The other type of works was a series given the name "Cause and Consequence®,
all executed with “tippex”, typing correction paper. Lines are pressed from the tippex
onto a grey surface using a small screwdriver. Their consequence is made to answer
o the cause in various ways. In the series Il and FIX, for example, the cause is
identical, but the consequence always varies despite its rigid fundamental structure,

Such an obvious tautology between the title and the work itself, between form and
content, excludes all possibility of interpretation by the beholder. A clear act of
emptying lakes place between the form and the premisses of the work — the two
sland together, and neither can exist without the other. These are monosemic
works. Kristjan Gudmundsson speaks of his tendancy to consider material as a

vessel for images or ideas, and to let the vessel and the idea merge into a single
object,

When the Pompidou Centre opened in Paris in 1977, its then director Pontus Hult-
en invited four Icelandic artists to exhibit there under the title “¢a va? ¢a va?™: They
were Hreinn Fridfinnsson, Thordur Ben Sveinsson, Sigurdur Gudmundsson and
Kristjan Gudmundsson, One of the drawings which Kristjan Gudmundsson exhi-
bited there contains this fundamental concept of the vessel. I decided to draw a
circle, which covers as large an area as it embrases — the same size as its content, to
observe its proportions®. But the idea of the vessel is only part of this drawing, since
the artist also links it to time, allowing the vear in which the drawing is made to
determine its size. The surface to be drawn was therefore 1972 em® and the blank
areas inside it and outside were the same size. The following year he made a similar
drawing using the number 1973, and thereby this static equation had been set in
maotion.

In 1979, Kristjan Gudmundsson returned to Iceland with his family. He felt he had
reached a turning-point when he had to decide whether to setile permanently in the
Netherands or go back home. On his return, he settled in the village of Hjalteyriin
the north, until he moved back to Revkjavik in 1982,

Fundamental changes have taken place in Kristjan Gudmundsson's art over the
past few years. He has ceased measuring and working with equations. Instead, his
works have become formalistic. Kristjan Gudmundsson defines them as drawings,
although they are not so in the conventional sense. He does not enter a tradition and
draw according 1o academic premisses, and even less does he offer a new perception
of external reality — these are completely abstract works, It is much more accurate
to say that he adds new dimensions to drawing as such. The line has become
independent of the paper or any other surface, containing its own inherent support.
The materials used in these object drawings are the cardboard and glue of the book-
maker, and they lack the emptying quality which we met in his earlier works. They
are formalistic and indefinite, living only for the lyrical quality which they radiate.

In the same way that he mediated clear, decisive ideas in his earlier works, Krist-
jan Gudmunsson has later come to concentrate on simplifying his formal execution.
Everything aims towards purging the drawing of all incidental detail, towards
realizing its essence, The impact of detail is heightened and the act of lyrical medi-
ation often seems to be connected with the minutest elements in the artist's work. An
example of this is the vast “Blue Transmission® which he installed at the Nordic
Cultural Centre, Sveaborg, in the summer of 1988. This comprised a row of five rolls
of paper weighing around 600 kg each. Al each end of the rolls, the artist suspended
bottles of blue ink above them which dripped down onto and into them, one drop at a
time. This act of emptying and filling took around 35 hours. The fundamental idea of



the vessel still prevails, but here the materialis *freed® as it moves from one vessel to
the other.

Gudmundsson has also made “installations® consisting of two materials, paper and
graphite. Unlike his earlier works, these highly original works invite a multiplicity of
possible interpretations. He arranges rolls of paper and lengths of graphite and
describes these drawings as “a bank of material lving either side of zero®, Art itself is
clearly the subject of these works, and the beholder is tempted to see in them a
revelation of the moment when the act of creation takes place. With such works,
Gudmundsson has not only discovered new directions within the drawing, but has
moreover broken out of the conventional framework of visual art, enabling us to
define them equally as literary creations — written works related to concrete poetry.

From the very beginning, the subject of Kristjan Gudmundsson’s art has been Ant
itself, connotated from either positive or negative premisses, The artist's earlier
works aimed at not creating art in the conventional sense, but at confining it and
denuding it of all yearning, imagination and illusion which would otherwise give it
wings. The works were closed around their own conceits and tautologies. In recent
years, however, Kristjan Gudmundsson has opened up his art to participation by the
beholder, like other Conceptual artists of the seventies, offering an invitation to
share in enjoying the aesthetic pleasures of the visual work. The essential meaning
has been rent apart and replaced by what the artist himself calls the “vehicular power
of material — its local energy”,

Gunnar B. Kvaran




Yfirhljgdhrada teikning nr. 3 Supersonic drawing nr. 3
1972 1972
Brennt byssupddur/pappir Burnt gunpowder/paper
50 x 50 cm [med rammal 50 x 50 cm |with frame)






Teikning 1972 Drawing 1972
1972 1972

Blyontur/poppir Pencil/paper
769x76%cm 769x76%9cm






Orsék og ofleiding nr. 2 Cause and Consequence nr. 2
1974 1974
Leidréttingapappir/ poppi Correction-paper/cardboard
33,5x25cm 33,5x25em






Orsék og ofleiding nr. 4 Cause and Consequence nr.4
1974 1974
Leidréttingapappir/ pappi Correction-paper/cardboard
22 x 30 ecm 22x30cem
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