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MAGNUS PALSSON

Kjarvalsstadir
Listasafn Reykjovikur
Reykjavik Municipal Art Museum

Hong Kong Press

september-oktober 1994



A sidunda aratugnum &t sér stad mikil umskipti i islensku listalifi begar framsaeknir
listamenn hafnudu vidteknum og rédandi hugmyndum fyrri kynsléda um listina. Pess i stad
bodudu peir nyjar skilgreiningar & listhugtakinu handan vid hefdbundin efni og adferdir.
Magnis Pélsson vor einn adal patttakandinn i pessum umbreytingum, baedi sem
hugmyndasmidur og leerimeistari. Allar gétur sidan hefur Magnis kunnad ab préa é
persénulegan hatt hugmyndalega listsképun par sem hann sprengir i sifellu hefdbundin
landamaeri milli listgreina jafnframt bvi sem hann skilgreinir upp @ nytt hlutverk og edli
listaverksins.

Pad er okkur baedi anaegja og heidur ad fé tekifeeri til ad kynna list Magnisar Palssonar
med bessari umfangsmiklu yfirlitssyningu 0d Kjarvalsstédum.,

In the 1960’s a major shift ook place within the Icelandic art world: leading artists turned
their backs on the reigning cesthetic canons which had been handed down from previous
generations, and replaced them with new definitions of art which went beyond traditional
subjects and techniques. Magnis Pélsson played a leading role in these changes, both as @
source of ideas and as an inspiring teacher. Ever since then Magnis hos been developing, in
his own fashion, a conceptual art form in which he repeatedly shatters the traditional
boundaries between art genres, at the same time that he redefines the role and the nature of the
art object. It is both o pleasure and an honour for us to have this opportunity to present the art
of Magns Pélsson by means of this extensive refrospective exhibition at Kjarvalsstadir.

@W

10



wErdant bord! / “What a table 1752
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Pridin besta stykkid. dunde besto stylokid
nitidnd besta stykkid, erw prir skiflptirar
gerdir ir gimbum fommadi. Stykkin, sem
einnig ganga wndir nafnine Frodld vere
upprenalega mun fleiri og synd a fyrsto
einkosnings Mogaisor i Asmundorsal
& Skoloviirdubolti arid 1967,

Frodldin voru pannig gerd od Magnis
tréd it jmiss konar fainad med pappir,
herti hann med limi og méladi par til
hann vor ordinn harder. ba tok hona
popprsfylinguna fanan ir panrig ad
fatnadurinn stéd eins og innentomar
bomur. Verkunum var rodod i eing
langa r6d upp vid vegg og pou
nimervd, Pessor fatafigirur voru
frakar dhrjilegar og rafilslegor o
sja. Litilfjérkegasta stykkid vor kallad
Busta stykkid, & peim forsendum od
rafilslegt verk pyrfti od hofa fint nafn.
{Dieter Roth mun eigo heidurinn of
nafngiftinal.) Eftir pvi sem verkid vard
hugaverdare pa bar pad dlinna nain.
Paw voru pvi nefnd § réd nasthesta
stykkid, pridja besta stykkid, og all
upp | tultugasto og pridjo besto
stykkid,

Friciclunom vor okki vel tekil og
Mognis fekk od heyro pod ir ymsum
ottem ob verkid vari fait og vitlowst
og hann sjalfur o8 Gllem likindum
wveikur & gedi. Honn tek pvi stykkin,
hrigadi peim upp fyrir nedan stigann
sem b upp od SUM solnum vid
Vatnsstig, hellti steype yfir og 6t paw
grotno nidur @ lingem tima. Adeins
prii peirra hafa vordveist | safni
Nylistasafnsins,

Petta verk er eitt shyrosto demid um
ond-fist Magnisar; hugmyndin er
barnalega einfild, p.e. od bia til
figurur ir gomium fGtum,
framkvamdin én nokkurrar listrananar
fwmrni, og tkomon | hasta mita
destetish, En hafa ber | hugo od &
pessum arum voru islenskir listamenn
od lota reyna 6, pod sem Mognis hefur
kallod, .grensurnor” i fistinnl.
Rugbravdshrigan & Skélavarduholti,



sem fjarlzgd vor of
heilbrigtsyfirvildum, og heysalon
alrzmda i SUM salnum, storkude
almenari smekkvisi @ pessom arem, En
bod mé bika sid | pessu vidleitni
listemanna 1l ob viana beg @ peirr
listranu démgreind, sem peim hefur
werid innrtt og var vidtekin, um hvod
sé gott, follegt og asetionbegt | stum.
| abirtu vidtali hefur Mogais ltid pou
ord follo od , hin samno romantik finast
avinlego 4 botni skitatunnunnar”,
Medal annarra verka o syningunai voru
békverkid Poppirsds, Grsma
skitlptarverk ir brendem loir sem fally
wel i lofa, p.dum. Vinsiri hoadar grig,
ljosritobur poppirsdregill, Vanting, sem
atlunin vor 0d seljo | metroiel, og
werkin Portred? of Dorothy og Erpomdbard,
Poriratl af Dovediry er okki asvipad lkoni
of svidsmynd, enda ver Mognis voner
od gera siik likn | storf sing vid
leikhis, en si Dorothy sem um radir er
biska listokonon Dorethy lannoae.

The third best piece, The eighth best
piece, The ninefeenth best piece, Thiee
soulptures mode from old choths. The “pieces”
were called Fratld, and are the onby ones
remaining from o much larger series. They
ware first shown of Mognis Pikson's debut
one-man exhibition at Asmundarsalur in
1867,

Palsson made the Froaid by stuffing ol sorts
of old choths with poper, siiffening them with
ghie ond painting them unfil hard. Then he
remaved the poper from imside so thaf the
dloth figuwes could siond by thamsehves like
om empdy skin. Thay ware lined up in o bang
row up egainst o wall ond nembared. These
chuth figures were rather shobby and tafered.
The mest miserable-looking werk wes nomed
The best piece. {Dieter Roth allegadly come
up with fhe lithes). And the mare inferesting
eah piece hecome, the less flaflering o pame
it regeived. They wera therefore colled, in
descending order, the next best plece, the
third bes! piece, ared all the way dewn 1o the
twenty-third best pince,

T P i b

Hrigo of .Bestu stykkjunum® 7 A
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pile of *The
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wGilshbérn “/ “Plaster children”, 1570
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Thee Frovtild were nat well roceived and
Magnis Pakisan heard pecgle say thet the
work wos ugly and idific, and he himself
probably insame. Afier that he fook the piees
and piled them up underneath the sinirway
leading up 1o the S0M exhibition spoce o
Vairestigur, poured concrele cemant aver
them and let them devempose. Only fhres
have survived in the collection of the Living
Ari Mussum,

The wark i one of the dearest exomples of
Miagniss Phlbsson's anfi-aet; the idea is
childishly simple, i.2. moking figures from
thoths, it is exocwted without any artiskry, ond
tha result & highly unaesthefic. At about the
some time |celondic ortists wern challnging
tha borderkines of ort, The publi's sense of
toste and decorum was defied by works thal
racsived 0 ot of attention at the time, such as
 pile of rye breod on the hll known os
Skalavarduhol, which was ramaved by the
hesalth ousharities, ond the infomeous bale of
hay of Golferi SOM. But there wos dlso o
tendency omong arfists fo distance themsabves
from the kind of orfistic sense of good

ond bed, the seceploble and uneccephable in
art. In an umpublished inferview, Mogmis
Pisteson hos seid that “frue romance con
abways be found of the botom of o bamed of
it

Other works in the shew induded the book
wark Paperleve; miniofure ceromic
suwiphures that could easily fit in the polm of o
hand, amang them Lefthand grip; xeroxed
paper rolls, Expectation, and fhe works
Portrait of Dorathy and Whatatable.
Partrait of Derotly looks like o medel for
o sloge design; the subject of the porirail was
the Americon orfist Dorothy laanone.



Magnis notodi fatnad sem uppistédu i
Fleiri verk, pvi silar, arid 1970, gerdi
hann seriunn Gifsbérn, sem voru ellefs
skiilptirar ir gifsi i lkamsstand
uagbarna. Fotnoder of birmum
Mognisar vor nolodur sem mat,
gifsing hellt i og f&tin sidan rifin wian
af 1il a8 mynda smbar monnsmyndir
sem mbtast of sterd og sveiganleika
fotnadorins. Hoan uppnefndi sidon
einstk stykki nifnum eins og Skiv
krakkiog Lyginn krakki
Magnis einskordar sig ekki vid nein
efni eda odlerdir | listskBpun sinni, en
bad efni sem hann befur oftost vanid
med er gifsid. Upphof pess od honn for
od nota gifs ma rekja 1il pess od honn
ték od sir kennsly | bornodeildum
Myndistarskbla Reykjovikur um
midjan sjundo Gratuginn, pegar
Rognar Kjartonsson var skélostjéri.
Peir fengu sér vinnustofu soman @
Grundarsfig 11 og myndhtggvarinn
Ragnar vor oft od vinna basdi i loir og
5. Pannig komst Magnis & brogdid.
wdo pess od Magniss hélt lengi
tryggd vid gifsid er od pad hentodi
afor vel fyrir pé konseptial list sem
hann adhyllist & pessum arum og fram
eftir dttunda Gratugnom. Mognis hefur
sagt um gifsid od s  dawtt og
latloust™ og bid ekki yfir neinni
sérstokri pydings sjclit, eins og rownin
er med marmara og brons.

+

Wognis Pilsson used dathes in oher works,
and kater, in 1970, he mode o series colled
Ploster children which comprised eleven
life-size sculptures of young children, made in
ploster, The clothes were used a5 & movkd ond
the ploster poured inta items of dothing that
belonged to Piksan's own children_ The
dhthes wers then paeled o, 1o reveal smoll
figures that were determined by the shape
and flexibiity of the dething, He gove
individuel pieces names such o5 Intelligent
child, ond Decaitful child.

Piibsson does nat limit himeelf 10 ooy
particular matesiel o methed in bis art, bul
the materiol he hos most often uilzed s
plester, His preoccupation with plaster con be
traced back to the fime when he fought
children in The Reyljavik Art Schaol, where
stulpter Regnar Kjortansson wos principal.
They shared o studio a Grundarstigur 11 and
Kjarionsson worked in oy and phaster. The
reason for Polsson’s long loyolty o ploster i

Eift of “beste stykkjonum® /
COne of “The best pleces™, 1945
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Bestu stykkin® flut / Moving “The best
ploces™ io ihe gallery, 1967




~Skyggn® / “Clairvoyant”, 19569

that if suited the kind of concepbual er he
wis imvolved in during thot period and
thesugh the suventies. The wonderful thing
aboud phaster, he hes said, & that it & so
*dood and unprebentioes” and doasn't sigaify
anything in particslar in itself, the way
mathle and bronze do.




“Avtomobile™, 1747
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wPappirsast” / “Paper love™, 1745
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nDulargerfi® / “Camouflage™, | 744

wToem®™ / “Time™, 19564
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 “Portrett af Derothy™ / “Portrait of Dorothy”, 1966
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wFord® vegghtdur / “Jowrney™, wall paper, 1945

22



LHanskfjall®, hluteldi / “Glove movntaln™, mulliple, 1967

Hattfjall” hluteldi / “Hat mountain®™, mullipls, 19469
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wVinstrl handar grip” / “Left hand-full”, 1774

(.

wFiBl= hlutteldi / “Meuntains®, mulliples, 196%
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uBifsbérn® / “Plaster children™, 1570
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Sidur or ,Dogbook” 'l
Pages from “Dogbook™, 17713
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wSorg kengirunnar” / “The Kangaroo’s Sadness™, 1575
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«De kommer med kista og henter meg®, 1784 Stidentaleikhisid /
“They are bringing the coffin to get me”, Siage production

Sida Or handriti /
A page from the monuscript, 1984
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wHviskur 1% / “Whisper 17, 1975

wHviskur 2% / “Whisper 27, 1575

18, rimid sem negativu af mannverum og hlutum, ekki satt. Ja, pad var ni pad. Eda &fugt. Mér
fannst pad segja eitthvad um pésitivan og negativan sannleika. Pad er um pad, ad ef ein fullyrding
er sénn pa er andstaed fullyrding jafnsdnn, ekki satt. Eg var vist ad setja petta svona fram, ad fera
petta yfir i efni og mynd, kannski ekki til ad pad sannadi neinar heimspekikenningar, en mér fannst
ad pad illistreradi pessa hugsun. [..] Ja, pvi enginn hlutur er til nema andstedan sé til um leid.”

(Ur visitali | Svart & hvit, 1978

“Yes, space as the negative of people and things. Yes, that was it. Or vice versa. | thought it had something to say about
positive and negative fruth. Which means that if one proposition is true, then the opposite proposition is equally frue, isn't it2
| was putting it in this form, fransposing it into material and picture, maybe not fo prove any philosophical theories, but |
thought it illustrated the thought. (..) Yes, because no thing exists without its oppesite also existing.”

[From an interview in “Black on White” 1978.)




Magniss var folltrid islonds
Feneyjobiencluum 1980. Por syndi
hann jmis gilsverk, par & medal
Sekuinduvmar por il Sikorskypyrion snerfir,
sem syndi cugnoblikid ddur en
Sikorskypyrio londbelgisgaslennar
lendir. Prir klumpar ir epoxykvortsi
(verkid hefur cinnig verid umnid i gifs)
mynda pribyrning & golfi, sem er u.p.b.
370 em @ breidd og 550 om o lengd,
klumparnir eru ofsteypo of biliny mill
dekkjo pyriunnor og jordar.

In 1980 Mognis Palsson wos Icelond's
representative el the Venice Sienniol. There
he showed some af his works mode in phester,
amang them The seconds until the
Sikorsky Helicapter touches down, which
showes the froction of a second before the
Nofional Const Guard's Sikarsky helicopber
londs oa the ground. Three dumge of ploster,
eoch o cast of the spoce between the tyres of
the heficopter ond the ground, form o triangle
on the floor, oppreaimotely 370 em ot the
base ond 550 tm fo fhe apex.

—

 Sekéndurnar par til Sikorskypyrian snertir” / “The seconds until the
Sikorsky Helicopter fouches down™, | 974
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i 188 verka frés midjum attunda
ératugmum i skapodi Mognis
gifsverk sem voru hluigerving hins
gefniskennda. Nokkur peima matti
kolla gifsofsteypur of tilfinningum. Ast i
laug er gitsafsteypo of pvi rymi sem
skapost of tveimur ondlitum sem sni
bvort o ddru rétt fyrir ofom
voimsbordid, Ast parsins er tiknud
med pyi rjmi, sem myndast milli
peirra, pegor pou horfast | auge. Kiidi
fitike reykingamonnsins er 6 af
afsteypum af pvi sistakkond
tomarumi, sem shapost |
sigarattupakka, pvi meira sem reykt er
i honum; gifsklumpurine stakkor |
réttu hlutfolli vid aukna ongist
reykingamannsins.

Um soma mund fer Mogais od
elnisgera hijéd, og gern pod sem matti
Kalle Héd-hiu, par sem hugmyndin
bygaist & pvi o hjodid fylir ot i
okvedid rymi. Loduhldanr | shokossa,
(19786} erv 3 gifshhutir w.p.b. 70 om
langir. Einn peirra hongir or bofti en
hinir tweir liggjo & bordi. Hugmynding
od Liurhfjomi fékk honn fra stgunni
of frosna lidurhljominem, sem er ein of
stigunum of baroninem Minchausen.
Homn var eitt sinn & veibum o1 | shogi
og vor svo mikid frost ob pegor hann
blés i veidihornid pa frows hijémurinn i
herninu og pod heyrdist akkert i pvi.
Um kvldid, pegar hann kom i
veldikafann, pa hengdi Miinchausen
veldihornid upp & vegy fyrir ofan
arininn og skEmmu sidar pidaadi
higomur og barst ir horing, Magnisi
hefur likad pessi imynd of hljodi, sem
byggi ylir samu eiginkeikum og
efnisbegir hlutir, pad or ad segjn
efniskennd og l5gun.

Sanskir salmor erw fleygloga gifsklympar
sem voru fengnir med pvi 0d tako
afsteypu of opnum i s@nskri salmabak.
Fod sem Nefertite fvislodi od Alexander
mikle, er, eins og nafnid ber med sér,
afsteypo of hvish, sem er fengin med
pvi od taka ofsteypu milli munns sem
hvislor og eyro sem hlustor.

I o seriess of works from the eighties Magnis
Palsson cracted peiter piaces thot were
ehjectifications of the immateriol. A few of
tham might be called ploster costs of emafions.
Love i & pool i o ploster cost of two faces
that look ot each other just above the surfoce
of the water. The poir's love & symbolized by
the space babwesn their foces, when they look
each other in the eye. The poor smoker’s
anguish is o series of plasier costs of the
ever-incroasing empty spoce wilhin o peck of
cigaretes, o the smoker grodall empies i,
the clump of plester gets bigger in proportion
to the smuoker's inreasing onguish.

