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Samfléttun listgreina er ekki nytt fyrirbaeri i heimi lifandi listskGpunar og ma rekja hana langt aftur i aldir. Ungum
listam@nnum ntimans, sem hafa til ad bera mikla innsyn i pa sogu og hafa auk pess frjott hugmyndaflug og
sképunarmatt, er hin einkar hugleikin. Finnbogi Pétursson er einn beirra islensku listamanna sem standa hvad

fremstir é pessu svidi. Menningarmdlanefnd er pad dnagja og heidur ad kynna verk hans gestum Kjarvalsstada
med pessari syningu.

Huslda Valoysdartir,
farmadur,

In the world of living art there is a long tradition of combining different branches of the arts. For young artists today
who have not only insight into this tradition but also a fertile imagination and creative power, this is a particularly
appealing area in which to work.

Finnbogi Pétursson is one of Iceland’s leading artists in this field and it is a pleasure and an honour for the Cultural
Committee of the City of Reykjavik to introduce visitors to Kjarvalsstadir to his work through this exhibition.

Hulda Valtysdérrir,
Chairman,



Halldér Bjorn Rundifsson:
HUGLEIDINGAR UM FINNBOGA PETURSSON OG
LISTRAENA SAMSVORUN | TIMANNA RAS.
|

Pad hefur l6ngum verid draumur listamanna ad blanda saman élikum
listgreinum i svo jéfnum skémmoum ad or pvi yrdi pridja listgreinin®,
54 draumur er ekki endilega hafdur | himalum, en hann hefur fylge
listinni allar gétr fri pvi Orfeifur reikadi um velli Prakiu, Orfeifur var
skild, stingvari og hljadfxralelkari, en heimildum ber ekki saman pad

hvad hafi vegid pyngst: ljédlistin, songurinn eda yruleikurinn,

Sagt er ad Orfeifur hafi sefad villidyr og blidkad mittarvald undir-
heima med sang sinum ogfeda hljadfzraslerd nema hvort tveggja hafi
werid, Enn greinir heimildir 4 | peim efnum svo seint fest dr pvi skor-
id hvada hafileikar skildsins voru venlegastir il drangurs gegn folsku
nitedruaflanna. Var pad sampeettingin samanlogd eda eitt atridi
adrum fremur sem rédi drslitum?

byl verdur traudla svarad med neinni vissu, Hite vita flestir ad eftir ad
mencdurnar prakversku sundrudu Orfeifi skoladi hafdi hans & fjGrur
Lesbosar par sem lyriskur skildskapur it eftir ad blémstra | td
Safféar ag Alkajosar. 30 spurning hlytwr ad vakna hvort skildskap-
urinn hafi rddid drslitum pére songur og hljdédferaslitur Orfeifs
hefdu pann ddurnefnda toframitt ad geta sefad dargadyr.

En til eru fleiri fornklassisk demi um sérstedan samruna listgreina,
Ordid kor" kannast allir vid sem misstoran hép séngvara, sem
syngja saman. Hitt er einnig pekke ad ballettmeistari kallist  khoreia-
graphos” eda koreograf. Svo reikular ordsifjar benda il pess ad korar
| forngrisku borgrikjunum hafi ekki litid sér negja ad syngja heldur
jafnframe fengid sér snining og ef til vill leikid undir 4 ymis hijodfer]
Pad geti komid heim og saman vid tiglaimynstrid i golfum nokkurra
leikhisrista, sem sumir hellenistar tilka sem forskrifc eda ramma -
«graphikos” - fyrir dansspor kéra | forngriskum leikritum,

Ml er talid nesta vist ad leiksyningar og leikritun hafi préast fra
songkorum | lok sjiottu aldar fyrir Kristsburd, Fyrsti leikarinn - hinn
hilfgodsagnakenndi Pespis - mun jafnframe hafa verid fyrsti einséngvar-
inn. Pannig 4 kérinn ad hafa gedd af sér samredur | formi sénglistar,
einhvers konar kantotu, sem vard ad séngleik en hatti ekki ad breyt-
ast fyrr en eftir stod fullskapad leikric

Oll hin margslungna bléndun listgreina | Grikklandi hinu forna 4 sjotw
og fimmuu &ld fK. - um pad leyti sem list var ad verda list i okkar

skilningi - rifjast ésjalfrite upp fyrir manni pegar Kjarvalsstadir hleypa
af stokkunum syningu & verkum Finnboga Péturssonar. Pad er nefni-
lega bGid ad telja okkur nitimamonnum svo lengi trid um ad klassisk
formszkni hafni med o&llu slikri bléndun listgreina, sem Finnbogi
dstundar, ad vid erum farnir ad medtaka bodskapinn sem dyggjandi
sannleik.

bad vill oft gleymast a8 sii klassik, sem heimtar skylaus skil milli list-
greina, er ekki hin upprunalega klassik forngriska borgrikjasambands-
ins heldur nyklassik einvaldanna a 17. og 18. &ld. Adgreiningarfrzdin
og sérhafingin, sem ruddi sér til rams innan visinda, lista, heimspeki og
stjornmidla um og eftir daga Descartes - og Kant bate skémmu sidar |
kerfi - var vissulega af hinu goda og hradadi mjsg sigri skyrrar rok-
hugsunar yfir hégiljum fyrri tdar,

Medal pess sem monnum vard ljost pegar peir foru ad afgreina
hlutina var ad bléndun listgreina var engan veginn sjilfgefin. beir
komust ad pvi ad figlmargar tilraunir til ad breeda saman olikar list-
greinar reyndust pegar tl kastanna Kem nasta finytar og ofrjéar.
Pannig var adgreiningarhyggjan fest | sessi sem érak sannindi og lif8i
godu lifi alle ol midrar twreogustu aldar. Svo seint sem um midja
oldina stadhzfai franski fagurfredingurinn Etienne Souriau - | békinni
Um tengsl listanna (.La correspondance des arts”, Paris |1947) - ad
pad vari ekki venlege til drangurs ad fletta saman tver eda fleiri
olikar listgreinar, péte dialektiskr préunarferli trypgdi dvallc opld fledi
milll peirra. P4 varadi Souriau menn einnig vid pvi a8 blanda saman
sérheitum listgreinanna, td. nota wngutak tonlistar l ad lysa mynd-
list eda bokmenntum.