At bout the same fims Pilsson storfs ta ghe
sound o maherial embodimant, and moke whot
e calls “sound objects, " whera the sound &
ropresanie by the vekone of s t Bl
Sound of o bugle in o shoebox from 1976
consists of thres pieces of ploster co. 70 om long.
One s hanging from the clig and the otber
hwo are lying on o hable. Pison got the dea for
thee week fram one of Baron Misdhousess tules,
about the frozen sound of the hunfing bugle.
Thes Broron wos hunsing in the wood, 50 fhe fale
goes, and fhe lemparosure wes 0 low that when
e blew into his harn the sound fraze inside the
bugle. When the Boron returned 1o the hunfing
boige and hung e bgle chove the fireplo,
the: sound suddenly fhawed and wos releosed
from the bughe. Pabson must have been
aifroced fo this imoge of sound having the
same solid properfies as moterial bodies, e,
Sweadish psalms are wedge-shaped dumps
of ploster ca, 20 . long ond 10 tm wide,
They were made by toking ploster costs of a
hulf-apen book of psolees. What Nefartite
whispered o Alexaoder the Groat on
the pillow, ks, o its mama implies, o ploster of
a whisper, which ks mode by foking o plaster
st of the spoce batween the sar tha lstens
and the mauth that speaks,

Swedish psalms are wedge-shaped dumps of
plaster ca. 20 em. long and 10 cm wide. Thay
were made by toking phaster costs of o fall-
open book of psalms.
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wOraumur hlynsins um fjall* / The maple’s
dream of @ mountain®™, 1575




wFleedarmal” / “Baach™, 1975

Fwdarmal (1976), gifsklvmpar sem
skilja mi | 3 hlwta. Klumparnir prir ere
afsteypur of fledorméli, hafi og himal.
Pegar peir eru selfir saman pa mynda
peir eina orofo helld, Verkid lysir enn
frekar peim hugmyndum Mognisar sem
koma fram | stardfradiverkunem;
sérhver hlutur hefur pésitivt gildi
gognvart tdrum hlutum og umhverfi
sinu sem hafa negotivt gildi, en 1l
samans jofnast phsitivu og negativu
gildin @1,

Beach [1975), is o ploster czst in three perts
Each part &5 o oot of the bench, the sea and
heaven. When they are fitted together they

whidurhljémur | skékassa™ / “The sound of a

bugle in a shoe box. 1775 Torm o seamless blok., This piece illustrates
further Péakson's thought an the mothematics

series; eoch port bas o pesifive value relotive
10 the others, bet when they ore brought
fogether the positive and negative volses of
spoce comcel each ether o,

43



Tilfersis rymis med tveimor persioum vor
syt & Kjorvalsstodum 1976, Synic
Mognirsar, ,standa hvor vid sinn vegg
i salnum og gerdor eru gifssteypur &
fiérum stodum vid veggina: 1) ponaig
o him snertir badi vegginn og ské
straksins fil hasgri, 2) inni | horniny,
3) snertir kalfa hins striksins og

4) snertic vegg og golf spalkarn 1l
vinstri vid hann. Sidan ery

gif sklumpornir faeedir fro veggjunum en
afstidu peirra hvors 1l onnors ekki
breytt. Panig er rymid frt 1il og
chokkt.”

Displocement of  space with fwo
persoms wos shown of Kjarvalssiodir in 1976,
His soms “steed ogainst o wall in the
exhibition holl and ploster costy were mode in
four ploces: 1) between the woll and the boys'
shoes an the right, 2} in the comer,

3) touching both calves of one boy, and

4) touching the wall ond Aoor o short distance
0 the eft of him, Then the ploster clumps ore
moved awoy from the wolls but the relation
batween them & not changed. In that woy the
spoce s shifted and disploged.”

1’!""{. < i = _— ;
N i |

e —

-

.MMﬁMM'/'MH-wﬁMM'.IFM




#Kvidi fateeka roykingamannsins® / “The poor smoker's anguish” 1975

wihst | lawg® / “Love In @ poeol™, 1975
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Dolokeda (1975) er gifsafsteypa of
dalalzdw (i smakkodri mynd), por sem
dololzdon er positivi form en
landslogid negativt. Her er lising
Mognisar & verking,

wHir or likan | hlufgllunem 1:250 of
pessu mjig sve rémantiska fyrirbae,
sem sist sjaldnast nemo & stilltum
sumarkvildum, Mistur, sem ligger
midur vid jird, skridur fra bofi og hylur
odeins pod sem liggur Legst, pannig od
jatavel bigir hélor standa upp i, og
olan fré sést hvernig hélornir teygja
sig upp i gegnum mistrid sem er sins
og bomull. Alveg yndislegt.”

Valley mist [1975) is o ploster cost of o
valley mist in miniofure, where fhe mist fs the
positive form and the londscope o negative
alsence. Here s Mognis Pakson's own
description of the work:

“Here s merely o model in 1:250 scobs of this
very romantic phenomenan which mastly
octurs oaly on sfill summes evenings. Very low
mist creeps up o valley from the sea, covering
anly the battom sa that even low hills stick
their heods up through it, and from obave the
hillsaps com be seen coming up through the
cofon-woel-fike mist, Vary lovely.”

«Dalaleeda” / “Valley mist”, 1975







| gifsverkum simom vor Mogois @
timabili mjsg upptekinn of pvi sem
homn kollodi pésitift oy negafift rymi,
o sambondinu par @ milll, Petta var
mijog aberandi i seriv sem heltir eing
nafni  Sterdfredi  Gifsofsteypor  of
starbirzdilegum  [Gfnem, sem er
krotodar | sand, erw notodar sem mét
fyrir enn odror gifsafsteypur, sem ey
lika notolar sem mét. Afstoypunum er
sidon rodod soman sem spegilmyndum
bverri of anacrri.

In hiks werks in ploster, Palsson wos very
prectoupied with negative and positive spoce,
end the relation batween them. This s quite
obrviows in o series of works he colled
Mathematics. Plazter oasts were mode of
mathematical equalions scrotched in the send,
fhse costs were then used os o mould for o
Furthies cast, which wos im ham wsed 03 0
mowld. The oosts were then loid cut os mimor
images of each ather.

Staordfraedi” / “Mathematics™, 1576
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«6 pund = pund 9% / “6 pounds = pounds 9 1975

Galleri Sudurgata sfé, sem 5168 & horsi
Sudurgity og Vonarstratis (hasid var
flutt & Arbasjarsafn), vor liflegur
sjningarstoder & runum 1977 1
1930. A3 baki storfsemi i bisin st6d
u.p.b. tolf manna hopur og voru sumir
hverjir nemendur Magnésar fra MHI,
p-t.m. Bjarni H. bororinsson, Ingolfur
Arnarsson, Eggert Pétursson, Kristinn
6. Hardarson o.fl. Einnig s163 pessi
hépur od itgatu & timoriting Svart @
hvitu og 1978 birtist i timariting vidiel
vid Magais, sem Staingrimer E.
ristmundsson og Kristian G.
Herdarson téku vib honn.

Mognis 16k patt § somsimingu i Golleri
Sudurgitu sfé érid 1977. Par var hana
med verkid Rimbjorna. Par nout honn
abstodar Bjorna H. Pérarinssonar,
myndlistormanns og
sjonbattotradings, vid endirbiming
verksins. Bjorna var dift & kaf i ker,
Fyllt vatni, til o komast o rimmali
hans. bannig var fundin malieiningin
L rimbjarni”. | tému herbergi ver sidan
komid fyrir glerteningi, fylltum vatai,
sum hofdi ramiokid einn rambjorna.
Rymi herbergisins var b mzlt med
bassari nju maheningy ag par
upplysingar fylgds 03 hebergid vari
260 rimbjarnar od rimméki

Verkid ber jmis demigerd einkeani
konseptlistar, 58ru nafni
hugmyndolistor (ordid
hugmyndafradileg list er stundum
motad, en bod e ofer oheppileg! og
getor voldid misskiningi | fyrsto logi
ba er ekkert fraedilegt vid pessa list og
i 5ru lagi pé hefur hén ekkert med
hugmyndafradi od gera, i peim
skilningi sem bugtokid hugmyndofrzdi
er notad i palitik). bad er, til ob byrjo
med, yfirleitt ekki ljgst hvernig
ofmorko eigi , verkid”, pvi pod er ekki
endilega fist-hlutur (eda listmunur) i
venjulegum skilningi. Pad verdur pvi od
falo um konsept-verk med nokkrum
fyrirvoro. Pod vor eitt keppikefli
konseptiistomanno & pessum drum od
losa sig vid listhlutinn, edo a.m.k.
draga ir mikilvargi hons.



Vatnsteningurinn & gélfinu er odeins
hluti verksins, sem verdur ekki slitinn
ior samhengi vid pad hlutverk sem hann
gegair i framkvaemd hogmyndarinar,
Eins og nafnid ber med sér pé er
hugmyndin ofar &llu i konseptlist, sem
segir eitt sir ofskaplego fiatt, pvi pod
er ekki odeins | konsepilist od
hogmyndin o boki verkiny skiptis
miklu. En pod sem einkennir konsepiid
{03 svo miklu leyti sem hagt er od
olhafa | pessu efni) er o hugmyndin
dhvardar gerd verksins i einw og Sllu.
Ekki er um od rada fyrirfrom gefid
joningorlorm og kit afmarked
innibold, pod er enginn sinfoldur
greinormenur milli forms og innibolds,
hugmyndor og tjdningor. Idulega er
gefin einbver forskrift fyrir gerd
verksins, sem listamaBurinn parf elcki
endilega od fromhvamo sjdlfor. Adrir
geta fromkvaemt verkid fyrir honn. Pod
er pvi venjulego einfalt ad ollri
somsetningu og krefst ekki neins
sirstaks listrans hondbrogds. Enda er
reynt od fordast shikt 11 od drago ekki
athygfino fra kjorna malsins,
hugmyndinai, Konseptverk eru pvi
nokkurs konar gjérningar, sem gerast
elnu sinnl, en geto verid endurteknir dn
bess od pob skipti mali Fyrir dtkomeno,
Honseptverk eru ekki endilega einstik,
eins og malverk edo hsggmyndis, por
sem verkid verdor aldrei endurtekid dn
pess od verdo od njju verki. A
simingunni & Kjorvalsstadum er verkid
Rimbjarni endurgert. Badi verkin erv
il pvi o eru badi gfarningor,
sem byggjest & sému hugmynd, sem &
sér soma uppruna. Marg konseptverk
eru i formi heimildo om atburdi edo
giirainga, sem oo verid
Frombkvaemdir vid tiltekin tokifaeri odo
wid olistabur par sem dhorfendum
verdur ekki komid vid., | pi tilfeli er
ekki gerdur skyr grelnarmunur &
listoverki og heimild. En patt
hogmyndin sé einfold, pd er hin okki
alltaf gegnsiz, pvi skodondanum er
stundum gert erfitt fyrir od draga
ridthor alyktonir og tilka verkid, vegno

e 3 “ : g v o ST s
witeinpoka®, hlutfeldi /# “*Meonument fo the mist™, H'N.Ifh'p‘a, 1977




pess od verk byr elki yfir Gllum
upplysingum um gerd verksins og honn
barf pvi @ vtonodkomandi upplysingum
eda tskjringum ol heldo 1l od atta
sig @ 0t @ hvod verkid gengur.

Si listrmno upplifun, sem menn verda
fyrir of konseptverkum, beinist pvi
ekki od einstihum eiginleikum efnising
eda hondbragdsins, yfirbordid skiptir
ehki mall. Sve er med verkid Rimbjoma.
bad sem einkennir upplifun &
konseplverkum er od pou krefjast
akvedinnor vitsmunalegrar athatnar af
hilfw skodandans, pétt si athain geti
verid oskiip einfald eda litilfjécleg. En
bod er einmitt pessi athifn, pessi
hreyfing hugans, ,Jestur” verksins,
sem er kveikjon od filfinningalegum
vidbrigdum dhorfondons. bar sem
verkid Rimbjorni er onnars vegar pé er
enginn einm hiutur pungamidia
sonrznnar athygli; votnsteningurian o
golfiny G8lost ekki merkingu og
hletverk nema i sombengi vid
fromkvamd hegmyndorinnar,
Ahorfondonum er bodid ad imynda
mann notodon sem mafistiky & o
wistorvery sem honn er stoddur i -
hversu margir Bjornar komast byrir i
herberging?
Konseplist er ekki einsleitt Fyrichaeri,
Pod er pé olgengt um islensk
konseptverk ob pou séu
bakmenntolegri en geagur og gerist, og
ma nefna sem dami Minning Njdlshranmy.
Vidla i peim verkum Mognisar, sem erv
i anda konseptlistar, koma fyrir
hugmyndir sem sniast um pasitive og
negativy, jahvaed og nelkvaed form,
mélsagnir og pverstadur, Pod er
einnig eft gruant a kimni og
hsirdisma, sem or meira | 2t vid
Fluxus hreyfinguna, Duchamp og
ohsirdleikhisid,

+
Gallery Sudurgate 7, which steed on the
torner of Sudurgale and Yonarstrati (before
the howse was mered to Arbaer Falk museum),
wirs 0 fively exhibétion ploce batween 1977
and 1980, A group of twebre ran the plocs
aned somee of them hod been Pakson's
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stutants of the leehondic College of Art ond
rofts, inchuding Bjorni H. Tharorinsson,
1|ﬂrhmwmmmuﬂ
ristine 6. Hordarsoa. The growp oo
published o magazine, Svart & Hyitu (Black
on White). In 1978 the magazine published
an intsriew with Mogniis Palkson, faken by
Stuingsimur Eyffird Kristmundeson end
Kristinn 6. Hordorson,

In 1977 Pihsson tosk part i o group show
with o single piece colled Rimbjarnl, which
might be translated Cubie Bjarni. In the
preparafion of the piece he was ossited by

Bjorni H. Thororinsson, arfist and ¢ '
*iiologist”, wha was submerged in woter in oKennsla: geggjadasta listgreinin®, | 784, syming |

el s e vk o sy Nilistasofninu @ Listahatid | Reykjavik/ “Teaching: The craxiest
Thrchy he mecsirement tilone ahic branch of art”, exhibition, Reykjovik Art Festival, The Living

Bjrri* wos foond. Onth floor ofan empty Ak

muﬂnnnhmmnﬂudm
measured approximately one vubic Bjorni.
hmtﬂhmmmﬁuﬂiﬁ
o unil of megsurement and wos found o
be 260 cubic Bjarmis.

This work bears some of the typical bafimerks
of conceptual ot T begin with,the denit
ol thve work itsalf s not dear, beoouse it nel
pecessarily o art object in the usoal sense.
We must therefors speok with some
reservalions dbout o work of concephual arl.
O of the preocnupations of roacepoal
arfsts I the sicties wos to get rid of the
obiect of art, or of least deflate its
imm.&nﬁwgh‘lh-ﬂmhm “pumbling Eye” 1984, bok gefin Ot med nemendum i
the Hoor hoaks like the work tself, i is in fact Moastricht / a book published with students

oly aport f the whole werk o i be
Mhﬂlﬂsrﬁhhmﬂﬂlh
idea.

s fhe miome implies, the idea is paramount in
mmﬂﬂ.dﬁhm'lth
itelf, becouse the idea i mportant not only
in conceptuol ori, Bul whot definguishes
conceghoal ort (s for a5 generolizafions can
o made about these thing), s that the idea
detarmines the struchure of the work in ol [or
st} of ts detoi. There is ne predutermined
form of expression with o fairly
Wmmﬂnmmam
mMﬁMHﬂWﬂ
Whmﬁhhd‘tﬂu
set ol insiructions for the exeadtion of the
work, which the artst hirself need net

emamimosk™, 1984, hlutfeldi gert med nemendum / A muliple
made with students
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«Poi poi drome™, 1578, pastkort. Robert Filliou og nemendur /
postcard, / Robert Filliov with students

wAsland Sympheny®, 1978, plétuumslag / record jocket
Hermann Mitsch og nemandur / Hermann Nitsch with students

«Kennsla: geggladasta listgreinin®, 1784, hljamsnzlda,
Niligasofnid / “Teaching: The craxiest branch of art”,
oudio cossette, The Living Art Musuem

perform himsalf, thers can execute the work
e compliete it for him. So it is wsvally simple
in compasition omd dees nof require any
particudar arfistic skill, Conspicunes skill and
arlistry are eveided o make s they do not
divest th ottention away from the
importance of the idea. Thes conceptual ot &
soma sor! of performance, which happens
ence, bul con be repeated, withou! significant
o of artistic value. Concepbual works are not
necessarily wnique, unkke poinfings ond
srulphure, where the work con never be
repeated, without loss of idenily, In the
exhibiion the wark Cubic Bjarni &
reconsiruched. The work ond the
recanshruction are equally significan, becowss
they are performances bosed on the same
ariginal idea. Many concepbuol works of ar
ore documentofion; of events or
performanes which have been exeruled
awy from public view. In that cose there is
na cheor distinction between original work ond
documentation. But even though the iden &
sample it is not ahwoys fronsparent, becouse
the work does nat abways contein oll the
information mecessary for the speciotor b
make the right ossamplians and the right
imlurpredofien, since the relevant information
s not presant in the work itself, which means
the spactator is dependent on some axtemal
soure of infarmation,

The kind of oesthelic experiance which
conceptual arf provides is ol direced of
particular qualities of material or craft, the
surfoce & nal impertond, The same can be ssid
for Cubsic Bjarni. It i o feature of concephaal
ort that it requires o mentol oct an the part of
the spectator, even though this act may be
very simgle or imsignificant. 1 is precisely this
o, this mevement ofthe mind,the “reoding”
of the work, which & o soerce of emeationsd
response from the speditor. In the cose of
Cubit Bjorni, na single part of the work & the
centre of ottenfion; the water cube on the
fieear does not ocquire any sagnificonce o role
withoi the conded of the execufion of the
iden. The spectator s invited o imagine o
man being used o measure the space he
himesedf occupées — how many moee could be
fited in?
Concegtued orf & nof o homesgenows



phenomenan, alibough it & comman for
Icelondic conceptual art 1o be more Ferary
than is widely the tos; 0 good example of
suth o work it Memorial fo the Burming
of Njal. In mosy of Magniss Palsson’s warks
that tan be cofled conceptus thene are ideas
that involve positive ond negative form, ond
parodexes. Humoor and absurdity are always
clse of hand, mors in the spirit of the Fuxs
movement, Duchamp ond the thealre of the
ahsurd.