Souriau lidist pd ad geta pess ad fijdlmérg ,.Ohrein” hugték eru pegar
naglrekin | fagurfraedinni. | tonlist geta menn td, wiad um kromatiska
skalann dn pess ad leida hugann ad pvi ad  khromos" er griska heitid
yiir li. Pd er sambland téna og lita algengt | ymsum sambéndum, s.5. |
ordatiltzkinu a8 téna nidur liinn®, en pad er algengt ordalag | heimi
listmalara.

Reyndar var pad ekki minni madur en lsaac MNewton, sem notadist
vid logmdl hins harmoniska tonskala ol ad dkvarda ficlda litbanda i
lieréfinu. 50 nidurstada hans ad litrnir varu sj6 talsing er einber hug-
arsmid til pess gerd ad koma einhverri reglu & ljosbrotid. Newon
bygedi pennan skildskap sinn 4 tilraunum, sem hofust med endur-
relsnarscefnunni, Einmite pa vaknadi dhugi manna a pvi ad yfirfera
hinn samraemda tonskala 4 adrar listgreinar. Til d=mis var reynt ad
deila nidur rymi | samraemi vid attundir. Pad var gert med peim haetti
23 tonsveifla mislangra strengja var mazld og deilt nidur | svaedi sam-
kvaemt gefnum flarviddarreglum.

Hér er komid furdunarri peim heimi, sem Finnbogl Pétursson hefur

verid ad kanna med verkum sinum. En & milli hans og Mewrtons standa



pé aldir rémantiskrar tlraunastarfsemi, timabil pegar ymsir listamenn
sokktu sér med dkafa nidur | tengslin milli dlikra listgreina og reyndu
ad gera sér grein fyrir dhrifum slikrar sampattingar a skynheiminn,

I

Segja md ad pad hafi verid enska skildid Shelley, sem hof sampatr-

ingarhugmyndina aftur til vegs og virdingar med lkvaedi sinu Epipsychidion
fra 1821:

And every motion, odour, beam, and tone,
With that deep music is in unison:
Which is a soul within the soul — they scem

Like echoes of nn antenatal dream.

Svo sem morg fyrri kveda sinna byggdi Shelley perta kvadi um
wofursilina® - sil innan i sdl - 4 hugmyndum Platons. Eins og segir |
[jedlinunum er inntakid dkall um samvirkni skynferanna svo silin fii
numid &ll hin margbrotnu dreiti ndttdrunnar og ordid eitt med henni,
Franska skildid Baudelaire, sern feddist sama dr og Shelley samdi
Epipsychidion, ferdi pessa samsvorun skynferanna inn | stérborgar-
nittdruna, sem vegaljds hins nyja villimanns | frumskégi fullum af
dventum, éredum tiknum, Kvaedi hans Correspondances , sem Helgi
Hilfdanarson pyddi sem ,.Eining”, bydur monnum ad dma sig 4 og
rada saman brotinni heimsmynd nitima borgarlifs med hjalp sam-

virkrar skynjunar:

Sem bergmils-idur fadm yfir fjarskann spenna
og falla saman | einingu djipa og breida

sem émmlis-ndttin, sem Ardegisljosid heida
angan og litir og ténar saman renna.

Arthur Rimbaud, einn helsd fyrirrennari symbdélismans eda tiknszis-
stefnunnar, gekk feti nzr takmarkinu med pvi a8 tengja saman sér-
hljod og liti | kvaedi sinu Voyelles | ,Sérhljdd”, sem hefst a pessa leid:

A noir, E blane, | rouge, U vert, 0 bleu : voyelles,

betta er audvitad erkidemi um samskynjun - . synaisthesis” - pa, sem
ni er talid ad skyra megi med pvi a8 sérhljédin hafi Rimbaud lere 4
skolabekk adgreind hvert med sinum lit Pad breytir ekki pvi ad
tilraun Rimbauds til a8 vikka skynhrif manna med sampattingu hljéda
og lita hafdi dmald dhrif & kynslodir ljodskilda, sem i eftir komu,

Er pad tilviljun ein ad Richard Wagner skuli hafa lokad sinum fraga
Niflungahring pegar Rimbaud orti ljgd sitt um sérhljedin? Wagner

gekk pess ekki dulinn ad dperur hans vaeru samfléotud listaverk, sem
=uu eftir ad bylta hugmyndum manna um tengs! listgreinanna. Pegar
rissneska tonskdldid Alexander Skrjabin bjo kantotu sina Promepeif
til flutnings drid 1910 ®=dadist hann tl ad auk korsongs dn orda,
orgels, hljémsveitar og piands, vari leikid 4 hljédferi, sem hann
kalladi Jiaklaver”. Pegar dkvednar nétur voru slegnar 4 litaklaverid
lystu sameengdir litir upp allan salinn,

Hafi Skrjabin byggt 4 peim grunni, sem beir Rimbaud og Wagner
logdu figrutiu drum fyrr, ferdi hann vini sinum og addianda, riss-
neska listmadlaranum Vassilji Kandinski, kyndil hinna nyju kenninga.
Der gelbe Klang - Guli hljdmurinn®, hid nystirlega ljésa-, hreyfi- og
ténverk hans fri 1912, sem austurriska vonskildid Arnold Schoen-
berg hrdsadi & hvert reipi | bréfi dl Kandinskis og taldi ganga fex
lengra en sitt eigid verk Die Glickliche Hand, Hondin hafileikarika®,
fra 1910-13 - var dreifanlega eitthvert framseknasta timamotaverk
fyrir heimsscyrjoldina fyrri.

batt Guli hljémurinn” vaer ekki frumfluttur fyee en 1975, urdu ad-
Witandi kenningar Kandinskis um sampattingu mannsraddarinnar, hreyf-
inga likamans og hljém litanna Huge Ball, hinum kunna forsprakka
dada-hreyfingarinnar i Ziirich, tilefni tl ad Hsa pvi yfir arid 1917 ad
Kandinski vieri nitimaleg framirstefnan holdi kizdd.