“Bum med” hok / book, 1976



1974
# hak [ book,

; good boop
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Arid 1977 syndi Moguis i kjollora
Horrano birssins asomt Richard
Valtingojer og Salome Fonmberg. bar
syndi hann nokkur verk sem vorw
shopleg tilbrigh vid hagmynding um
minnismerkd. Pod vory verkin | minning
Wiglshrennw, | minningy rofellmévs,
ljashirsio og Steinpoke.

Minning Mjdlsbrenny scmonstendur of tin
ritvébum & stiplum, orfa sem hangir ir
bverri ritwél og bilnimeraplénenai
L-1010 sem stendur a stiphi Fyri
framan ritvélornor. L-id stendur fyrir
Rongérvallosysle og 1000 fyrir artol
og peir sem bruanu inni sombvami
stigunni. Arfinn visor fil pess od |
sEguani segir od notodur hofi verid arfi
1il od tendro eldinn. Minning
Hialsbreanu er dgaett dai, og konnski
besto demi i islenskri list, um
bokmenntalega kensepilist, ekki odeins
vegna pess od verkid fjollor vm
bakmenntalegt efni, heldur einnig
vegna pess od upphygging verksins og
innri merkingartengs ery
békmenntolegs edlis.

Liklega eru fair myndlistormenn sem
hato notod jofn mikid of pjodlege eini
sem uppisiadu | verk sin:
islendingossgur, Eddukvzedi,
pibdsigur, pulur og slogoro. Auk
Hiélshreanu hefur Magnis notod
Islendingosigor i higdverking
Freyskitly, sem or bygg! &
Hrafnkelssogu Freysgoda, og od hlute
1il i rjddrin Vario ... | timorifing
Sondern lék hona sir med efni
Eddukvaeda i Eddic games, svo og i
vatnshitaverkum sem eru myndrzn
itfzrsh & heimsmynd Eddu, Pjodstqur
bafo komid fyrir i verkum eins
Bokkobradrum og Minmiagy Mora. Pulur,
visur ag annod efni or munnlegri
geymd koma fyrir i rjodrunem Enginn
gleypir sifing og Herra Tirpur Jinsson. Og
ymsir slogarar, sem teljast nonast Al
Pieoga nberdid, hata komid Fyrir i
verkum eins og Sagdu skki nei segdy
kannski, Bissi & migkorbiloum og 0, Jésep,
Josep.

#Lisshirsla® / “Lightcabinet”, 1977

Ligshirslo er ,minnismerki” um Bakkabrzedur, pa Gisla, Eirik og Helga. A
kommédunni stendur: ,,| minningu Bakkabraedra og pess afreks peirra
ad bera ljés i hofum sinum inn i gluggalaust hos.”

Lightcabinet is o memorial to the brothers from Bakki, Gisli, Eirikur and Helgi, whe are
characters in humorous folk tales. On the cabinet is written: “In memory of the Bakki
brothers and their achievement of carrying light in their cops into a windowless house.”
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In 1977 Magnizs Polsson exhibited in o group
shew of the Nordic House, along with Richard
Valfimgejer and Sakome Fonnberg. There he
showed four pieces that were humerew
variafions on the idea of memarials. They
wett In memory af the burning of Njal,
I memory of the ghost rafellsméri,
Lightcabinet and Momument fo the mis?,
In memory of the burning of Njalis o
memarial o on infmous et of arson thet is
vcorded in the medieval kalandsc saga The
Saga of the Rurning of Njtl, when pwalve
peopls waee burned o death in on ot of
weegennce. | tomists of heuhve typiwriters on
pedestols wilh woed hoaging from soch
Iypewribir and the tor rumbserplate L-1010
om0 peskshol in frond of the typewriters, The
L stands for the county of Rongarvellir, where
fhe svent took ploce, and 1010 refers o the
doe; the mambes of typewviters is the same
s that of the persons who died in the fire,
seceeding fo the soga. The soga olso soys thal
waed wa used 1o light the fire. This
memorial & o good example of the kind of
Iierory concepbonl art that is commen in
lielandic ort.

Thesw are probably few lcelondic arfists that
have used o much locol material in their
wark. keelondic soges, folk bales, jingles ond
popoar songs. Plsson hos used the sagos in
ol works, sch os Freyskatla, which i
e o0 The Soga of Hrafrkell, and bit: ond
pléces in the instollation Almost never... .
I ihe et mogarine Sandem he
expaimested with materal from the Eddes in
Eddic games, o well 0s in o saries of
webwitokours beed o the games, whith are o
pitoi ustation of the Edic world ader.
Folk tales hove eppenred im works such os
Lightcabine! ond In memary of the
ghost irafelismori, Riymes, jingles ond
otk rivi from oral iroditien were used in
the imfobations Nebody swallows the
sunand Mister Tirpor Jonsson, And old
popul sangs that ore oll but Folk soags have
‘beon e in works ke Dont say ne, say
meybe, Bjssi the milkvan driver ind
P

wSélskrikja, mis, kengldra®™ /
kangaree™, 1740
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Salirin eru serio of fimm, puanum,
ferhymdum og hitigkkudem
mélmskifum, vm 20-30 om i pvermal.
bou voru fyrst sjnd i Galleri A i
Amsterdam 1976, Klippt or ina
shifuna og flipine réttur opp. Pegor
sélin skin 4 skifuma p.o. Grfin rik eda
lina strikar fldtinn, hittir linan konnski
ord sem visar fil tima, A elnni skifunni
er hjorta sem er stodsett ponnig o
skifunni 0d pegar skugginn af fipanum
myndor mjoa rok pi ske skoggian
hjartod i midju. bod sélér nefnist
Lovemaking in the Moming.

+

Sundials {1955-77) s a series of five thin,
square and white locquored medal phales. wSoler® / “Sendials®, 1977
They weee first shewn in Gallery A in
Amsterdam in 1976, A wedge & ool info the
phate. When the sun shines on the plate the
wedge costs o thin shodow ond points fo o
werd which indicates @ parficalor ime. On cae
of the plates o figere of o heart i sifveted an
the plote so that when the wadge costs o thin
shodow the shodow cufs o heor in twe. That
syndial is tolled Lovemaking in the
marning.

+*

| minningw frafalliméra, Magniis gerdi
vork fil minningar om Irafellsméra,
dravg sem margar sognir erw Hl em,
Verkid er rid of premur skrborgdtum,
sem stondo @ mjdum spytum, hamnig
ob hzgt er od horfo beint | gegnum &l
skraorgitin | eine. Pridjo skroargatid
er hinum megin veggjor. Skrargstin

standa pvi fyrir paan Gr2do eiginleiko »| minninge vinar sem &t his & Akureyrl og lék blds & skiflung sinn®™
drouga o geta &3 | gegaum veggi og / “In memory of a frlend who ate a house in Akvreyri and played blues
jotuvel smogid i gegnum pa. Spyturnar on his tibia”, 1982

eru festar @ stell og & bonn er nafn

Méra rited, en allt i stami, pvi drovger

eiga erfitt med od nefna sitt eigid nafn,

Mokkur sago er | kringum petto verk.
Upphaf pess od Mogis fékk ahugo &
iratellsméra ma rekjo 1il pess od henn
1ok si ford & hendur med fjldskyldu
sing i Land Rover bifreld peirra og




ol pou vm Kjés yfir | Hvalfjsrd.
o h&fdu medlerdis vegakort sem
peim hofdi askotnost b bensinstod
Oliufélogsins. A kortine matti sja
merkian vegosloda, sem o odra lold en
vesijon var od forg, og voknodi higi
peirra 6 pvi od reyne pessa nyju leid.
Fyrr en vardi vor sladinn ordinn illur
yfirferdor og endodi o hengiflugi wian i
Méskordshaiskum, par sem pou lentu i
sjalfheldy, komu Lond Rovernem hverki
ofter & bok né éfrom. Mogais var né
ordinn ollskelkodur, por sem enghirm
vory med i ferd, og hugdist ganga 1
byggda og leita eftir odstod. Hann
kemur pa nidur @ bae sem reynist vera
Iratell. Padon ver hagt od fa bil ir
baaum 11l o koma lalking heim og allt
endabi vel. Magnis kynntist bondonem
& bimum, som fix 0d segjo honem fré
Marg, enda vari pod alveg eltir Mara
od hefa alvegaleitt pou og komid peim
i klandur.

En ekki vor vidskiptum Magnisar vid
Misra bokid. | minningu frafelkmarn var
sind & ofmalissyningy Mylistasalnsing
i Listasatni Islonds. | tilefni of
sfninguani var Mogaiss fenginn fil 03
habda fyrirlestur. Allt gekk &
elturtétumum vid undirbining og
fromkvamd fyridlestursins. Fyrst
eybinghist myndband sem Mogois
#lledi ol syna vid fyrirlesturinn og
sidlan, pegar fil &Hi ob toka og
sheyrondur voru maettir o stoding, pé
fér rolmagnid of hisin og reyndor dlle
bandinu, bod vor pi ekki um amnod ol
rabo en ob fresto lyrirlestrinem um
nokkre doga og gekk allt ob dskum |
pobskipl, U et leyt gisti Mogs
e hoaw, Gulrimu Pétersdattur, sem
et of peirri it som Irafellsmor fylgir,
Hin men i hefo sagt d Miri hafdi od
llom lkindum komid parna vid ssgu
og hefdi verid od minna d sig. En Mari
hetor ek gert vart vid <ig i
listoverkum Mognisar sidan.

wlorgen morari® / “Jorgen, the mason”™, |785
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ghest lrafellsméri™, 1977

In memory of the ghost irafellsméri:
Pksson madk this work in memory of
Irafelmiri, o fomous ghost. The work is
composed of three verticol sticks that support
keyholes. The sticks ore ploced in o stroigh
row, o that ane con boak through the
keyhales in a straight line, with one of the
shicks baing on the ofher side of o woll. The
kiyholes rapresent the ghest's ability 1o see
theoegh walls and even poss through them
The sticks are fostened on o pedestel and an i
i writien the nome of fhe ghost, but
stutteringly, becouse ghosts can caly soy thir
own pame with difficulty

Thers & o sory behind this work, Pilkson firsi
become interested in the ghest when be went
on o frip with his family in their Lend Rover
jeep frem Mosfelsvait to Hvalficur. They
hod o road mep with them thol showed o trail
they bad never tried. Before shey knew it, they
hod reoched an impossa bigh up in the
moundains ond couldn’t fumn oround, Pk
woirs quibe concermied becouso he had brought
hiss younq children along, s be dedded 1o wolk
o the nearest farm ond ozk for ousistonce, He
reoched the farm of iafoll, where he was oble
i phone t town ond ek for @ cor, so thal
uverything ended wall. He strack up o
ncquaintance with the former of lrafell whe
began fo tell him about the ghost, which hod
fiollowed the some family for generations ~ i
would pat hove been unlike fhe ghost to hove
led Mognie and his fomily into troubls.

The ghost would visit Mognis ogein on o lofer
wermsion. dn memory of the ghost
irafellsméri wos thown ot on aneiversary
exhibition of the Living Arts Museum, o the
Mational Gallery of Ivelond, ond Magnirs wos
invited to defiver o foll. A row of inexplicoble
mishaps were o prevent the tolk from taking
ploce o scheduled. During preparafion o video
Mogmis made wes ruined, and when peogls
hod alveady orrived for the ok il the
eleciricity wos cul off, not onby from the
house, bui the whole coentry. So the ialk wos
ancefled, but sccesshally complesed o few
dhays Jutes. A the fime Mognes wes sloying os
o guest ot the home of Gedrin Pétursdbetr,
who is o member of the fomily thaf the rafell
gheest haunts. According ta her the ghost was
making his presance falt. Bed since then the
ghest hes lft Mogais Pélsson alone.



Um og eftir 1980 verdo smam somon
breytingor 6 list Mogausor i ot fra
gifs og konseptverkum til bljodverkn,
textafilrounum peim tengdum,
performnsum, innseiningum
[rjbdram”) og lethverkum. Pod verdo
bo engor grundvallarbseytingor 6 peim
vidfengsefnum sem Magniss er ob fast
vid, enda er pod ekki odalatridi | hvade
efni eda innan hvada Esigreinar verkid
ot unnid, heldur hver hugsunin (og
tilfinningin) @ bak vid er. Mognis
heldur dfram o vinna frekar or
hugmyndinni um steypt hljéd og
pés/meg rymi § vidameiri verkum,
Barzaralio | fis di og Pank-konsert. Upp
ur i fer honn od lito & hijodid sem
rymistyrichari, sem byr ylir serstakom
rymiseiginleikum, sem honn vinnor med
i hijbdverkum, sem hann kallar
roddskidptira (Freyskails, Draumar
annarra). Pod verda sidan sérstaklege
eiginleikor tungumalsins, eins og pod
birtist | munnlegri framségn, sem verda
Fyrirferdamikdic | nyrri verkum,
performinsum eins og Pratubalki og
wHiodrenum” Herro Tirpor Jinsson og
Vorfa., . Hér someinast siden Fyrri abugi
Mognasor & textoefni ér ymsom dttem,
vid tilraunic hans med roddskilptir.
1980 opnadi hoper Akureyringa
syningorsel i hisl & Akereyri, sem gekk
undir nalfniny Rouda hesid. Fyrsta
syning i hisiny vor innsetning eftir
Mognis, Barcorelle i fis div. Nekkram
dagom fyrix opnun kom hopur folks
saman | kjellara eins adstandenda
Rouda hissins, Folkid sat | makindum o
gblfimu, rabbodi saman og dreypli 6
veitingum. Litill grammafann ver 4
golfinu og spiladi toalist. Par kom od
pi od spilod var toaverk eftir Chopin,
Borcarolle i fis dir. | midju bogi ok
Mognis néling of plstunni og bad
vidstodda vm o hreyfa sig hvergi.
Folkid sof pvi sem fostast & golfin &
medon Mognis teiknodi pod inn, sidon
fekk hann ginn og einn fil od koma o
tok honn gifsafsteypu of stidu og
stellingu allra vidstoddro od hluta fil.
Meiningin vor ol toka ofsteypu of Glle

wBarcarolle | Fis-dér” / “Barcarcille in F sharp major™, 1780

“The Anti-Socioty League Concert™, | 782
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alle | Fls-dér” / “Barcarolle In F sharp major”, 1780

teemu rymi, hine negativa rymi, |
herberginu, sem vari pvi nokkers
konor afsteypa of tonfistinal, sem
barst um loftid, og andrimsloftinu &
pvi ougnabliki pegar ténfistin var rofin.
Verkid vor sidon fhutt yfir i Rovdo
hisid og synt asami fasmyndum of
sombomunni,

Sama vor upp & teningnum | verki sem
var framkvaemt @ syningu | Norrkibing
i Swipjod sumarid 1982, Ant-Saviefy
League konsert. Par fikk Mognis
pénkgrisppe  stodaum, Anti-Sodiety
League, til a8 halda litinn konsert i
abdiisi | kjollara hussins par sem synt
var, Hijomsveitarmedlimir stilltu sér
upp & medan Mogis tok gifsolsteypu
of negatifu rymi umhverfis pé. Brotin
voru siban flutt it undir bert laft, p.o.
od segja ma o rymid hafi verid flutt ir
stad i heilu logi, sem kluempur.