.

bad vaeri vissulega verdugt verk ad kafa raekilega ofan | ségu sam-
virkrar listar og listrennar samsvarunar, pott ekki veeri til annars en
syna moénnum fram 4 pad ad Finnbogi Pétursson - okkar fremst
listamadur i svidi samfléttunar - er ekki dottinn tl jardar sem
einhver adskot utan Or geimnum. List hans byggir 3@ grunni, sem ma
audveldlega rekja l upphafs listrenna hugmynda | Grikklandi
forna.

Munurinn & list Finnboga og Orfeifs er fremur tmknilegs en hug-
myndalegs edlis. Hér er ordid tzkni audvitad notad | islenskri merkingu
en ekki griskri, po svo skemmtilega vilji tl ad ordid ,tekhne™ pydi
ekkert minna en list 4 twngu Orfeifs. Pad er reyndar svo med verk
Finnboga ad pau verda traudla sundurgreind | teknilega og listrena
parta an pess eitthvad gmist, sem tilheyrir bidum svidum. Takni hans
er pvi ef dl vill tekhne pegar &Il kurl koma tl grafar. Pad vill oft
gleymast ad rottekusty draumar Skrjabins og Kandinskis um samsvérun
élikra listgreina eru | morgum tilvikum pegar ordnir raunverulegir,
Efasemdir, sem fram & midja &ldina - of vida gott bewr - fylgdu eins
og skuggi hvers kyns tilraunum til ad kalla fram sannferandi listrana
samsvorun, ert ni & hrédu undanhaldi, Vid purfum ekki annad en
hvarfla huganum til kéresk-pyska fisllistamannsins Nam June Paiks dl
ad sja bvad hefur dunnist 4 sidustu tveim dratugum. Pott tlraunir



Paiks & 7. dratugnum ol ad virkja nyjustu tekni i pdgu listarinnar hafi
fyrir l8ngu tryget honum heidurssess | prounarségu listarinnar blasir
hvarvetna vid | verkum hans hinn tzknilegl vandi, sem ménnum af
hans kynsléd var 4 hondum. Teknileg drvinnsla bitnadi um of 4 form-
figun og ttkoman vard glarnan klunnaleg. Pessi vandkvedi sdust vel 4
framlagi hans & nyloknum Tvizringi | Feneyjum par sem hann spndi
sem annar af tveim fullerdum Pyskalands.

Finnbogi nytur hins vegar dreeknibyltingar sidustu dratuga, sem gerir
honum kleift a4 finstilla alla paee verka sinna og stemma af tekni og
formgerd. Drjigur hlut af vinnu hans sem listamanns felst | pvi ad
fylgiast med tkninyjungum. Pannig sver hann sig | ®tt vid adra
putimamenn. Hann gerir sig heimakominn | frumskogl stédugra upp-
lysinga og tekniframfara.

Ad visu héf Finnbogi feril sinn med venjuleg segulbond sem ganingar-
midil um pad leyr sem véladldin var hvad ddast ad vikja fyrir &r-
wzkninnl. Arid 1985 fardi hann upp verk i Svartmunkakirkjunni i
Maastricht  dsamt  hollensku Leidi
samanstod af 50 eindma kasettutmkjum og 500 réstalum.
Uppikoman, sem hét Astand og er igetlega varveitt 4 myndbandi,
gaf begar téninn hvad varfar difinningu Finnboga fyrir rymi og
mogulelkum pess. Um piskana wvar  hljédunum - bléndu af

listakenunni Haaljer, sem

mannsréddum og elektréniskum hijddum, sem minntu 4 gregorianska
kéra og klukknahljdm - hleypt gegnum hdralara, sem stédu 4 gylleum
stolum. Flestir hirlararnic voru vid kérinn og endurémudu | sibylju
hljémstreymid, svo kirkjan vard einn gegnvirkur hljémskalpeir.
Patta er mikilviege ad hafa | huga pegar spurt er hvoru megin linunnar
Finnbogl standi, tonlistar eda myndlistar. Ef naemileiki hans fyrir ad-
‘stdum vaeri ekki si. sem raun ber vitni, vaeri eflaust dhatt ad stimpla
hann ténlistarmann. En pad synir sig 4 myndbandinu fra kirkjunni i
Maastricht a8 samhljémurinn, sem Finnbogl setti af stad med segul-
bondunum 50 og hitolurunum, var ekki gerdur tl pess a8 menn setu
| lebdslu yfir tonlistinni, sem peir heyrdu. Like og stdlunum 500, sem
dreift var um golf hinnar gotnesku kirkju, var samhljéminum greini-
lega ®tlad ad hafa dhrif 4 rymi kirkjuskipsins og streyma um pad eins
og elfur. | peirri virkjun rymisins urdu tréstélarnic 500 sem marg-
faldur hljémbotn & risastéru hijedferi. sem kirkjuskipid sjilfc myndadi.
Sama dr setti Finnbogi upp hljd8rena samstillingy, semn kalladist
Waves eda Bylgjur. Priir pristrendar dlstengur, sem héngu ur loftinu
med dkvednu millibili, skullu med snéggum bylmingshéggum 4 veggjium
salarins, Krafturinn var svo mikill ad djop fér komu i plssninguna.
Hoggin og endurémur peirra voru mégnud upp i 12 hitélurum, 6 i
mot 6, | 88rum sal. Hijdmfallid milli radanna liktist einna helst
didpum &mi kirkjuklukkna med skerari, milmkenndum millisteet,
1988 setti Finnbogi saman afra Gtgifu or &l- og bronssténgum. |

peirri degifu var hljémmyndunin &llu pydari.