Abter 1980 changes storted fo appear in
Palsson's art, away from ploster and
cancephoal warks to sound works, and in
reotion 1o them experiments with baxts,
performances, instollations, videos ond even
sloge productions. Buf there are no
fandomentol changes in the kind of themes he
& preotrupied with, For Pakson the medivm in
which the work i mode & not a5 imparont a5
the thoaght and emotion behind it He
confimues ba develop the iden of moteriolized
sound and pasitive negative spoce in lorger
works, such a5 Barcorolle in F-sharp major and
Punk concert. This leads him 1o deol with
sound as o spatial phenamenan in iself,
possessing parficuler spaticl properties, which
he explits in sound works, which he colls
voul sculpture, such o Freyskatlo ond
Other people’s dreams, This leads further to
explorations of the sound of language and the
resonands of speech, which beoomes the main
aspect of recent work, such o5 Praetubalki,
No one swallows the svn, and Almos?
pever... . Thess illusirate how Pilson's
various precsoupafions with liberary material
from voriows sources, combine with his
experiments with vocal sculplure,




In 1980 a group of people in Akureyri
evioblished on exhibition spoce in o smull
housa im that fown colled the Red House. The
first show wos an imsiollofion by Maognis
Pékson, Barcarolle in F-sharp mafor. A
forw days before the opening @ groep of
peopls ware invited fo the cellor of con of the
orgonizers. They sof on the lloor sipping wine
e Irsteniveg fo mesic From o small
gromaphone. When o piece by Chopin wos
ployed, o Barcorolle in F-sharp major, Pakson
stopped the minic ond asked every one 1o 5t
sfill. 5o people sof on the feor while he
proceeded fo drow the outlines of sad
person. Later they retureed one ot a fime and
Mognis took o parfial oest of the posture of
eoch person. The costs were intended o
reprasent fhe total negalive spoce of the
room, which would be o cost of the music thot
filled the nir and the ofmosphere of the
mament the music wos intarrupted, The whole
work wos then moved to the Red House ond
shown along with phetogroghic
dotumentotion of the evend,

The seme idea wos repeated in o work thet
wirs axeculed ol on exhabition in Nemkiping
i Sweden in he summer of 1982 Amti-
Saciety League Converf. Paksson gol o
local punk band 1o perform in o small kitchen
in the besement of the exhibition holl. The
members of the bond posifioned thenmsahves
while Magnizs proceedad fo boke oasts of sach
of them and the surrounding walls ond
wupboards. The frogments were then moved
oot into the open so that the negofive space
was moved in its enfirety o5 o champ.

Arnar Jénsson, Kristbjsrg Kjeld og Edda Amljétedatir

uwSprengd hjédhimna, vinstra megin®, 19791 Leikupplasrsla Alpyduleikhissins og bijsdleikhssing /
Sioge production by the People's Theatre and the Nafional Theatre, Reykjavik
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Kristhjgrg Kjeld
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| febriar 1993 hélt Mognis
sningu 4 tveimur rjodrum i Galleri
einn ¢inn & Skélaverdustig, en
ridrin hitu Enginn glaypir séling og
terra Tirpur Jinsson, Pegar gengid
var inn i syningorsalinn tok & moti
manni sérkennilegur en
kunnuglegur flmur, sem aHi sér
wpptik i hornunum, par sem logu
davanor hrigur of neftobaki.
Umbverfis vory klosor of
tridslegum nefjum sem hrjifrudu
sig upp od tobokshroukunum. Rét
par fyrir ofan voru stodsettir
héatalorar, padan sem jmis
bikhljéd, andviirp og
gnzgjustunur, barust ménnum il
eyma. Mognis hafdi safnad ymiss
konar kimni, sem er od falla i
gleymshy, badi i bundnu og
obundnu mali, sem ronn upp or
mtnnum hér adur fyrr, kannski
medan peir voru ad fa sér i nefid,
og itsetti fyrir nokkrar roddir. Vid
gerd hljedverksins, sem flutt var i
gegnum hitalorona, naut Magnis
odstodor einvala lids: Baldvins
Halldérssonar, Eyvindar

Erlendssonar, Gudbjorgar
Thoroddsen, Gudrinar
Asmundsdéttur, Korls
Gudmundssenar og Tuma
Magnissonar. Pou fluttu textann
og framleiddu alls kyns hljod of
mikilli innfifun, m.o. vor sogid of
sannfaringu upp | nefid og daest
med tilprifum. Mognis voldi ekki
textana eftir bokmenntolegu gildi
peirra. Allt saman er petta
sokleysislegt bull; of barnelega
fardnlegt 1il 0d vera fyndid, eda
fyndid vegna pess od pod er svo
mikid bull, og of smerkilegt til ud
vekjo athygli verndara
bokmenntoorfsins:

Aé segja pér nokkud

pabbi pinn er kokkur

mamma pin er rokkur

og sjalfur ertu drullusokkur.



In February of 1993 Maogmiis exhibited two
installatioms, or ,dearings”, in Gollery 1 1 in
Reykjavik, colled No one swallows the
sum and Mister Torpur Jénsson, Vritors
enteting the gollery were mat with o difinct
and familior frogrance, which originoted in
kst corners of the space, where sizeable piles
of snfi were lying. Around the sauff there
wure thasters of dewnish paper-miche noses,
which hisgged the pikes. Just obeve in the
cornars were loudspeakers, [rem which
varioirs badily seends, sighs and grunts could
be heard. Magnis had collected all sorts of
frivial humeur and hutfoonesy in rhyme ond
fingles, which are oll but fergatien bul hive
passad on through oeel tradifion in the past,
mayhe while people ware exchonging sauff
The txts were aranged for o few voices and
Magnirs wirs assished by the attors Baldvin
Halldrsson, Eyvindur Erlendsson, Gudiiirg
Theeedduen, Gudrin Asmindsdattic, Karl
Gebmindssan and his son Tumi Magnizsen.
Magnis Pdkson did mal choose the bexs
bevausa of literary mesil, most of them ore
innotent nonsense, olmost foo childishly
ridiewdous bo be funny, or are fusny predsely
for that reasan, ond oo insignificant b oftroct
the ottention of the guordians of the lilerary
heritoge.

wEnginn gleypir sélina”, 1993, rigdur / “Ne one swallows the sun™,
installation with voices
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»Eten Langbék og AHants”, 1994, 2 ricdur /[ 2 installations with voices




Stjani meik i listasafni sinv / Stjani meik in his art museum, | 774
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MORKUM HINS SYNILEGA: UM VIDHORF MAGNUSAR PALSSONAR TIL LISTIDKUNAR.

ki bundin vid pad ad einstaklingur sitji i horni sinu og mali malverk, skrifi
da semii tonverk. Listin er lika ad skapa vittumgripandi verk med patttéku
2 sem allir leggja fram sinn sképunarkraft; risastérar lifssymféniur, par sem hinn
 héfundur leggur abdeins til rammann ad verkinu, sem sidan einstaklingar
lla Gt i, svo verkid verdur kannski mjdg frabrugdid pvi sem héfundurinn gat nokkurn
pann imyndad sér.” (Ur Kennsla: geggjaBasta listgreinin®, hljodsnaslda 1984)

un Magnasar Pélssonar hefur verid hin fislbreytilegasta ad ollri gerd; svidsmyndir fyrir
fir, gjérningar, hljcdverk, leikverk, videdverk, baskur og bokverk, konkretj6dlist,
raddskalptirar, hliedsnaldur og liklega sitthvad fleira sem ekki fellur undir neift
ngreindu. Auk pess hefur hann fengist vid kennslu, og litid & hana sem listgrein, og
 patt i ymsum félagsmalum myndlistarmanna, Pad er einna likast ad hann hafi
einu | annad og stoppad stutt i hverju skrefi. En pratt fyrir allan margbreytileikann
sterkt munstur i allri Greidunni og madur gerir sér grein fyrir ad pad er furdumikid
ramvinda og stadfesta i vidfangsefnum og vinnubrégdum Magnisar, Pegar listferill
Bur O nokkurri fjorlegd og af yfirsyn pa sést vel ad pad hefur vissulega ordid
bun & pridtiu Grum, en ekki pzer tilvilianakenndu stékkbreytingar sem biost maetti vid.
aBurinn, sem ma rekja, byriar med fyrsty tilraunum hans med gifsid & midjum sjGunda
im por sem Magnos feest vid bad rymi sem afmarkast af formi hluta, umfang hlutarins,
rymi sem er fyrir utan hlutinn, sem hluturinn formar og afmarkar lika; formid
i pad rymi sem lilheyrir hlut og pod rymi sem filheyrir honum ekki og basdi
einu samfelldy rymi. Petta mé fyrst sja | einu of fyrstu békverkunum effir islenskan
Pappirsast, par sem hver sida lagar sig a8 prividu formi naerliggjondi sidu, og
tkunum pegar hann fer ad fast vid bad sem hann kallar pésifift og negatift rymi.
leida hann Gt | a8 efnisgera éefniskennd fyrirbzeri eins og tilfinningar og hljd. i
bvi fer hann 0t | nota roddina sem midil fil a8 méta rymid, nokkurs konar osynilega
a, sem hann kallar raddskolptira.
bréd, sem mé rekja, mé kalla yfirvegada beitingu & hendingunni. Magnis hefur
imad 1 verk sin stisrmlausa” peetti, sem hafa ofyrirsjganlegar afleidingar, og leyft
ffum ad r&8a nokkru um endanlega gerd peirra. | fataskilptorum leyfir hann gdmlum
rda endanlega légun gifshlutanna. | textaverkinu The Offs, sem var hugsad sem
jodverki, ba klippti hann saman fextabrot sem hann hafdi safnad or prentudu mali,
jlfan sig 1il o nota ord og semingar sem voru prentud Gfugu megin & siduna og
pau i fextann & naestu sidu. Pannig kom hann siélfur i veg fyrir ad hann fengi ollu
mvindu textans.
| alridi meetti fina til sem hafa fylgt listsképun Magnisar og gefa henni akvedid samhengi
Pessir praedir hafa tvinnast saman og adgreinst eftir pvi sem list hans tekur breytingum,
ggnst er dypra pa mé sjé ad & bak vid stendur dkvedinn hugsunarhdttur, sem ekki er
a sig & | fljotu bragdi, en kemur sifellt upp & yfirbordid i Slikum biningi. Hér er
s vegar um od raeda afstodu hans til og hugmyndir um hid listraena starf sem slikt, og kemur
g fram i hugmyndum hans um kennslu sem listgrein, en hins vegar er um a raeda filésofiv,
yfir voinunum, ef svo ma ad ordi komast,og gerir vart vid sig & hinn undarlegasta hatt.
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Afstada Magnisar fil hins listraena starfs hefur avallt verid laust vid lotningu Fyrir
hugmyndinni um hinn einstoka og-einangrada, skapandi lislamann, stérbrotid andlegt Iif hans
og ovidjafnanlega haefileiko. Menning okkar gerir hlut lislamannsins sem mestan, en Magnos
hefur ekki 568 astaedu til ad vidhalda peirri dulid sem hefur verid sveipad um fiskcaiaiin og
oheft frelsi hans og éskorad vald yfir eigin verki. | gegnum allan sinn feril hefur hann af fisum
og frjélsum vilja gengist undir vald filviliunarinnar og dutflunga annarra.

Liklega er porfin fyrir tri & dtakmarkad einstaklingsfrelsi lislamannins i lydraedispjodfélagi
sterkari eftir bvi sem pad @ minna vid. Pad sem vid kallum frelsi i dag, | friélslyndu
lyoraadishjodlélagi, er avallt takmarked vid pann ramma sem adrir sefjio manni, adeins innan
pess ramma hefur einstoklingurinn val. Petta er hvergi eins skyrt og | sambandi kennara og
nemanda. En par hefur Magnis frekar vilja® hjalpa nemendum sinum vid ad skilgreina sinn eigin
ramma 1l ad vinna innan (enda i samraemi vid gamalgréna, himaniska hefd od lita svo & od
enginn sé fyllilega frials Fyrr en hann hefur leert ad setja sjalfum sér takmark). Auk bess hefur
hann fordast ad préngva upp &@ nemendur sinu eigin gildismati og gera pa bannig ésjdlfréatt
hada sér.

Hugmyndin um hinn einangrada listamann felur i sér ad oll listraen verdmaeti eigi sér
uppruna i einum punkti, innra hugskofi lislamannsins, og geisli badan 0t | allar aftir. Listin, eins
og vid pekkjum hana, adskilur félk, hin adskilur ba sem framleida fré peim sem njéta, pa sem
eru listamenn fra beim sem eru bad ekki, meistara fra Foskurum, hin adskilur listamenn hvern fré
6drum. Listgreinum eru vandlega haldid adskildum og listamenn & hverju svidi verja sitt
yfiradasvaedi fyrir évidkomandi égangi; mynd er vandlega adgreind fré ordi og hljédan pess.

Magnis hefur dregid i efa naudsyn bess od vidhalda strangri adgreiningu og nidurstikun,
virda vidurkennd mark. Hann hefur haldid & lofti peirri hugmynd ad uppsprettu listarinnar sé
ekki sidur ad finna 0fi & medal félks, bar sem hugmyndir kvikna og erv bornar éfram of
dskipulagdri en sjalfviljugri patitoku karla og kvenna, par sem litid er & listsképun sem ferli, sem
@ sér ekkert skyrt upphaf eda afmérkun, par sem margir geta komid vid sogu og eru ymist
wramleidendur” eda- ,njdtendur”. Magnis hefur | auknum maeli lagt Gherslu @ samstarf
lislamanna, par sem fleiri koma vid ségu i itfaersly og framkvaemd upphaflegrar hugmyndar, og
pé gjarnan lislamenn. sem vinna innan élikra listgreina. Hugmyndin med Mob Shop var ad fa
félk til ad vinna saman od hlutum sem enginn einn bar abyrgd &, bar sem anginn einn hugur
vaeri ad stjérna 6drum. Svidsverkid ,Sprengd hljédhimna, vinstra megin®”, var
samstarfsverkefni Alpyduleikhissins og Pjodleikhissins, og 1 ,Freyskétlu®, t6ku Métetiukér
Hallgrimskirkju og Rikisitvarpid og taeknimenn pess sig saman. Magnis er bvi 6ragur vid ad
beina listsképun sinni inn & svid sem | hefdbundnum skilningi filheyra ekki myndlistaridkun,
enda litur hann svo & ad ekkert sé& bvi fil fyrirstodu ad nota hlj6d, raddir og hreyfing likamans
sem midla fyrir myndskopun.

3.

List er ekki sama og listgrein. A boa il list er ekki endilega had pvi ob stunda listgrein. Med
pessum tveimur stadhaefingum maetti draga saman 1 sem kndppustu formi pau grundvallarprinsip
sem Magnis fylgir | starfi sinu sem listamadur. En betta eru undarlegar staBhafingar og
stangast & vid hefdbundinn skilning, pvi vid bekkjum og komumst i teeri vid list i gegnum
listaverk, og listaverk eru annad hvort malverk, skilptirar, 1j68, eda ténlist, sem sagt afurdir
filtekinnar listgreinar. Leidin ad listinni liggur i gegnum lisigreinarnar, ab vera lislamadur er od
hata vold @ fillekinni lisigrein. Afstodu Magnisar mé tilka sem svo ad lisigreinarnar séu leidir
ad sama, eda ad minnsta kosti svipudu markmidi. Listgreinarnar sem slikar eru ekki list. Pad
geta pess vegna komid fram adrir midlar, adrar leidir, dnnur taekni sem nytist jafn vel. Eins og
raunin hefur orid med ljésmyndataeknina og ni sidast myndbandateeknina. Sidan getur bad
lika gerst ad midlar eda taeki heetta ad vera ahrifarik leid ad listraenum verBmastum. A sautigndu
og atiandu &ld vor itid & gardyrkju og landslagsarkitektir sem Jistgreinar & vid adrar, en paer
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‘eru ekki eins hatt skrifadar nit. A vorum dégum hafa heyrst raddir pess efnis ad oliumalverkid sé
hatt ad gegna jafn mikilvaegu hlutverki innan myndlistar.
~ Pessi skyri greinarmunur, sem gerdur er milli listgreinar og listar sem slikrar, hefur ymislegt i
'iﬁl' med sér. Aherslan verdur ekki lengur & handverkspattinn, pekkingu listamannsins @ midlinum
#g im efnum sem hann vinnur med, synilega faerni i beitingu takninnar og addaun & peim
seiginleikum sem efnid og midillinn byr yfir. Pess i stad faerist hin yfir & 6apreifanlegri
mgmlmkn verksins, paer hugsanir og filfinningar sem verkid getur leitt of sér og sem tengjast
-~ ekki endilega apreifanlegum efniseiginleikum og verkfzerni. Leidin opnast il stakmarkadra
moguleika i vali & efnum og adferdum. Hin mikla fyrirmynd aldarinnar i bessu sambandi er -
nfrllﬁrul&gu Marcel Duchamp, sem notadi baedi venjulega tilbina hluti, framleidda of 8rum,
m uppistodu | verk cin, eda abferdir sem voru gersneyddar listraanni tilfinningu fyrir efninu,
inmilt | beim tilgangi ad beina athygli Ghorfandans og Gherslu verksins 6d hugmyndalegu
I’uh pess. Petta pydir ad ahorfandinn er settur | pa adstodu ad tilka verkid, vinna Or pvi sem
er fyrir hann og ljoka par med hinu listraena ferli. Listamadurinn er pvi ekki adeins o fast
Vil innri gerd verksins, hann er einnig ad vinno med pa baetti sem eru rédandi um vidbrigd og
Mtolkun ahorfandans; pé fordéma og vaentingar sem gera mé réd fyrir, bad gildismat sem er
“almennt vidurkennt, paer mytur sem rada miklu um afstédu pj6dfélagsins til lislamanna og starfs
a. Petta vardar ekki adeins innihald verksins eda hugmynd, pvi bé stundum sé sagt ad
din ad baki verkinu skipti 6llu méli en efni og Ulfeerslo séu aukaalridi pa er pad ekki alls
rett. Allan efnivid verdur effir sem Gdur od nota af mikilli Gtsjénarsemi, pvi efnid sjalft byr
faknraenni aukamerkingu, sem getur skipt miklu mali fyrir tilkun verksins. Sama mali gegnir
handbragd lislamannsins og pé feekni sem notud er. Ekkert efni eda adferd er clgerlega
hhtlaus og osynileg.