Pad er vert ad athuga hinn sjénrzna pdte. Fri upphafi virdist strangur
einfaldleiki hafa sett mark sitt & vinnubrogd Finnboga. Pannig 4 sam-
stillingin med stongunum pad sammerkt med uppfarsiunni | kirkjunni
ad ekkert er umfram pad, sem til parf til a8 gangsetja verkid og halda
pvi gangandi. Hitr er jafnframt einkenni & list hans a8 par er ekkert
falid, sem heyrir tl tzknihliinni. Finnbogi tekur hreina og hispurs-
lausa afstédu til frigangs verka sinna. Virar og leidslur, tengi og
festingar, eru érjufanlegur hluti verksins og mega par af leidandi sjasc
| pessu felst dkvedin fagurfredileg afsmda - hri og heidarleg en
jafnframt amerisk" | jikvedustu merking - par sem visad er 4 bug
&llum leikrnum blekkingum, sem einkenna mest af sidméaderniskri list.

Arid 985 setti Finnbogi einnig upp verkid Certain Rythms for Space |
Time Based Arts, Amsterdam. Orlitid breyrr Grgifa - 3. Gtgafa - var
sidar synd | Gallerii Birgis Andréssonar vid Vesturgow. Gamall
plotuspilari an hljdmplétu stod 4 midju golfi tengdur vid tiu hdtalara,
sem Kgu naerri veggjunum allt um kring og baru annad hvort misvida
pappahélka eda ligu ofan i pappahélkum. Petta merkilega verk var ad
pvi leyti mikilvegt ad pad ferdi hiwlarann | ondvegi sem
eftirlatismidil Finnboga. Plétuspilarinn stillt og jafnadi akebilinu milli
spennustillis og hvers hatalara fyrir sig svo tonar, litadir af mismikilli
dypt pappahdlkanna, skutust um salinn. Ur vard présadiskur
rypmakonsert, sem syningargestir gitu med engu moéd stadsett né
heimfere. Ef dl vill for Finnbogl n®r wonlistinni | pessu verki en
nokkru 8dru. En jafnframt vard st hugmynd hans skyrari, sem laut ad
ryminu og hann kallar  hljédceikningar”,

bad er nefnilega heegr ad skoda hljédmerkin Gr hitslurunum sem
mismunandi enda & osynilegum linum, sem teiknadar eru | rymid
umhverfis verkin, Petta er raunar hugmynd, sem sjd mi afar vel |
Teikningu fra 1989. Verkid er sett saman dr 12 fingerdum, fernings-
laga hétdlurum og forritara. Olikt Certain Rythms for Space er Teikning
ligmynd & vegg, Hitélurunum er radad reglulega | fidrar lo8réctar
radir, hverja med premur hitdlurum. Hljgdteikningarnar, sem
myndast med Greglulegum hewi pegar dmurinn skyst milli hatalar-
anna, geta myndad mynstur med 2040 &likum moguleikum,

Hugmyndin er dtferd 4 eiliid annan hate | verkinu Linu fra 1990-91,
sem Finnbogi syndi | Mylistasafninu 1991, 34 ferningslaga hdtdlurum
var komid fyrir | beinni rod eftir veggnum en hljédbylgjan var pannig
stille ad hon gekk i sveiflu, fram og dl baka. Hin hvellu hijédmerki
Tetkningar viku | Linu fyrir sérkennilega dleitinni hljédbylgju, sem virtise
elta dheyrandann/ihorfandann uppi og hegda sér | samrzmi vid



hreyfingar hans.

Sama 4r og 4 sému syningu | Nylistasafninu kom Finnbogi fyrir
stérum hamalara, sem hékk péte yfir halfmyrkvadri gryfjunni en huan
var flotin vatni. Verkid hét Hringur enda myndadi hdtalarinn
sinusbylgiu med tonmognun ad styrkleika 0 - 20 khz, sem giradi
vamnsfiotinn svo bylgjuhreyfingin myndadi reglulega hringi & vissu
augnabliki | ferlinu. Eftir bvi sem bylgian hakkadi breyrtist mynstrid i
vatnsbordinu en kastari varpadi pvi 4 vegginn. Med hjilp vatnsins og
kastarans tokst lisamanninum ad gera hljédmognunina synilega.

Verkid Pendilar, sem Finnbogi gerdi snemma sumars fyrir syninguna
Borealis 6" 4 Listasafni Islands, er | rékranu framhaldi af Hringnum
fra 1991, bremur stérum hitslurum var kemid fyrir nedan i l6ngum
stongum og litnir sveiflast eins og pendular yfir Grsmia mikraféna
svo ismeygllegt tidnihljéd myndadist i take vid hreyfingu pendilanna
priggia.

Eins og flest fyrri verk Finnboga byggir njja verkid & gangi Kjarvals-
stada & samsvorun hijédmyndunar og dbreifanlegrar formmétunar.
Hugmyndin er svo ter ad tzknin verdur ninast gagnse. A 25 metra
vegg er komid fyrir tveim rédum af 7 misléngum plaserérum, sem
minna helst & panflautur. bad segir sig sjilft ad stzrri rodin gefur
dypri téna, Tveir forritar varpa Gt dtta pilsum tengdum i hitalara
aftast | hverju rori en stuttbylgjuskali atvarpssendis er Kitinn mynda
hijbdin, sem kyld eru med dsletti gegnum rorin.

Hijéamyndunin er ekki flarri holum nattiruhljémi suduramerisku And-
esfautunnar og trommunnar, en slik samliking er audvitad ur lausu
lofti gripin og fullkomlega 4 kostnad adnjétanda. Hid eina, sem hagt
er ad greda 4 slikum hugrenningum, er ef par auka skilning okkar 3
umréti rymisins. Like og hljoaferin og hijéd peirra fylla dalina um-
breyta flautur Finnboga rymi gangsins | tvennum skilningi: Sjonrant
med prividum aherslum og hljedrent med fiorvidum dherslum par
sem tminn badr vid nyrri aukavidd, Pannig eru sampeetting of
samsvirun | verkum Finnboga ordnar annad og meir en hugarburdur,
Honum hefur tekist med sannferandi hatt ad briéra mirana, sem
skilja a8 olikar listgreinar.