Vardandi val Magnisar a gitsinu pé hefur hann sagt ad kosturinn vid gifsid sé hvad pad er
og latloust” og hafi hentad vel i peim konseptial verkum sem hann vann ad 4 sjdunda og
3 'ﬁm‘lugnum. Qg i vidtali i timaritinu Svart & hvitu segir hann ad hann | leggi ?kkarf upp
di hlutarins” o9 ad honum finnist ,ekkert eitt form betra en annad form”. | seinni
|'|a§ur haiin st sér frd hinum efnislega hlut sem slikum, med pvi ad notast vid hljod og
Irs&m efnivid i skilptira sina. | verkinu ,Varla ... eru ord skrifud med pvi od rada saman

gssapum; ord, sem eru huglaegt fyrirbaeri, eru skrifud med sapustykkjum, sem eru gerd fil
smam saman i hondunum & ménnum. | syningarskranni ad Borealis 2 skrifar hann:
i er mikilvaegi hins sjdnraena ad minnka. [...] Pad sem vid sjGum ekki er meira
di en pad sem vid sjaum.”
niss gerir heldur ekki meira Or handverki og verkfaerni en astada er til, par sem lita
'@ ad farni sé hvort sem er afstaed gagnvart peim arangri sem naist med verkinu. Ef
8 er gott ba er pad vel gert, en hid gagnsteeda 6 ekki endilega vid, pvi pott verk sé vel gert,
lega og lipurlega unnid, pé er bad engin trygging fyrir listraenum gaedum. Pad er pvi
og Otilokad, ab taka handverkid Ot sem sjalfstzedan patt i listraenu starfi. Listamaodurinn
]::lu medol sem haefa hverju sinni, hver svo sem bau kunna ad vera og pétt bau Gtheimti
56 utanadkomandi adstodar.
s hefur avallt komid sér hjé pvi ad hegda sér eins og ,s6nnum” listamanni’ssemir.
 enga sérstaka dyggd i pvi ad koma sér upp vinnustofu, sérhaefa sig | akvednum stil,
i8inn og vinna 16l tima & dag ad gifurlega krefjandi verkefnum, sem sagt syna
nsku, vera ,professional”, | samraemi vid vidtekin norm. Hann hefur oft haldid peirri-
sinni & loffi ad teiknikunnétta, grunnpattur | hefdbundinni menntun listamanna, sé ekki
ynleg | menntun og starfi; sérhaefing og feekni séu odferdir, eda taeki, il ad na setty marki,
ekkert gildi umfram pad. En petta eru lika vidhort sem maettu mikill andspyrnu hér &
skki sist begar Magnis 16k ad sér ,Deild 1 métun” i Myndlista- og handidaskéla Islands

975, og hefur alla 1id sidan verid asteytingarsteinn & peim vettvangi. Enda gengur hann
gean beirri diGpraettu tri ab listamadur eigi ekki filkall til bess ad hljéta bé nafnbét nema
ad hann sé pess verdugur med pvi ad sanna med protlausu starfi, ad hann radi yfir
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pekkingu & afmérkudu svidi tillekinnar listgreinar og geti synt feerni i-beifingu hennar.

Saga nitimamyndlistar einkennist af pvi ad listamenn hafa verid a8 berjast gegn
gamalgrénum takmérkunum og fyrir fullkemnu frelsi i skapandi starfi. NG er svo komid ad pad
virdast ekki vera nein takmérk fyrir pvi hvad lislamenn geta gert, i prinsipinu a® minnsta kosti,
po adstaedur hverju sinni sefji peim skordur. Pannig od s baratia sem einkenndist af pvi ad
finna nyjar leidir og yfirstiga ,grensurnar” & ekki vid @ sama hét og & sjidunda aratugnum. Pad
breytir pvi ekki ad slik vidhorf maeta enn téluverdri andstédu medal beirra sem leggja mest upp
Or peim gildum sem filheyra listgreinunum, svo sem verklagni og formfegurd. Hin eiginlega
wframirstefna® i myndlist tilheyrir forfidinni, en ni skiptast menn i tvé horn eftir bvi hvort beir
adhyllast sérstédu listgreinarinnar og peirrar hefdar sem henni filheyrir, eda listina 6hada
nokkrum midli, sem vardar innihald frekar en form, merkingu frekar en skynareiti. Magnis var
einn af allra fyrstu islensku listaménnum til ad vera algjérlega skyr | afstédu sinni med hinu
sidarnefnda og hafdi veigamikil ahrif & upprennandi listamenn & éttunda og niunda ératugnum.
Hann gengur jafnvel svo langt ad droga i efa sérstodu myndlistar sem slikrar. A einum stad
hefur Magns skrifad: ,Smam saman 16k hlj6did yfirhéndina i vitund minni og par med i
verkunum. Eg finn ad okkar &ld er tfimabil hljédsins. Ekki sidnarinnar. HIj63id er mikilvagasta
oflid.” Pod er einkennilegt ad heyra slika jamingu fraé myndlistarmanni. Samt litur hann @ sig
sem myndlistarmann, jofnvel pegar hann vinnur eingdngu med mannsréddina. En betta synir vel
ad hann er ekki adeins ofis ad vidurkenna markalinur milli myndlistargreina, heldur einnig milli
myndlistar, ténlistar og bokmennta, og yfirleitt allra listgreina. Og ef Gt | bad er farid, pvi skyldi
hann vidurkenna markalinur milli listarinnar og lifsins, m. 6. o. milli listar og vinnu, milli listar og
kennslu.

4.

Petta leidir okkur inn & annan veigamikinn patt 1 listhugsun Magnisar. Afstada hans til
listaverksins og listsképunor & sér raetur | heimspekilegum hugmyndum sem vida skina i gegn i
verkum hans, kannski eina skyrast i gifs- og konseptial verkunum. Hann er sifellt ad stilla saman
andhverfum, t.d. negatifu og pésitifu rymi. En petta & ekki adeins vid um rymi og adra
formeiginleika verkanna; hinu skrytna og fyndna er stillt upp gegn hinu leyndardémsfulla; :
leikaraskap gegn alvéry, kitschi (eda hugglundri, eins og pad hefur verid kallad) gegn halist, J
«drullu” gegn satleika; sjdlfbirgingshaetti listamannsins er svarad med sjdlfshadi vidvaningsins.
Magns stenst ekki matid ad syna fram & gildi andhverfunnar. Ef eitthvad er vidurkennt sem gott
og gilt, pa skal andsteeda pess vera jafng6d og eiga jafn mikinn rétt & sér. Enda hefur hann lyst
peirri skodun sinni i vidtélum od ekkert geti verid il an andhverfu sinnar. Petta fer vida
myndraena ,illostrasién”, t.d. i verkinu Fle®armali, par sem hid pésitifa rymi eins hlutar er hid
negotifa rymi annars hlutar, og svo &fugt, en il samans mynda hlutarnir eina érofa heild, par
sem hid pésitifa og negatifa vega hvort annad upp. !

S pélarisering sem skiptir mestu mali i pessu sambandi er néttirlega milli listar og lifsins, - - :
leiks og alvdru, listsképunar og braudstritsins. A sidunda og attunda aratugnum voru mikid &
dafinni Gtopiskar hugmyndir lislamanna um leidir fil ad broa bilid milli listar og lifsins, a.m.k. ad
gera list ad edlilegri og rikari paetti | doglegu lifi manna. En svo metnadargjarnar hugmyndir
voktu ekki fyrir Magnisi, hugmyndin er ekki ad eyda peim andhverfum sem fyrirfinnast, heldur
ad komast handan vid stadlad og stirdnad gildismat sem menn treysta um of & og taka sem
fyrirframgefnum, sjélfségdum hlut, an nokkurra efasemda. Petta ma sjé i pvi hvernig hann notar
og medhondlar, med jafnmiklum &huga og umhyggiu, sigilda texta eins og Islendingaségurnar
og svo afpreyingarbokmenntir, eins og teiknimyndasdgur og rémantiskar ségur af sidum
kvennatimarita. Med pvi bydur hann byrginn peirri adgreiningu sem rikir milli halistar og
laglistar, sem kemur i veg fyrir ad vid getum komid auga & fegurdina i pvi sidarnefnda.

Magniis bregdur fyrir sig herkaensku sem & margt sammerkt med uppataekjum Fluxus
listlamanna sjbunda ératugarins, par sem talad var |, paradoxum”, eda pverségnum, einhvers
konar absirdismi var | gangi og pad var mikid um frekar purran himer og undarlega




upplinningasemi. Mesta hél, sem haegt var ad segja um nokkurt listaverk, var ad babd vaeri skrtid,
Abalatridid er ad vinna | rétum anda: ef madur er viss i sinni sok pa er eitthvad
06 — ef madur er ekki viss i sinni s6k pé er um ad gera ad hafa ekki alltof miklar ahyggjur of pvi.
List Magnisar er ekki list varanleikans, heldur er hin sikvik og verdur sifellt ad leita Ot Fyrir
eigin farveg. Pad er ekkert 1il sem heitir sigild fegurd i fagurfraedi Magnisar, en hann missir
samt oldrei sionar @ henni, vitleysan fer aldrei ir béndunum, eins og stundum gerist begar
Floxarar taka flugid; hann leitar uppi fegurd sem er & sifelldri hreyfingu og sem aldrei er hagt
ad ganga ad sem visri. Ef pessi grein hefur gefid pa mynd af Magnisi ad hann sé alvérugefinn
uppreisnarseggur, pa er pad afar villandi, bvi list hans er aldrei pung, hin er full af himor og
g6dum anda, og einleegri 6sk um ad na sambandi vid félk.

i ﬁm Arnason

!.IHTI-E EDGE OF THE VISIBLE: MAGNUS PALSSON'S ATTITUDE TO THE ARTISTIC PROFESSION.

wArt isn't restricted to an individual sitting in his corner painting a picture, writing a poem or

omposing a piece of music. Art is also creating a broad work with the participation of many, who
all contribute their creative energy; vast symphonies of life, where the so called author lays down

| "uﬁllnu which others fill, so the work will probably be different from what the author could

; .m [From .Teaching: the Craziest Branch of A", 1984)

_:j:dnurﬂly of Magnis Palsson’s arfistic activities has no bounds; stage design for theatre, sculpture,
mances, sound composilions, stage productions, video, book art, environmental art, voice
, cassefte tapes, and probably other things that don't belong fo any of the above categaries. In
he has fought at art schools and regards art education as an arfform, and he has been acfive in
polifics. It is as if he has been jumping from one place to another without staying for long in each
But despite all the disparity a strong pattern can be detected in all the chaos, and one realizes that
 considerable confinuity and development in his themes and working methods. When his artistic
15 viewed from o distance one can see that considerable change has taken place over thirty years,
e haphazard transformations one might expect.
of the threads that can be traced begins with his first experiments with plaster in the mid sixfies,
agnis is dealing with the space that is defined by the form of things, its volume, and the space
e thing, which it also defines and shopes; the idea being that form both shapes the space, or
, that belongs fo the thing and the space that does not belong to it, and both these spaces are part
\gle continuous spoce. One of the first examples of this theme can be seen in Paperiove, one of the
ks by an lcelondic arfist, where each sheet in the book adapts to the three dimensional form

sheets. Later alsa in the plaster works, he begins to work with what he calls positive and

space. These works lead on to others where he tries to objectify immaterial properties like
sound. As o result he starts using the voice as a medium for invisible sculptures to form space,
caolls voice - sculptures.
thread that can be traced could be called the premeditated handling of chance. Magnis has
incorporated in his work uncontrolled” factors, which hove unforseen consequences, and let
determine, to o cerlain degree, the work’s final outcome. In the cloth sculptures, for instance
n, he lets old cloths determine the form of the plaster objects. In the text The Offs, which
1 as a manuscript fo a sound-work, he made a colloge of textual fragments he had collected
'material, but commitied himself to use words and sentences that happened to be on the
of the page, and use them on the next page of his manuscript, thus preventing him from
) every delail the continuity of the tex!.

sects of his work could be mentioned that give it @ certain coherence over time. These threads



run parallel, but intertwine and seporate during the course of his career. Delving deeper ane can also
detect a cerlain chain of thought that is not obvious at first but constantly surfaces in different guises. On
the one hand we are talking about his alfitude to and ideas about the artisfic profession as such, which
also appear in his ideas about ort education (which Ingélfur Arnarsson discusses in his article], and on the
other hand there is a certoin philosophy that suffuses his work and manifests itself in strange ways.

2

Magnis’s aftitude to the artistic profession has always been free of veneration for the idea of the
unique and isolated, creative artist, his magnificent spiritual life and unparalleled talent. Western culture
hos inflated the role of the artist, but Magnis hasn'l seen reason to adhere lo the mysiique that surrounds
the artist, his unlimited freedom and unchallenged control over his own creations.

The need for a belief in the unlimited individual freedom of the arlist within a democratic society is
probably stronger the less it applies. What we call reedom today, in liberal democratic sociaties, is
always limited to a frame that others impose, and within this frame the individual has choice. This is
nowhere as obvious as with the relation between teacher and pupil. But even in that situation Mogniis
sirives 1o help the pupils to define their own framework to work within (which is enfirely in agreement with
the humanistic tradition, that no one is free until he has learnt to impose limits on himself]: and has
avoided imposing his own standard of judgement by judging the students’ work and thereby lead them on
and make them dependent on him.

The notion of the isclated arfist implies that all artistic value has its source in one point, the artist's inner
mental sanctum, and radiates from there in all directions. Art as we know it separates people; it separates
producers-from consumers, arfists from non-artists, masters from amateurs, it separates artisis from each
other. The arts ore carefully segregated and artists in each field protect their domain from unwelcome
infrusions. Picture is kept separate from word and sound. Magnis has doubled the necessity of preserving
a rigid separation and categorization, and a respect for established borderlines. Instead he has
advocated the idea that the source of art should be found among people, where ideas are born and
carried forward by an unorganized and spontanecus participation of men and women, where arfistic
work is viewed as a process without any clear beginning or limits, where many can contribute either os
wproducers” or ,spectators”. Magnis has increasingly emphasized the cooperation of artists of different
disciplines. The idea behind Mob Shop was to bring fogether people to work in unison, where there was
no one exclusively responsible for any particular project and no particular leader controlling others. The
stage production Burst ear-drum, left side wos a cooperative project between the National Theatre and
the People’s Theatre, and in the voice sculplure Freyskatia members of the Motet choir and technicians of
the National Radio station cooperated. Magniis has no qualms about directing his artistic activities into
fields that in the traditional sense do not belong to the visual arts, since he sees no abjection to using
sound, voice, and movement of the body as mediums for his visual creations.

3.