Hallddr Bjgirn Rundifssomn:
REFLECTIONS ON FINNBOGI PETURSSON AND
THE PEDIGREE OF ARTISTIC CORRESPONDENCES

L

Artists have long dreamt of merging different branches of the arts in
such equal proportions as to create a “third branch of art.” Although
it might not be openly advocated very often, this dream has
nonetheless accompanied art ever since Orpheus roamed the
Thracian plains. Orpheus was at once a poet, singer and musician,
although sources differ about whether his poetry, song or lyre music
ook precedence.

Orpheus is said to have left wild beasts spellbound and appeased the
rulers of Hades with his singing or playing, or both. Once again,
conflicting sources leave the question unanswered as to which of the
poet’s gifts were most effective against the brutality of natural forces.
Was it the combination in its totality, or one element above all
others, that proved decisive!

While such questions remain mere speculation, it is common
knowledge that after Orpheus had been torn to pieces by the
Thracian Maenads, his head was washed up on the shores of Lesbos
where lyrical poetry would later flourish in the age of Sappho and
Alcaeus. This must surely invite us to ask whether Orpheus’ poetry
was the dominant element, even though his song and music

possessed the power of enchanting savage beasts.

There are further examples of a special synthesis of arts from the
chassical world. The words “choir and “chorus™ are familiar terms
for an indefinite number of singers who sing together in a group. A
composer or designer of ballet is also known as a choreographer.
Divergent etymologies suggest that choruses in the ancient Greek
city states did not confine themselves to singing, but also danced and
perhaps even played accompaniments on various instruments. This
may be consistent with the diameond-patterned floors found in the
ruins of a number of theatres, which are interpreted by some
Hellenists as a pattern or frame — “graphikos” — for the dance
steps of choruses in ancient Greek drama.

It is now thought almost certain that theatrical performances and
drama developed from the musical choruses at the end of the sixth
century BC. The primeval actor — the semi-mythological Thespis —
was also the first solo singer. Thus the chorus is seen as having
spawned dialogue in the form of song, somewhat akin to a cantata,
which developed into musical drama but continued to change until ic
had developed into the fully fledged play,
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All the subtle mingling of branches of art in ancient Greece during
the sixth and fifth centwries BC — around the time art was becoming
art in the sense in which we understand the word — unconsciously
spring to mind with the exhibition of the work of Finnbogi Péwrssan
at Kjarvalsstadir. For in the modern age we have been told so
repeatedly that the classical sense of form flatly rejects mingling of
branches of art such as that which Pétursson practices, that we are
beginning to accept such statements as inviclable truth.

It tends to be forgotten that the classicism which insists on an
unqualified division between the different branches of the arts is not
the original classicism of the ancient Greek city states, but rather the
neoclassicism of the age of absolutism in the seventeenth and
eighteenth centuries. Aristotle, admittedly, pioneered analysis and
categorization in the fourth cemtury BC. But the analytical method
and specialization that established themselves within science, the
arts, philosophy and paolitics around after the era of Descartes — and
would afterwards be systematized by Kant — were a positive force,
greatly speeding up the triumph of clear logical thought over the
superstitions of earlier times. Our notion of democracy, for example,
derives from the ideas of John Locke in the latter half of the
seventeenth century about the separation of the powers of the state,
One of the realizations that emerged with analytical thought was that
different arts are by no means automatically compatible. Mumerous
attempts to fuse different branches of the arts were found, in
practice, to verge on the futile and the sterile. The analytical
approach thereby become established as unqualified truth and
thrived right up until the mid-twentieth century, As late as the
middle of this century, the French aestheticist Etienne Souriau
asserted, in his book Lo correspondance des arts (Paris 1947), that
synthesizing two or more different branches of the arts was
unpreductive, even though the dialectical process of evolution always
ensured an open flow between them. Souriau also cautioned against
mixing the terminology of different arts, for example by using musical

terms to describe the visual arts or literature,

What Souriau neglected to mention, however, was that numerous
“impure” concepts have already been firmly established in aesthetics.
In musie, for example, it is possible to talk of the chromatic scale
without considering that “chromaos” is the Greek word for colour,
Combinations of tones and colours are commaon in many contexts,
such as the accepted phrase “to tone down a colour” from the
world of painting.

In fact. it was no less a figure than Isaac Newton who used the laws

of the harmonic tone scale to determine the number of colours in

the visible spectrum. His conclusion that there are seven colours is
pure fancy, simply aimed at imposing some kind of order on
emissions of light Mewton based this fiction on experiments dating
back to the Renaissance, when an interest was first taken in
transferring the harmonic scale to other branches of the arts, for
example by dividing up space according to an octave pattern. This
was done by measuring the tonal vibration of strings of varying
lengths and dividing them into areas according to given rules of
perspective,

This brings us extraordinarily close to the world that Finnbogi
Pétursson has been exploring with his work. But between him and
Mewton stands the era of Romantic experimentation when various
artists absorbed themselves in the relation between different
branches of art in an attempt to realize the influence of such

syntheses on the perceptual world.

.
The restoration of the notion of artistic synthesis can be said to
begin with Shelley in his Epipsychidion from 1821:

And every motion, odour, beam, and tone,
With that deep music is in unison:
Which is a soul within the soul — thay seam

Like echoes of an antenatal dream.