Art is not the same as the arts. Making art is not necessarily dependent on working within an artistic
discipline. These two statements might sum up in compressed form the fundamental principles that guide
Magnis in his artistic activities. But they are rather sirange and contradict accepted opinion. We
approach and get to know art through works of art, and works of art are either paintings, sculptures, *
poems, or music, i.e. the products of the various arts, or disciplines of art. The way to art leads through the
arts, and fo be an artist is to be proficient at o particular art. However, Magnis's position is that the arts
are routes toward the same, or similar objectives. The arts as such are not art, Therefore there can be
other mediums, other routes or techniques, that can be just as useful. As has happened with the
photographic medium, and now lately video. Conversely mediums can outlive their usefulness and cease
to be effective means loward arfistic value. In the seventeenth and eighteenth centuries landscape
gardening was a highly regarded artform equal to others, but not anymore. In our age there have been
claims that oil painting ne longer plays as important o role within art as in the past. This clear distinction
between art and the arts has several consequences. The emphasis is no longer so strongly on the craft
aspecl, the ortist's knowledge of his medium and the materials he works with, conspicuous skill in the
handling of technique, and on the part of the speciator admiration for the surface qualities of the material
and the medium. The way is cleared toward unlimited possibilities in the choice of material and method.
The great model is, of course, Marcel Duchamp, who used both ordinary things, made by others, or
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jods that were devoid of any aesthetic sensibility toward the material, in order to direct the spectator’s
Joward other regions more verbal”. For the speciator this means that he is put in the posifion of
g fo interpret the work and make something of il, and thereby complete the arfistic process. This
ns that the artis) is not anly dealing with the artwork'’s inner siructure but also those factors that are
al for the spectator’s reception and interpretation, the prejudices and preconceived ideas one can
et from him, the set of values that are generally accepted, the myths about art that have a lot to say
about the arfist’s social status and general aftitude to his profession. This does not only cancern the content

h wn:k of art or its ideq, because even though it is sometimes said that the idea behind the work is all
t and the material and method are irrelevant, this is not the whole story. All malerial must be used
 same care, becouse the material and objects used carry themselves symbolic connotations that
the work's interpretation. The same applies to the artist’s personal touch ond the technigue used.
fhere is no material or method that is completely neutral and invisible.

‘Concerning Mognis’s choice of plaster he has said thot its main advantage is how ,dead and
ous” it is, and well suited fo the kind of concepiual art he wos invelved in during the sixties and
s. And in an interview in the lcelandic arts magazine Black on white (Svart & hvitu) he said that he
o interest in the formalism of the object”, and that he doesn't feel that ,one form is any better than
other form”. In later work he has turned away from the moterial object as such, by using sound and the
an voice as subject matter for his sculptural work. In ,Almest never ... words are written by siringing
! pier.as of used soap; words, a mental phenomenon, writlen with soop bars, made to disappear
ly between our hands. In the catalogue 1o the Borealis 2 exhibition he wrote: ,Perhaps the wsuul is
getting less and less important. [...] What you cannot see is more excifing than what you can see ”
~ Magnis avoids exaggerafing the importance of craft and skill, since proficiency can be viewed as

five o the result achieved by the work. If it is good then it is well made, but the converse is nol

arily true, because even though the work is well made, i.e. skillfully and delicately, it is still no
s of arfistic merit. So it is unnecessary, and impossible, to isolate craft as an independent factor in
: ﬁ'ndu:ﬂnn The artist uses the methods he sees fit for each occasion, whatever they may be and
- ngh they mean acquiring skilled assistance.
anis hos never behoved as a respectable” arfist should. He has never seen the virtue of
ing @ proper atelier, specialising in o parficulor style, being diligent ond working twelve hours o
incredibly difficult projects. He has offen expressed his belief that drawing skills, the basic
nt in traditional education of any artist, is not necessary in the education and work of an arfist;
lisation and technigue are methods, instruments, fo achieve an aim, but have no independent value
from that. But this is also an affitude that met opposition when he took over an experimental
artment at the Icelandic College of Art and Crafts in 1975, and has since then been a bone of
snfion. There he flies straight in the foce of a deep rooted belief that the arfist does not deserve that
unless he proves himself worthy, through hard work and develion, by possessing knowledge in a
hosen field of a particular arfform and con exhibit skill in the use of that knowledge.

The history of modern art has been choracterised by arfists struggling ogainst iradifional limitations and
wnpleh freedom in creative endeavours. Now there seems to be no limit to what arfists can de, in
o of leas!, though circumstances usually ore a limiting factor. So the struggle of finding new ways -
rstepping boundaries is not as perfinent loday as it was in the sixfies. But that doesn't change the
that such attitudes still meet considerable antagonism among those who adhere fo the volues associated
the arts, such as skill and formal beauty. The historical avant garde belongs to the past, but now there
3 camps, one that believes in the parficular virtues of the arts and the tradition associated with it, and
s that pursue art independently of any parficular medium, pursue content rother than form, meaning .
er than sensory impressions. Magnis was one of the first Icelandic arfists to be completely clear in his
of the latter aliernalive and inserfed considerable influence on artists appearing in the seventies and
s. He even goes as far as to doubt the uniqueness of visual art as such. In one place Magnis wrote:
nully sound got the upper hand in my conscience and thereby in my work, | feel that our age is the
sound. Not sight. Sound is the most important force.” It is strange fo hear such a confession from an
‘et he considers himself o visuil artist, even when he is working exclusively with the human voice. But
shows that he is not only reluctant to admit the borders between disciplines of visual art, but also
visval art, music and literature, and any art for that matter. And following this line of thought, why
d he admit the distinction drawn between art and life, in other words between art and daily labour,
veen art and educalion.
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This leads us fo consider another imporfant side fo Magnds's artistic thought. His affitude to the work of
art and the practice of art is rooted in philosophical notions that shine through in many places in his ar,
probably clearest in the plaster- and conceptual works, He is constantly confronting opposites, as in
negative and positive form. But not only in the cose of space and other formal properties; the strange and
funny is set against the mysterious, playfulness agains! the ponderous, kitsch agoinst high art, shit”
against sweetness; the pretentiousness of the orfist is met with the selfirony of the dilettante. Mognis can't
resist the temptation to affirm the value of the opposite. If something is established os good and right, then
its opposite must be equally good and equally imporfant. He hos said in inferviews that nothing can exist
without its opposite. A pictorial illustration of this thought can be found in, for instance, Beach, where the
positive space of one thing is the negative space of another, and together they form a continuous whole,
where the negative and the positive cancel each other out.

The polarisation that matters mast is between ort and life, play and reality, artistic activity and
everyday survival. Artists had ulopian ideas about bridging the gap between art and life during the sixfies
and seventies, or of least to make art a more integral part of everyday existence. But such ambifious ideas
were not Magnis's infention, nof fo dissolve all opposites, but rather 1o get beyond the standardized and
rigid set of volues that people put their trust in and accept as givens without further thought. One can see
this in the way he uses and treats, with equal inferest and care, classical texts such os the lcelandic sagas,
and pulp literature, such as comic strips and romantic stories from women's magazines, thus defying
distinctions between high and low art, which prevent us from perceiving the beauly that can be found in
the lafter.

Magniis employs sirategies that have a lot in comman with activities of the Fluxus movement of the
sixties, where people talked in ,paradoxes”, some sort of absurdism was prevalent, accompanied by o
dry humour and sirange inventiveness. Most important was to work in the right spirit: if you are sure of
what you are doing then something is wrong — if you are not sure, then don't worry. The highest praise
that could be bestowed on any work of art was fo say that it was sirange.

Magnis's art is not an art of permanence, it is constanily on the move ond locking beyond its course.
There is no such thing as classical beauty in his aesthefics, but he never loses sight of beauty, the modness
never gets aut of hand, as sometimes happens when Fluxus artists take off; he locks for becuty that is
volatile and can never be counted on in advance. And if this article gives the impression that he is o
ponderous rebel then that would be highly misleading, there is nothing heavy about Magnis's at, it is full
of humour and good spirits, and a sincere wish to communicate with people.



wnsla er list og & ad vera list. Hon feerir sému unun og lifsfyllingu og 8ll &nnur
krefst sému atorku, hugmyndaaudgi og hafni til ad hrifa adra til sképunar.
a menn ekki skilid. Listin a® kenna parf ad 83last sému vidurkenningu og

it og vera hofd i havegum.”

0981 Magniss Pélsson & réstefnu um listfraedslu i Henie-Onstad safninu i Oslé 1986.

v &dur hofdi hann haldid merkilega syningu | Nylistasafninu i tengslum vid Listohdatid i
,sem bar hi8 sérkennilega nafn Kennsla: geggjadasta listgreiniri. Til synis voru verk sem
akstur kennslu Magnisar hérlendis, | Noregi og Hollandi.
geta allir tekid undir hina vidtaeku skilgreiningu listarinnar, sem kom fram i il
finnar, en hvad sem pvi lidur, kemor fram hversu mikid metnadarmal kennslan er Mogndsi.
onum ekki einhver aukabigrein. SO stadreynd a8 virtur, skapandi listamadur velji sér
i fil syningar vid petta tilefni synir alvéruna.
fi gleymist gildi gdrar listkennsly fyrir myndlistarfléruna og ekki sidur hversu heppnir
arnic eru o mega njsta starfskrafta gédra listomanna. Pad er nefnilega langt fré fovi ad
listamennirnir telji tima sinum best varid innan veggja peirra og parna kemur fram
uﬁmélségn bvi bad eru nefnilega pessir einstaklingar sem metnadarfullir listnemendur
ad holda.
ofi Magnsar af kennslumélum verdur a8 skoda i pvi ljési o8 hann er pess konar
ur sem latur sér ekki naegja ad sinna ,eigin verkum” heldur lastur sig varda ymislegt sem
vaxtarskilyrSum listarinnar og ytra umhverfi hennar og adstedum. Pannig hefur hann
3 63 ymsum mikilvaegum méalum sem [itid hefur farid fyrir, t.d. vardandi kynningu & islenskri

dis. Onnur mal nefni &g hér, Givegun & syningarhisnaedi fyrir Nylistasafnid og
éla fyrir Islendinga & Tvizeringnum i Feneyjum, svo eitihvad sé nefnt. Pvi ma aivikka
listhugtokid enn, bvi Magnos hefur fil gamans nefnt pessi strf , Donky Art”.
‘Magnus hafdi oft kennt vid Myndlista- og handidaskala lslands, m.a. i 1i& Kurts Zier. ba sé

hann um undirbiningskennsly fyrir vaentanlega arkitektgrnemendur og kom pvi ekki ckunnur o8

num pegar Hildur Hakenardéttir skélastiéri baud honum kennslu 6rid 1976. Hann padi
8 med i skilyrdi 0d hann fengi o leida namid eftir sinum eigin hugmyndum. Petta dsamt
héps nemenda sem éskudu breytinga leiddi fil stofnunar njrrar deildar sem i fyrstu hét deild i
n og sidan nylistadeild, nafnid vard fil | umraedu Magnisar, Hardar Agstssonar og Jéns

ars Amasonar. | bessari nyju deild skyldu kynnt m.a. ny vishorf i listum. Pegar deildin
adi og vard jafnframt umdeildari kom til tals a8 nefna hana deild & verdi.

Stofnun deildarinnar kom i kjslfar mikilla umbyltinga i islensku myndlistarlifi. Galleri SUM og
listomenn tengdir pvi héfBu kynnt listvidhorf og stefnur sjgunda ératugarins. Aratugur fislbreyttari
‘ehisnotkunar, nyrrar taskni og samruna listgreina. Mérg merkustu verk bessa tima falla oft & milli
Hyrri skilgreininga listgreinanna. Islenskt myndlistarlif hafdi feerst érlifly naer umheiminum. Pessi
vidhorf hlutu fyrr eda sidar ad né inn i skélann. | hinni nju deild var tekist & vid pessa listhugsun
og hina nyju midla: bokagerd, hlutfeldi (multiple), kvikmyndir, myndband, performansa, fexta og
hlj6d, svo eitthvad sé nefnt, auk peirra hefdbundnu, pratt fyrir fataeklega adstsdu. Pessi fidlbreytni
fardi chersluna fra faghugsun til hugmyndarinnar. Midillinn skyldi pjéna listhugsuninni.

Magnis lagdi mikla &herslu @ umrasdu og hopstarf an pess ad skodanir hans vaeru endilega i
*forgrunni, Petta var eitt megin einkenni listkennslu hans: Oft var lagdur fram ékvedinn rammi il
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virkjunar sameiginlegs sképunarkrafis og | kringum pessi verkefni féru fram miklar umrae8ur sem
midudu ad bvi ad gera listhugsun hvers og eins medvitadri og skyrari. Verkefnin voru oft afar
sérstok og 16ku @ grunnpattum myndlistar. Nefni ég hér nokkur daemi: 1. Til ad takast & vid
fequrdarhugtakid voru nemendur bednir od skapa mesta kitsch sem hugsast gaeti, eitthvad négu
agalegt, ljt og vaemid. Arangurinn birtist i m&ppu sem hét Hugglundur. 2. Eitt sinn voru
nemendur hvorki meira né minna en bednir um ad skapa nyja listastenu med tilheyrandi
stefnuyfirlysingu. 3. Bok um bék vor eitt meinadarfyllsta verkefnid sem var afrakstur marapon
umraedna um edli og einkenni bokarinnar.

Pad sem hér var nefnt fil skilningsauka eru bara &rfé dzemi um pessi verkefni sem misg oft
leiddu fil einhverrar samantektar og Gigafu, béka, hljédsnaeldna, o.5.fr., en uppistadan i syningu
Magnisar | Nylistasafninu 1984 voru einmitt pessir hlutir.

Magnis starfadi ekki sidur. sem skapandi stirandi med pvi 08 skapa paer aBstaedur sem
&rvad gaetu nemendur, m.a. med vali & kennurum, og var pé oft leitad Ot fyrir radir -
. myndlistarmanna. Gudbergur Bergsson rithafundur og Atli Heimir Sveinsson tanskald voru fengnir
fil starfa um tima. Byrjad var o leida alpjédlega strauma inn i skélann med merkum, erlendum
gestalistaménnum, Robert Filliou, Dieter Roth, Hermann Nitsch, og islenskum lislaménnum bisettum
erlendis, Sigurdi Gudmundssyni, Hreini Fridfinnssyni. Gengid var 0t fré gildi bess & vid vasrum |
bétttakendur i framvindu heimslistarinnar. i

Starfsemi deildarinnar metii allfaf mikilli tortryggni. Upp kom égreiningur sem tengdist |
grundvallarmismun & vidhorfum il listar, um olbjédahyggju og piédernishyggiu i listum, um form
eda fagmennsku og innihald. | raun t6kust & siénarmid sem byggdu @ grundvallarmismun &
lifsvidhorfum. Sjaldnast fér fram uppbyggileg rékraeda heldur var hin oftar & persénulegum nétum
i kringum hluti. Hér kemur hugsanlega fil mikil persénuleg nélaegd og smeed samfélagsins. A
pessum tima kom fram sérsték, heimatilbdin listasaga og ordid nylist vard fil, og oftar en ekki
notad i frekar neikvasdum ton. Deilt var um hvort réttlastanlegt vaeri a8 kenna bessa ékvednu
listastefnu i sérstokri deild. Allt sem var évenjulegt og unnid i shefdbundna midla var flokka® undir
pessa nyju stefnu, hvort sem um var ad raeda kyrrléta teikningu, thugula ljgsmynd edo
expressioniska performansa. Nyrra daemi of svipudum toga er hvernig ofnotad er islenska ordid
- naumhyggja sem er byding & ordinu minimalismi og vard il tuttugu Grum seinna og sidar notad
um allt og ekkert. bessar skilgreiningar eru afurdir menningarlegrar einangrunar og syna naudsyn
pess ad ritfa hana. Par syna audvitad einnig hversu onakvaemt fungumélid er il umfisllunar um
margbrotinn, listraenan pankagang.

A vissan hatt ma likja listum vid visindi. Vidfangsefnin eru sammannleg og alpjédleg og
nidurstddur byggja @ bvi sem &dur hefur verid gert. Samskipti i einhverju formi eru forsenda pess
ad menn geti skapad & frumlegan hatt, Gt fré stadbundnum adstaedum, eigin persénuleika og
reynslu,

Deilan um hvort fari & undan og sé mikilvaegara, form eda innihald, er af sama toga, sigild en
mjdg oft fanyt. | gédu listaverki fara pessir hlutir saman, eru samivinnadir og hvort veggja ma
bialfa. Peir bjona malsstad hvor annars. Sképun géds listaverks med aldagamalli taekni, oliv &
striga, krefst sterkrar hugmyndarlegrar undirsiadu, ekki einungis fagmennsku. Ekki neegir ad méla
wvel”. A sama hatt krefst svo ksllud hugmyndaleg list rétirar itfeerslu svo o asemingurinn komist tl
skila. Vandinn vid gerd géds listaverks getur komid & mismunandi stigum bess. | nyrri list takast
menn @ vid ny vandamal. Deilur um pessi atridi verdur ad skilja | samhengi bess tima pegar paer
komu upp. Nyir listmidlar og fislbreyttari maguleikar i efisnotkun kréfu menn um ad huga od
grunnésetningi sinum og velia honum réttan bining. Eldri fagskilningur hefdbundins mélverks og
skilptirs naegdu ekki. Go& myndlist getur aldrei veri® einungis sionraen heldur einungis sjén-

/vitraen, Listraent vit verdur ad liggja o baki.

Hvod sem pessum deilum lidur er listin 6itreiknanleg og getur sprottid upp vid éliklegusty
adstadur ef négu sterk innri sannfzering gerandans er til stadar, hvorum megin midlinunnar sem
menn standa.

Magns Pélsson leiddi nylistadeildina fil 1981. | hana sogudust forvitnir einstaklingar sem mjsg
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morgir eru ni virkir i myndlistarlifinu. Hinir lifa vonandi rikara lifi en ella pvi kennslan gekk mjsg
[ :upphvﬁn daglegar adstaedur okkar. Magnis hefur sidan haldid afram 68 kenna of og fil,
is og erlendis, og vikkad kennsluhugsun sina medal annars med smfnun alpjédlegrar,
legrar vinnustofu lislamanna, Mob Shop.

kennsla er listgrein pé er hin pess edlis ad enginn héfundarréttur ngd:r. Margt af pvi, sem
kom af stad med nylistadeildinni, hefur verid notad, baett vid pad eda préad.

dur er myndlistarmadur, nemandi nflistodeildar 19771979 og sidar deildarstiar nylistodeildar, sidar
ideildar, Myndlista- og handidaskélans 1783-1993,

G AS AN ART FORM

g art is an art and should be an ort. It gives the same pleasure and satisfaction as all
mﬂdumﬂdnhnnmmrgy,wulﬁtuﬂmuglnuﬁonmdhhmfwimmm
ds creativity. This has never been understood. Thnnﬂnihuchhqmod:hbqghmih-
same recognition as other art, and the same esteem.”

m Pélsson made this statement of a seminar on art education at the Henie-Onstad Gallery in Oslo in
1986, Two years previously, he had staged a notable exhibition in the Living Art Museum in connection with
. vik Aris Festival, under the peculiar title Teaching: The Craziest Bronch of the Arts. Works on show
thera were the fruit of Palsson's teaching in lceland, Norway and the Metherlands.

M the sweeping definition of art embodied in the exhibition fitle might not be universally endorsed,
it does show the ambition which Magnis Pélsson vests in teaching. For him, teaching is not just @ sideline. The
a respected creative ortist should choose such o theme for an exhibition tesfifies to his seriousness.
ople offen tend to farget the value of good teaching for the flora of the visual arts, and likewise how

art calleges are in having good arfists to work for them. It is an uncomfortable paradox that the most
ed artists feel they have much better ways of spending their fime than being inside such insfitufions, since
 are precisely the individuals that ambifious art students need to have.

’s involvement in teaching must be seen in light of the foct that he is the sort of artist who does not
_u!lﬂdlng o his “own works,” but also concerns himself with various aspects of conditions under which
can grow and flourish, and its external environment and circumstances, He has worked on o number of

issues which have not been given a very high profile, such as promotion of Icelandic art in other
couniries. Other examples have been his involvement in finding exhibition premises for the Living Art Museum

 an nd\ihitmn pavilion for the Icelandic entries ot the Venice Biennial. The notion of art can thereby be
n in even broader terms; Magnis Pélsson has jokingly called such work "Donkey Art.”

‘Magniss Palsson had already been teaching quite regularly ot the Icelandic College of Art and Crafts,
including the period when Kurt Zier was there, giving preparatory courses for prospective architecture
0 he was nol a newcomer o the place when Hildur Hakonardéttir, the director at the time, offered

there in 1976. He accepted on condition that he would be allowed to run the course according o
own ideas. This independence, combined with the presence of a group of students who wanfted to see

ges made, led to the establishment of a new department inifially known as the experimental department
called the New Art department, a name which developed during discussions between Magns

HérBur Agistsson and Jén Gunnor Arnason. One aim of the department wos to introduce students fo
ewpoints on art. As it grew in scope and became more controversial, the idea was even roised of
| Eﬂmhnk'oul department.

The depariment was estoblished in the wake of great turmoil on the Icelandic art scene. The SUM gallery
“and the group of arists connected with it had been promoting the artistic viewpoints and movements of the

ixfies, o :lumdu of more versafile use of materials, new techniques and inferdisciplinary art. Many of the
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most notable works of this time fall somewhere between the earlier branches into which the arts had been
divided. The Icelandic art scene had shifted slightly closer to the world around it, and it was only a matter of
fime before these views would enter the college. The new depariment engaged in new arfistic concepts and
meia, including book dasign, mu||ip|as, film, videa, pﬂ'[orrnum:\u art, fext and sound, along with more
traditional branches of the arts, despite very impoverished facilities. This diversity swung the emphasis from
professional training towards the concept of art, which the media was o serve. 1

One of the main features of Palsson's teaching was the great emphasis he gave fo discussion and group
work without necessarily putting his own ideas in the foreground. This would often invelve presenting a cerfain
framework for activating the group’s collective creativity, and infensive dialogues revolved around the projects
aimed at making the arfisfic concepts of each individual participant mere conscious and clearer, The projects
were frequently very peculiar and tackled fundamental elements of visual art. Some examples: 1. To tackle the
concept of the aesthetic, students were asked to produce the ultimate kitsch, something sufficiently appalling,
ugly and sentimental. The results were presented in o file called Mind-Hooch. 2. Students were once asked 1o
do nothing less than create a new arfistic movement, with an appropriate manifesto. 3. Book about a book
was one of the most ambifious projects, the fruit of marathon diclogues on the character and characteristics of
the book.

The above are only a handful of examples of Pélsson’s many projects, which were often subsequently
collected and published in the form of a book, tape, etc. It was Ihmub{oc!s that formed the core of Magnis
Palsson’s 1984 exhibition of the Living Art Museum.

Magnis Palsson performed equolly as a creative director in the way he estoblished a climate which would
stimulate his students, for example in his choice of feachers, who often came from outside the ranks of the
visual arfists. Author Gudbergur Bergsson and compeser Afli Heimir Svéinsson were among those brought in
to give classes. International currents started fo appear in the college with noted artists-in-residence from other
couniries, such as Robert Filliou, Dieter Roth, Hermann Mitsch and leelandic artists who lived abroad, such as
Sigurdur Gudmundsson and Hreinn Fridfinnsson. The starting-point wos the value of participating in the
development of world art.

Department activities were always considered suspect. Disputes arose, linked to the fundomental difference
in viewpoints towards art: about infernationalism and nationalism in art, about form or professional training
and content. In effect, this clash of views hinged upon fundamental differences in atfitudes towards life.
Constructive argument was rare, since generally the disputes were along personal lines, only touching upon
the issues at stoke. Conceivably this wos a result of close personal contact and the small size of Icelandic
society, At this time, a special, home-grown version of art history was being promulgated in lceland, and the
coinage New Art was more often than not used in a fairly negative sense. It was disputed whether there were
valid grounds for teaching this particular subject in a separate department. Everything that was unusual and
created using unconventional media was clossified under this new movement, regardless of whether it was
still-life drowing, contemplative photography or expressionistic performance art. A more recent example in a
similar vein is the averuse of the term minimalism, which entered currency twenty years age and was
subsequently opplied to everything and nothing. Such definitions are the product of cultural isolation, and
show the need o break out of it. Of course they also show how vague on instrument language is in discussion
of complex arfistic thought patterns.

In one sense, art may be compared with science. Their subjectt are common to all mankind and
international in character, and their results are built on what has been done before. Some form of contact is
the essential condition for eriginal ereation, on the basis of local conditions, private personality and
experience.

The dispute about the priority and superiority of form or content is of o similar type: classical but often
trivial. In a good work of art, the two operate together, are inextricably connected, and may both be trained.
Each serves the cause of the other. The creation of o good work of art using the centuries-old technique of oil
on canvas requires a strong conceptual foundation, and not only professional skills. It is not encugh to be able
to paint “well.” In the some way, Concept Art demands the right elaboration in order for the intention behind
it to be reclized. The problem of making a good work of art can appear at various stages in its production. In
New Art, there are new problems fo be fackled. Disputes about these issues must be understood in the context
of the time when they arose. New media and more diverse possibilities for using materials forced arfists to
consider their basic intention and choose the right guise in which to present it. The older professional
understanding of conventional painting and sculpture no longer sufficed. Good art can never be entirely
visual, but only visual and infellectual. The arfisfic intellect must lie behind it.




For all these disputes, art is unpredictable and can appear under the most unlikely circumstances if the
P r has a sulficiently strong inner conviction, regardless of which side of the dividing line he stands.
hhgnus Pélsson headed the New Art department until 1981. It attracted individuals with a strong streak
josity, very many of whom are now active on the lcelandic ort scene. The remainder, it is hoped, live o
life oo, because Magnis Palsson's teaching made a firm point of exdlfing our everyday circumstances.
 since tought intermittent courses in leeland and abroad, and broadened his concept of teaching by
“such means as establishing the international, mobile artists’ workshop, the Mob Shop.
~ IFteaching is an art farm, it is one in which there is no copyright. Many of Magnis Péalsson’s innovations
inthe New Art department have been used, supplemented or developed.

The author is on arfist and o former student ot the Mew Art depariment. He wos heod of the Mew Art department {later
d Muli-Media) of fhe lcelondic cuﬂaﬁuf.ﬁﬂund Crofts from 1983-1993.

ININGIN UM MYNDLISTINA

P i efnisminni sem myndlistin er, peim mun géfugri verdur hin og pegar hin er léngu
hztt 0d vera synileg, nema sem minningin um myndlist, er hin best.”

o
~ Pannig komst Magnis Pélsson ad ordi i samfali sem ég Gtti vid hann & heimili hans i London
i8id sumar. Vid satum i hitabeltisloftslagi undir glerbaki & verdndinni, par sem heit
ssélin skein yfir héfum okkar, og vorum ad spjalla um myndlist og leikhas. Kolbeinn litli lek
fakleddur & golfinu, en Frances var farin & réBstefnu il Leeds. Petta voru Ggaetar adstaedur fil
nalgast vidfangsemnid & afsloppadan hatt og so pverségn, sem kannski métti lesa Gt or ordum
Mognosar, hliomadi vid pessar adsiedur fullkomlega edlileg eins og ekkert vaeri sjalfsagdara:
,th shgl'ﬁ er ad myndlistin verdur bara hlj6d eda lykt, fyrirbeeri sem eru samt synileg eda
énraen inni | hafdinu. A pann méta hefur hijédid form og er mynd. [ pessum skilningi er enginn
& listgreinum. Peer eru allar eitt. Tonlistin jafnt sem hinn skrifadi texti & sér mynd, og
listin hefur hfjaa og pegar 6llu er & botninn hvolft er petia allt einn og sami hluturinn og lytur
leikreglum.”
Myndverk Magnisar Pélssonar eiga bad yfideitt sameiginlegt ad vera & markum pess, sem vid
von ad kalla myndlist i daglegu tali. Pad er ekki hang'r ad skilgreina pau med einfoldum heetfi
sm mélverk, héggmynd, grafik eda teikningu, og @ seinni timum hafa bau nélgast bad ad verda
ennfir, hljédverk eda tonverk eda jafnvel leiklist, an pess b6 ad tengslin vid myndlistarhugtakid
a8 hullu rofin. Pad frida og évaenta vid myndlist Magnisar Pélssonar er einmitt folgid i v, o hin
sinir sig sjalf upp & nytt med sérhverju verki. Um leid og hon hafnar gémlum skilgreiningum
hon sig @ pvi haettusvaedi, sem vid getum sagt ad sé & morkum bess mégulega. Hin reynir &
myndlistarinnar og méguleika hennar il ad skapa merkingarbeert myndmal, sem ekki biggur
sfingu sina fré vidurkenndri hef® og fyrirfram gefnum ramma eda formalu.

2.
Pod meetti vel hugsa sér bokmenntatexta um pann imyndoda atburd, pegar Alexander mikli
fré 4. 5ld F. Kr.) komst i bolid hja Nefertitu (egypskri drotningu fré 14. &ld f. Kr.) og hin hvisladi
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leyndarméli i eyra hans & keddanum. En hvernig mé gera slikan imyndadan atburd ad ekni i
myndverk?

i gifsmynd fré arinu 1976, sem ber heilid Hviskur, hefur Magnis gert pefta imyndada
vandamél synilegt med pvi 0d gera alsteypu af ryminu & milli vara Nefertitu, og eyra Alexanders
mikla par sem brigstmyndir peirra hafa verid lagdar & kodda. | verki pessu sjaum vid eins konar
efnisgerda mynd of hlj63i, pannig ad vid getum &3 bad fyrir okkur sem gifsafsteypu. Formid sem
hér um rasdir er ekki shlutlegt eins og vid erum von ab si fil demis i afstrakiskilptirum Gerdar
Helgadattur. Pad er heldur ekki eftirliking pekkirar hugmyndar eda hlutar eins og vid sjaum il
daemis | heggmyndalist Einars Jénssonar. ,Fyrirmyndin” ad pessu verki er hér fryst i sjalfri
,ehtirmyndinni”, enda er fyrirmyndin” ekki of efnislegum toga. Hins vegar getum vio 563 fyrir
okkur o hviskrid hefur fyllt pad rymi sem ,eftirmyndin” synir. Verk petta hefur ekkert
fagurireedilegt gildi i hefdbundnum skilningi sem notalegt siénareiti. Aferd pess eda logun lytur
ekki beim lsgmélum hrynjandi og myndbyggingar, sem oft er l5g8 fil grundvallar mati okkar &
myndlist. Verkid hefur ekkert skreytigildi samkvaemt pessum hefdbundna skilningi og virdist ekki
vanlegt til o8 88last mikid skiptagildi & lislemarkadnum sem listmunur. | hverju er gildi verksins pa
folgi8, og hvad réttlaetir od vita o8 vid litum & bad sem ist?

i rauninni er ekkert sem skyldar okkur fil & lita @ pennan gifsklump sem list. En okkur er hins
vegar bodid upp & pann maguleika og s moguleiki krefst pess jofnframt od vid medtskum njjo
skilgreiningu @ listhugtakinu sem sliku. Ef vid gngumst inn & petta tilbod eda peanan méguleika,
kann o vera ad okkur opnist ngr skilningur & myndmélinu, edli og hlutverki myndlistar og
méguleika hennar fil ad fast vid pann veruleika, sem vid boum vid.

Verk eins og petta getur vakid spurningar eins og til damis pessar:

~ Hver er munurinn @ pvi a® gera mynd of fialli og mynd of hlj63i2 Er myndin of fiallinu
eitthva®d sannari en myndin af hljé3inu?

Menn gaetu sagt sem svo, 08 audvitad sé haegt ad gera sannari mynd af fallinu en hljédinu
vegna bess o8 fiallid hafi akvedid efislegt form en hlj6did ekki. :

— Gott og vel, en hefur eftirlikingin of formi fiallsins eitthvad meira med fiallid sjélft o gera en
il daemis afsteypan of bvi rymi sem hlj63id hefur med a8 gera? Er hin ad einhverju leyti sannari?

Og medal annarra orda: Hvernig verdur fiallid endurgert & sonnferdugan hait? Med malverki,
landakorti, médeli eda kvikmynd? Er pod yireitt hlutverk myndlistar a3 gefa sannferduga mynd of
hinum yiri veruleika? Og ef svo er ekki, er myndlistin bé kannski einskaer blekking og lygi?

Trolega munum vid komast 6B peirri nidursiédu, ad myndin og fiallid séu tveir élikir heimar, er
lo 8likum l6gmalum, og o8 somi maelikvardinn verdi aldrei lagdur & hvort tveggia. Fiall er fiall og

er mynd, hvort sem hon segist vera of fialli e3a einhverju 83ru. FullyrSing myndarinnar um
a8 hisn sé fiall feer ekki stadist frekar en fullyrding gifsformsins um a8 pad sé hviskur Nefertifu |
eyra Alexanders mikla. Med 83rum ordum, pé er raunseei myndlistarinnar hlidstaeda vid sisdnnun
eda klifun, sem sakir réttlzetingu sina i form tungumélsins, 6had formi fiallsins eda hins yiri
veruleika.