As in so many of his earlier poems, Shelley based this ode to the
superior “soul within the soul” on Plate, The lines quoted above are
an exhortation to the senses to act together and enable the soul to
partake of all the complex stimuli of nature, and become one with it
Charles Baudelaire, who was born the same year that Shelley
composed Epipsychidion, transferred this correspondence of the
senses into the urban environment to guide the new savage there ina
jungle teeming with unexpected, cryptic symbols. His poem
Correspondances invites an understanding and reconstruction of the
disjointed reality of modern urban life, with the aid of coactive senses:

Like echoes that linger somewhera ramota,
merging in a oneness opaque and profound,
as vast as darkness and enormous as light,

the perfumes, colours and noises correspond.

Arthur Rimbaud, one of the main precursors of symbolism, moved a
step closer to this goal by linking vogether vowels and colours in his
poem Voyelles, which begins:

A black, E whita, | red, U green, © blue: vowals



This is of course an archetype of synaisthesis or “cross-perception”
whose explanation lay then, as it still does, in the fact that Rimbaud
was taught at school to distinguish the different vowel sounds by
associating them with respective colours. That notwithstanding,
Rimbaud's experiment in broadening perception by synthesizing
sounds and colour had an immeasurable impact on succeeding

generations of poets.

Is it mere coincidence that Richard Wagner completed his epic Ring
Cycle at the same time as Rimbaud wrote his poem about vowels!
VWagner was fully aware that his operas were synthetic works of art
that would cause a revelution in notions of the links between
branches of art. When Alexander Skryabin was scoring his
Frometheus in 1910 he envisaged that, in addition to a choir singing
without words, an organ, orchestra and piano would play, along with
an instrument which he called a “clavier 4 lumiére.” Individual notes
struck on the “clavier i lumiére” would light up a series of colours
throughout the concert hall, paving the way for the familiar "son et
lumiére” performances of later times.

If Skryabin builc on the foundation laid forty years earlier by Rimbaud
and Wagner, it was to his friend and admirer, the Russian painter
Vassily Kandinsky, that he handed over the torch of these new
theories. Kandinsky's original light, motion and musical work Der
gelbe Kiang from 1912 — which Schoenberg exalted 50 highly in a
letter to the composer and saw as a step beyond his own Die
gliickliche Hand from 1910-13 — was certainly one of the most
progressive artistic turning-points from the pre-World War | period.
Although the “yellow sound” did not publicly premiere until 1975,
Kandinsky's associated theories of the synthesis of human voice,
bodily motion and the sound of colours prompted Hugo Ball, the
well known Zirich proponent of Dadaism, to declare in 1917 that
Kandinsky was the incarnation of the modern avant-garde

movYament.
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The history of coactive art and artistic correspondences would
certainly merit an in-depth study, if only to prove that Finnbogi
Pétursson, Iceland’s leading synthetic artist, did not simply fall to
earth from a remote planet in outer space. His art bullds upen on a
foundation that can easily be traced to the first notiens of art in
anclent Greece.

Finnbogi Pétursson is no Orpheus, of course, but the difference
between their art is technical rather more than ideclogical. The
word "technical” is here used in the modern international sense,

although the Greek word “tekhne.” interestingly enough, happens to

mean “art” in the language of Orpheus. In fact, one feature of
Pérursson's works is that they can scarcely be divided into technical
and artistic parts without losing something from each. His technique
is therefore perhaps tekhne, when all is said and done. It is easy to
forget that the most radical dreams of Skryabin and Kandinsky about
the correspondences between different branches of art have. In
many cases, already been realized.

Doubts that dogged any kind of attempt to produce convincing
artistic correspondences until the middle of this century — and even
later in many places — are now retreating rapidly. We only need to
recall Korean-German multi-media artist Nam June Paik to see what
has been achieved during the past two decades, Althaugh his
attempts in the 1960s to harness modern technology in the service
of art have long won Paik a place of henour in the history of artistic
evolution, his works reveal everywhere the technical problem faced
by his generation. The formal sophistication of the work suffered at
the expense of its technical elaboration, tending to produce clumsy
results. These drawbacks could clearly be seen in his contribution
the recent Venice Biennial, where he was one of the two German
representatives. Finnbogi Pétursson, on the other hand, enjoys the
benefits of the recent revolution in digital technology, which allows
him to fine-tune all the elements of his works and balance technology
and formal structure. A large part of his work as an artist involves
keeping abreast of technological innovations. In this respect he is cast
in the same mould as everyone else in the modern age, and is at
home in the jungle of continuous information and technological

progress.

Admittedly, Pétursson began his career using an ordinary tape
recorder as a medium around the time that the mechanical age was
rapidly yielding ground to digital technology. In 1985 he set up a
work in the Dominicanerkerk in Maastricht together with Dutch
artist Leidi Haaijer, which consisted of 25 sterea cassette players and
750 wooden chairs. Titled Sitwation and well recorded on video, this
performance gave an early indication of Pétursson's feeling for space
and its potential. At Easter, the sounds — a mixture of human voices
and electronic reproductions of a Gregorian chant and ringing of
bells — were played through loudspeakers screwed to the cushions
of golden chairs. Most of the loudspeakers where |ocated in the
quire and the flow of sound resounded constantly to transform the
church into a single, all-pervasive musical sculpture.

This is an important point to bear in mind when trying to identify
which side of the dividing line between music and visual art
Pétursson stands. Without the sensitivity he displays towards the

settings of his works, he could safely be branded as a musician. But



the Maastricht video shows that the harmony which Pétursson
released with his 25 tapes and loudspeakers was not intended to
leave the audience hypnotized in their seats. Like the 750 chairs
spread across the floor of the Gothic church, the harmony was
clearly intended to influence the spatial properties of the nave and
flow through it like a river. When the space was activated in this
way, the 750 wooden chairs acted as a multiple resonator on the
giant instrument which the nave itself formed,

The same year, Pétursson set up a sonic compesition called Waves.
Three V-shaped aluminium rods, suspended at regular intervals from
the roof, struck heavy blows against the walls of the exhibition room,
with such force that they left deep marks in the coating. The blows
and their echoes were amplified through 12 loudspeakers, six and six
in series, in ancther hall. The rhythm between the voices most
closely resembled the deep resonance of church bells punctuated
with a clearer, metallic undulation. In 1988, Pétursson created a
second version using bronze pipes, which was performed at the
Living Art Museum in Reykjavik and yielded a much smoother sound.
The visual aspect is also worth considering. From the outset, his
approach seems to have been governed by a strict simplicity. A
common feature of the rod composition and the church
performance was that he used nothing more than what was needed
to start the work and keep it going. Another characteristic of his art
is that nothing on the technical side is concealed. Pétursson takes a
clear and candid approach towards the finish of his works. Wires and
cables, plugs and mountings are an inseparable part of each work and
are therefore allowed to be visible. This implies a definite aesthetic
attitude, raw and honourable, but alse “American” in its most
positive sense, rejecting all the dramatic illusions which characterize

most postmodernist arc

V.

In 1985, Pérursson also set up the work Certain Rhythms for Space in
Time Based Arts, Amsterdam. A slightly modified version, the third,
was later shown at Birgir Andrésson's gallery on Vesturgata in
Reykjavik. An old gramophone with no record on it stood in the
middle of the floor connected to ten loudspeakers which lay closer
to the walls all around and either supported cardboard tubes of
various widths or stood on top of them.

This remarkable work was important insofar as it brought the
loudspeaker to the fore as Finnbogi Péwursson's favourite medium,
The gramophone controlled and evened out the rhythmic interval
between the modulation control and each respective loudspeaker,
sending tones coloured by the different lengths of cardboard tube

back and forth across the room. The result was a prosodic

rhythmical concert that the audience was completely unable to
locate or relate to. Perhaps Pétursson came closer to music in this
work than any other, Bur at the same time it clarified his spatial
conception, which he calls “sound drawings."

Indeed, the sound signals from the loudspeakers can be seen as
different ends of invisible lines drawn in the space around the wark.
This idea is in fact very prominent in his Drawings from 1989, which
was composed of |12 slender rectangular loudspeakers and a
programmer and, unlike Certain Rhythms for Space, was presented in
profile. The loudspeakers were arranged into four regular vertical
series of three each. The irregular sound drawings formed when the
sound jumps between such a configuration of loudspeakers can form
more than 1,700 different patterns.

This idea was developed in a slightly different fashion in Line from
1990-%1 which Pétursson exhibited at the Living Art Museum in
Reykjavik in 1991, In this work, 34 rectangular loudspeakers were
arranged in a straight row along the wall, but their sounds were
adjusted in different ways to give the impression they were swinging
back and forth, although this was actually just a trick of the hearing
caused by the audience's own movement. In Line, the piercing sound
signals from Drowings gave way to a peculiarly haunting series of
sounds that gave the impression of seeking out the audience/spectator
and changing their behaviour according to his movements.

At the same Living Art Museurn exhibition, Pétursson installed a
large loudspeaker suspended over a darkened pit filled with water,
The work was titled Circle, since the loudspeaker formed a sound
wave whose frequency was boosted to 0-200 khz and rippled the
surface of the water so that the wave motion formed regular circles
at certain moments of the process. As the pitch of the wave rose the
pattern on the surface of the water changed, and was projected on
to the wall. Aided by the water and the projector, the artist managed
to make the amplification of sound visible.

Pendulums, produced early in the summer of 1993 for the “Borealis
6" exhibition at the Mational Gallery of Iceland, is a logical
continuation of Circle from 1991, Three large loudspeakers were
installed at the bottom of long pipes and made to swing like
pendulums over tiny microphones, producing a haunting frequency to
the rhythm of their pendulous movement

As in most of his earlier works, Finnbogi Pétursson bases his new
creation in the corridors of Kjarvalsstadir on the correspondences
between the production of sound and tangible form. The idea is so
clear that the technique is almost transparent. On a 25-metre wall, he
has mounted a series of seven large plastic pipes, cut through

diagonally to create two giant sets of pan pipes, one larger than the



other. Maturally, the larger set produces deeper tones. Two eight-
pulse programmers are connected to the speaker at the back of each
pipe, while a short-wave radio transmitter produces sounds which are
knocked through the pipes by percussion. Short-wave sounds are fuzzy
during the day but become clearest when it begins to grow dark.

The sound is not far removed from the hollow natural resonance of
the Andes pipes or the drum, although such a comparison is of
course a mere shot in the dark, made completely at the expense of
the enjoyment of the work itself. Such a reflection is only worthwhile
if it enhances our understanding of spatial turbulence. Just as “the
hills are alive with the sound of music.” Finnbogi Pétursson’s pipes
transform the space of the corridors in two senses: visually with
three-dimensional emphases and audially with four-dimensional
emphases, the extra dimension being supplied by time. Synthesis and
correspondence in Finnbogl Pétursson's works become something
different from and larger than fancy. He has succeeded convincingly
in breaking down the walls that separate the different branches of

the arts.

Portraits of Unknown Friends
1987

10 breyte segulbénd - messingplata | 10 modified tapes — brass plate
Time Based Arts, Armsterdam | 987






Bylgjur | Waves
1985

3 kopar-leirrér - 12 hdtalarar - rafsnarill
3 bronze pipes — |2 loudspeakers — electric switch
Nyfistasainid | The Living Are Museum 1988

Bylgjur [ Waves
1985

3 dlproditar - |2 haealarar - rafsnerill
3 aluminium profiles — |2 loudspeakers — electric ywitch
D Gede Rijder, Armhem 1985

Bylgjur [ Waves
1985

3 kopareirroe - |2 hitalarar - rafsnerill
3 bronze pipes — |1 loudspeakers — electric switch
LIKS, Oglds 1987
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Lina / Linel 991
12 m.

34 hdtalarar - 34 tongiafar [ 34 loudspeakers — 34 tone generators
Kalnischer Kunstvarein, Kaln 1991






Astand | Situation
1985

15 segulbdng - 750 wokar ! 25 tapes — 750 chairs
Dominkcanerikerk. Maastricht | 985






Hringur | Circle
1991

0-200 khz, sinusoénn - hitalar - vamn
0+-200 khz sine-wave tone — loudspoaker — water
Meplistasainid [ The Living Art Museum. Reykjavik 1991
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Teikningar [ Drawings
1989

1l
Programmer - 0.5y D.C. spenna - | 2 hidtalarar,
Programmer — 0.5 v DC — 12 loudspeakers
Ksinischer Kunstverein, Koin Cologne 1991



Mobile
1993

12 hdtalarar - |2 sinusténgjafar - 2 rallustigar
12 loudspeakers — |2 sine-wave sound generators — 1 moving staircases
Foringlan, | samwinnu vid Liseasafn Reylgavikur 1993
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Mottaka / Feed
1993

Plaserdr - 14 hitalarar - 2 forritar - stutthylgiumantalarar

Flastic pipes — |4 loudspeakers — 2 programmers — SW receivers
Kjarvalsstadir [ The Reykjavk Municipal Arc Museum |994

SIS | PAGE T6-17

Pendilar / Pendulums
1993

3 hatalarar - 3 hiadnemar - jirn - (feedback)

3 loudspeakers — 3 microphones — ron — (feedback)
Lineasafn Istands / Masional Gallery of leeland 1993
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Odur | Ode
1992

Myndband [ Video
RLV [ leelandsc Stave Telovision 1992
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Finnbogi Pétursson, Njilsgata 96, 105 Reykjavik Island / Iceland

1994
1991
1989
198%
1988
1987
1985
1985
1985

1993
1993
1993
1991
1987
1987
1987
1985
1984
1983
1983
1982
1981
1980

1992
1991
1985
1983
1983
1983

19.11,195%9 Faddur | Reykjavik
19791983 Myndiisza- og handidaskall lslands, Reykjavik
1983-1985 Jan van Eyck Akademie, Hollandi
Einkasyningar

Listasafn Reykjavikur, Kjarvalssadir,

wHringur og lina", Mylistasafnid, Reykjavik

#Teikningar®, Faco - Galleri Krokur, Reykjavik

JORFES N7, Galleri Birgis Andréssonar, Vesturgotu, Reykjavik
SBylgiur I, Myfistasafnid, Reykjavik

“Partraits of Unknown Friends”, Time Based Arts, Amsterdam
“Festival Kijk Music”, Gele Rijder, Arnhem, Hollandi
Theavercafé, Maastricht

C.RF5., Time Based Arts, Amsterdam

Samsyningar

w1, Listasafnid a Akureyri

Barealis V1, Lismsafn lskands, Reykjavik

Ujazdowski kastala, Varsjd og Gallery Wyspa, Gdansk
Maobile™, Listahitid | Reykjavik

Ko™, Kulturhuset, Stokkhaimi

Kex, UKS Osla

“Partraits of Unknown Friends”, Umedia Umed, Svipjod
“Een situatie-Astand”, Dominicanerkerk, Maastricht
“lcelandic Artists”, Palazzo, Liestal, Sviss

“UM", Kjarvalsstadir, Reykjavik

waullstrondin andar”, |.L hisid, Reykjavik

Biennale des Jeunes Artists, Museé de I'Art Moderne, Paris
wBruni BB", Nylistasalnid, Reykjavik

«Tveir listamenn®, Galleri Sudurgotu 7, Reykjavik

Pétttaka og dtgéfa

“lkon” (myndband)

LJO8ur (myndband)

Eynningarmyndband. {(innsetningar)

Theatercafé, Maastricht (gidrningur)

Mob Shop “Thingummy™ (teikningar og hljédritun)
"Gramm project”, Nylistasafnid, Reykjavik
Morren ridstefra um myndbandalist. Helsinkl
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1994
1991
1989
1989
1988
1987
1985
1985
1985

1993
1993
1993
1992
1987
1987
1987
1985
1984
1983
1983
1982
1981
1980

1993
1992
1991
1985
1983
1983
1983

19.11.1959 Born in Reykjavik. lceland
1979-1983 The lcelandic College of Arts and Crafts
1983-1985 Jan van Eyck Akademie, Holland
One-Man Exhibitions

The Reykjavik Municipal Art Museum, Kjarvalsstadir

“Circle and Line". The Living Art Museum, Reykjavik
“"Drrawings”, Faco - Gallery Krékur, Reykjavik

“C.RFS. I, Galleri Birgls Andréssonar, Vesturgaou, Reylkjavik
"Waves II", The Living Art Museumn, Reykjavik

“Partraits of Unknown Friends”, Time Based Arts, Amsterdam
“Portraits of Unknown Friends"”, Gele Rijder, Arnhem ML
Theatercafé, Maastricht ML

“C.RFS5.", Time Based Arts, Amsterdam ML

Group exhibitions

“T", Listasafn Akureyrar, Akureyri

Borealis V1, The National Gallery of lceland, Reykjavik
The Upazdowski Casde, Yarsaw and Gallery Wyspa, Gdansk
“Mobile", The Reykjavik Arts Festival

"Kex", Kulturhuset . Stockholm, Swaden

“Kex". UKS Oslo, Moway

“Portraits of Unknown Friends”, Umedia, Umed, Sweden
“Een situatie-Astand”, Dominicanerkerk, Maastriche, ML
“leelandic artists”, Palazzo, Liestal, Switzerland

"M, Exhibition"”, The Reyijavik Municipal Art Museum
“Gullstrondin Andar”, The |.L. House, Reykjavik

Biennale des [eunes Artists, Musie de 'Art Moderne, Paris
“Bruni BB”, The Living Art Museum, Reykjavik

“Two artists”, Gallery Sudurgata 7, Reykjavik

Participation/Presentations

"lken”. videotape

"Ode", videompe

Presentation tape, “installations™

Thearercafé, Maaseriche ML, parformance

Mab Shop “Thingummy"”, drawings and record

The Living Art Museum, Reykjavik, “Gramm project”
Merdic Seminar on Video Art, Helsinki
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