Ef petta er nidurstadan, pé er ekkert fraleitara nema sidur sé ad gera gifsmynd af hviskri
Nefertitu en il deemis af Esjunni. Hvort tveggia er jafn mikil blekking, nema hva® myndin of
hviskrinu er a® bvi leyti sannari o8 hon er afsteypa. En ekki noég med pad, pessi afsteypa hefur
ad umfram afsteypu af daudum eda lifandi efnislegum hlutum, a8 innihaldid er leyndarmal. Vid
siaum a® visu form pess, en vid getum ekki ré8id innihaldid. Verkid gefur pannig imyndunaraflinu
lausan tauminn: Hverju hvisladi Neferfita i eyra Alexanders mikla & koddanum? Jafnvel afsteypa of
allri Esjunni i fullri staerd geeti aldrei gefid imyndunarafiinu slikan byr undir vaengil

B
Magnts Pélsson héf starf sitt 6d frialsri myndlist i upphafi sjéunda ératugarins eftir ad hafa
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iod um érabil ad leikmyndagerd; Pegar 1 fyrstu verkunum, sem hann syndi opinberlega (t.d.
inu Pappirsast fra 1965 og lagmyndinni Dulargerfi fré svipudum tima, sem er
arbokki med notudum penslum, sem dulbinir eru sem skrifur) kemur fram afdréttarlaus og
in afstada il bess sem vid getum kallod hefdbundinn médernisma, eins og hann hefur
odur fil daemis of bandariska listgagnrynandanum Clement Greenberg.
80 sinni Modernist Painting fré érinu 1965 gerir Greenberg skyra grein fyrir fraedilegum
im peirrar myndlistar, sem vi8 kennum gjarnan vid afstrakimalverkid eins og bad hafdi
Vesturléndum i nokkurn veginn rékréttu framhaldi of impressionismanum og kdbismanum.
g segir par réttilega, ad allt fré pvi & time Upplysingarinnar @ sidari hluta 18, aldar hafi
purft 08 seekja réttlzetingu sina i pad, sem hin hefur fil 8 bera umfram Bnnur svid
rar starfsemi. Hin gat med 83rum ordum ekki lengur sott réttlaetingu sina i trdarlegt
hlulegt upplysingagildi eda polifiskt uppeldishlutverk, svo deemi & tekid. Endanleg
a hins médemniska mélverks var a8 hreinsa sig af 8llu &3ru en pvi, sem Greenberg kalladi
@na dreiti”, Petta hreina sjonraena éreiti & sitt hreinasta form i strangflatarmalverkiny,
8llu bokmenntalegu eda hugmyndalegu innihaldi hefur verid Gthyst, og bar sem &ll liking
filvisun i annan veruleika en veruleika malverksins sialfs, hefur verid hreinsud burt. En pad
kinég a8 draga pannig skyr mérk & milli myndlistarinnar og umheimsins. Innan hennar &tti
3 vera sirong verkaskipting, bar sem hreinsa purffi malverkid of &llu bvi er tilheyrdi sérsvidi
s, sem var brividdin. Fyrir Greenberg var sérheefingin jafn sialfssg® i myndlistinni og
visindanna og pessi sérhaefing atti ad leida Hil 22 meiri hreinleika og géfgunar innan
ins annars vegar og skilptirsins hins vegar.
rathyglisvert 08 lesa pessa ritgerd med fillii fil myndverka Magnisar Pélssonar par sem
ifud um pad leyti sem hann er o hefia feril sinn & svidi fridlsrar myndlistar. bvi Magnis
strax | upphafi pvert & grundvallarreglur Greenbergs og par med pvert & grundvallarreglur
ennda modernisma, eins og paer hofdu verid skilgreindar of helsta talsmanni hans i
unum. | pessu sambandi er rétt o8 hafa i huga, ad Greenberg gengur it fré tveim
aum sem gﬂhum. '
rstal logi gengur hann Gt fré bvi sem gefnu o Listin med stéru L sé nanast sialfgefinn hlutur
 sem avallt hofi verid til og évallt hljét 68 verda til. Pad purfi einungis ad hreinraekia
hana og gifga med avkinni sérhaefingu i samraemi vis sérhaefingu @ 88rum svidum hins
keknivaedda piodfelags.
- 188w logi gerir hann greinarmun & , hreinni sjénraenni fiéningu® og annarri tjéningu, sem
| dzemis med tungumal, hlj68 eda latbrag® o gera. Med 83rum ordum ba segir hann o
form hafi sialfsteda merkingu, sem sé 6had 88rum veruleika, og ad pennan efivid
réinsa” og ,gofga” pannig ad dr honum verdi héleit og géfug list, er sé sialfri sér nég og
rétflatingu sina og merkingu einvérungu i siéilfa sig, rétt eins og staerdfrasdin rétlastir sialfa
; Brdungu med tslum, en hvorki med trdarlegum né pélitiskum kennisetningum.
. Petta var sa hugmyndalegi grundvsllur, sem hloti® hafdi almenna vidurkenningu & pessum
ma, einnig hér & landi, og |6 il grundvallar peirri afstraktmyndlist, sem algengust var i listasdlum
_ kur jafnt og annarra menningarborga @ Vesturlandum. Magnis Pélsson dregur allar
forsendur médernismans i efa strax i upphafi ferils sins, bar med talda hugmyndina um
0, aevarandi filvist Listarinnar og hid géfgandi hreinsunarstarf listamannanna i
udum heimi lita og forma. Gagnryni & hugmyndina um ,hi hreina siénraana Greiti* var
ekki ny & bessum tima, bott hin hafi ekki étt upp & pallbor®id  hinni opinberu umradu.
frélega Marcel Duchamp sem sefti hana fyrst fram med afgerandi heetti & &8rum og bridjo
fratug aldarinnar, pegar hann vann o Ready made verkum sinum og stéra glerinu.
vidtali, sem Otto Hahn @t vid Duchamp og birfist i timarifinu L'Express i joli 1964, setur
Duchamp pessa gagnymi sina fram enn einu sinni, og ba med efiirfarandi ordum:
og med Courbert hafa menn haldi& pvi fram a8 myndlistin hofi tl sjénhimnunnar, ad
sniist um hinn siénraena hroll ... 7 eina 18 hafdi myndlistin hins vegar annad hlutverk, Pad
0 Iriarlegt, heimspekilegt, sidferdilegt ... Myndilistin var brg sem opnadi leid o8 63rum
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veruleika. Beato Angelico leit ekki & sig sem listamann., hann bjé ekki til list. Hann leit & sig sem
handverksmann [ pjdnustu Guds. Pad var fyrst seinna sem menn uppg::fvuau listing vﬂrﬁum
hans. *

Pad er vel bess virdi ad ihuga pessi vd gagnstaedu sionarmid i ljési myndlistar Magnisar
Palssonar, pvi bau koma fré ménnum, sem hata trilega haft meiri hrif @ préun vestraennar
myndlistar & sidari hluta tutugustu aldarinnar en flestir adrir. Olik afstada peirra markar skilin & °
milli hmgg|u héfudstrauma | myndlistarségu tuttugustu aldarinnar.

A medan Greenberg — og reyndar einnig margir éhrifamiklir talsmenn minimalismans eins og
Ad Reinhardt og Donald’ Judd, — hafa lagt bunga éherslu & ad myndlistin s& einangradur heimur,
sem ekki geti med neinum haetti visa® 0t fyrir sjélfon sig, pé talar Duchamp | ofangreindri filvitnun
um myndlistina sem br0, er opni , leid o8 3rum veruleika”, um leid og hann gagnrynir bann
skilning, sem vard til ,fré og med Courbert” (1819-1877), ad myndlistin sniist fyrst og sidast um
sialfa sig eda ,hid hreina sidnraena dreiti* og hofdi pannig til sjonhimnunnar fyrst og fremst.
Reynslan synir okkur od afstada Greenbergs, svo rékrétt sem hin kann od virdast, hefur leitt of sér
stranga formhyggju med filheyrandi upphafingu handverksins og listhlutarins sem sliks, bar sem
skreytigildid og hinn 963: smekkur hefur endanlega ordid helsta vidmidid. Afstada Duchamps
greiddi hins vegar gétu hugmyndalistarinnar, par sem gerdur er skyr greinarmunur & hugmyndinni
annars vegar og efnislegri Gtfeerslu hennar hins vegar.

4,

Hvernig skilgreina myndverk Magnisar Palssonar sig sjélf innan pessara éliku sjonarmida?
Pad er ljost ad ef deilan snyst um pad, hvort gildi myndlistarinnar felist | hinum efnislega hlut og
formi hans annars vegar eda hugmyndinni & bak vid formid hins vegar, pa erv myndverk
Magnisar Fyrst og fremst eins konar avisanir & hugmyndir og sem slik i anda Duchamps. Pad er
ekki hin efnislega gerd verksins, sem er bungomidjan, heldur s hugmynd sem hinni ehislegu
itfeersly er atlad od midla. bad sem er heillandi vid gifsmyndina Sekdndurnar par hil
Sikorskypyrlan snertir (fra 1978) er ekki efnislegt form eda éaferd verksins i sjélfu sér, heldur so
hugmynd ad hlutgera petta augnablik i myndverki med peim hatti ad vid sjdum nakvaemlega fyrir
okkur formid & pvi loffi, sem skilur hijdlin fré jBrdunni nokkrum sekindum édur en pyrlan lendir.
bessi form syna okkur rékirar i hjslbérdunum og mismunandi had peirra fré j6rdu og innbyrdis
afstédu hjslanna briggjo, gefa fil kynna &rlitid 6jafna lendingu um leid og bau syna okkur sbeint
allt bad, sem ekki er til stadar: Pyrluna sjalfa med pyrluspédunum é hreyfingu, hévadann og
vindinn og pyngdaraflid sem dregur vélina fil jardar. Myndlistin er pannig haett o8 vera synileg
med berum augum nema ad hluta til, pétt vid sigum hana fyrir okkur | huganum sem eins konar
wendurminningu um mynd”,

Pad er ekki cedlilegt ad spurt sé hvort verk & bord vid betta hafi eitthvad med myndlist ad gera.
Pvi er til ad svara, od um bad gilda engar fyrirfram gefnar reglur, hvad sé myndlist. Sa sem atladi
sér ad sefja slikar reglur, yrdi fljoh ad athlegi og kasmist audveldlega | métsogn vid sialfan sig.
Einasti maelikvardinn, sem vid hafum, er si skilgreining sem hvert einstakt myndlistarverk felur i sér.
Pad er undir okkur sjélfum komid, hvort vid litum & verk eins og pyrlulendinguna med opnum huga
og medtokum pad sem myndlistarverk & sinum eigin forsendum, Ef vid gerum bead, ba héfum vid
jafnframt medtekid nyja skilgreiningu & myndlistinni og nyjan skilning & myndmaélinu, sem fil daemis
gengur pvert & skilgreiningu Greenbergs. Somkvaemt hugmyndalegum forsendum hons veeri bad utan
marka myndlistarinnar ad efla sér ad gera mynd af fimanum og hreyfingunni og pyngdaraflinu med
pessum hzetti. Pad hefdi einfaldlega ekkert med hid hreina sjénraena dreiti myndlistarinnar od gera.
Skilningur Greenbergs haf®i hins vegar prengt mjog a& myndlistinni um midjon sjsunda ératuginn og
selt henni skorBur, sem gerdu endurfekninguna dhjakvaemilega, og med henni pa hlutadyrkun, sem
Alestir vidurkenna o hafi liid med skapandi hugsun o8 gera. Til bess 08 briéta pennan ramma purfti
nyja skilgreiningu @ listinni, vidtangsefni hennar, hlutverki hennar og merkingu.

Greenberg og médernistarnir hofdu lagt punga éherslu @ ad myndlistin zeti ekki a8 likja effir
hinum ytri veruleika. | verkum Magnasar er heldur ekki um hefdbundna effirlikingu o raeda. Par
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ningur beirra i raun saman. En had pydir ekki o verk Magnisar séu 6héd og an tengsla
yiri veruleika. Pvert @ moti gera pau hann o efnivid med hullkomlega nyjum hatti og

ig nyja syn beedi & myndlistina og pann heim sem hin er sproftin r,
i um rannsékn Magnisar & myndmélinu og tengslum pess vid hinn ytri veruleika eru
hans, eins og vid sigum til daemis i verkinu & pund=pund 9. Verk betta synir hvernig
0 lytur 83rum lsgmélum en hinn yiri veruleiki, i betta skipti veruleiki staardfraeBinnar.
, sem er fullkomlega rokrétt og sjdlfri sér samkvaem & mali myndlistarinnar, verdur
& mali steerdfradinnar. Myndlistin bregdur bannig nyju liési @ hinn yiri veruleika én pess
3 likj eftir honum med hefdbundnum haeti, Hon verBur med vissum hastti sG ,bro inn 7 annan
#im’, sem Duchamp taladi um.

\ sinum fima hafnudu margir afstraktmalverkinu af bvi 6@ par var ekki haegt o8 finna neina
vid pekktan veruleika. Pad vantodi landslagid eda mannsmyndina eda hvad bad var, sem
fonnst o ztti o8 vera | mynd til bess o hin gaeti talist list. Margir vinstrisinnar vory
annars pessarar skodunar og kélludu afstrakilistina ,formalisma® og Grkynjun. Jénas
fré Hriflu vor lika s6mu skodunar, pegar hann sagdi um Jésef Stalin, ad hann matti po
ad hann léti bia il gédar myndir. Pad var sésialrealisminn, sem séti rétlaetingu sina i
lofgjérd um Fyrirmyndarverkamanninn og hinn déda leidtoga. Ef vid gefum akkur o
sé forsenda myndlistarinnar, og ad hon purfi o3 sekja sér slika pélitiska rétletingu,
okimélverkid lika markleysa. En Gt fréi nyrri skilgreiningu & listhugtakinu og myndméli
var afstrakimalverkid vidurkennt a sinum tima sem list, og ba® audgadi skilning okkar &
i myndh'slurinnur.
gildir ns, pegar vid horfum & myndverk Magnosar Pélssonar. Ef vid gefum okkur
a8 myndlistin eigi ad vera mélverk eda skolptir, er byggi & hreinu sjonraenu éreiti og
formrannsékn, sem hafi enga tilvisun i hinn yiri heim, pa eru verk Magnisar ekki myndlist,
eitthvad annad. Ef vid hins vegar késtum fra okkur fyrri skilgreiningum og fordémum, getum
ppgéivad | pessum verkum nyjo méguleika myndlistarinnar, sem losa hana or vidjum
ningarinnar og pvi hlutskipti, od verda leiksoppur hlutadyrkunar, skreytibarfar og
ennsku. Um leid og vid késtum fré okkur pessum fyrirfram gefnu formalum um bad, hvernig
eiga od vera, komumst vid ad pvi, ad einmitt i peirri nyju syn @ méguleika og hlutverk
innar, sem lesa mé Gr verkum Magnisar Pélssonar, er ad finna.évenjulegt
daflug, skarpa hugsun og himor, auk pess sem hin er merkari og sannari vitnisburdur um
okkar somfima en algengt er ad finna i myndlist samfimans.

.
A sidari Grum hefur Magnis einkum fengist vid tilraunir med hljéd og texta, sem hann hefur
mist samio sjalfur eda fengid ad lani og blandad saman og , tsett” fyrir kér, samlestur eda
ning & leiksvidi. | verkum bessum, sem Magnis kallar ymist raddskilptira eda riédur, hefur
gengid enn lengra i ad vikka 0t skilgreininguna & myndlistinni og um leid skilning okkar &
Magnis hefur pvi ekki latid stodar numid vid ad hlutgera Shlutstasd hugtsk med list sinni,
skilgreinir hann hlj63id ni sem skilptor. | fyrstu verkum sinum af pessu tagi notadist Magniss
vid lanada texta, sem hann klippti saman i eins konar collage-verk. | Utsetningu fextans
upplestur er hann gjarman notadur eins og hvert anna® hréefni fyrir tnverk eda myndverk,
ymist er teygt & ordunum og pau dregin sundur eda beim er bjoppad saman i meira og
a éskiljanlegan ordaflaum, sem verBur eins og nidur med ékvedinni hrynjandi. Sem daemi um
ptiira Magnisar mé nefna syninguna Varlo..., sem haldin var | Nylistasafinu i jontar
Par voru symdir prir raddskilptirar eda ri6dur, sem samin voru fyrir fiéra lesara og bord,
par sem nafn verksins var dletrad med notudum sépustykkjum & bordplétuna. Leikararir stédu
umhverfis bordin og Auttu verkin med samlestri. Textarnir voru a8 hluta fil fengnir Or ymsum éttum
og 00 hluta il frumsamdir. Erfitt er ad lysa éhrifum pessara verka, par sem pou eiga sér vart
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pekkjanlega fyrirmynd. En shaett er ad fullyrda o flutningurinn bregdur basdi nyju ljési @
merkingu textans og edli siélfs tungumalsins, auk bess sem verk pessi storka medvitad peirri
adgreiningu sem tidkast hefur & milli hinna éliku listgreina. Vid upplifun pessara verka komumst
vid 0 pvi, 0d tungumalid er ekki bara stafur @ bék, og ad merking pess tekur ekki sidur til sjalfs
hlj6dsins og hrynjandinnar en beirra efislegu eda huglaegu fyrirbaera, sem textinn segir fré.
Jafnframt verda margndin, taerd sapustykkin med sinum vaemnu pasteltilbrigdum og sinni veemnu
lykt fil bess a® mynda einhver 6rad tengsl & milli tungumélsins og hins yiri veruleika, sem ekkert
- hata med fraségn eda efishrad textans od gera. Tungumalid tekur pannig ekki bara til sinnar
bokstaflegu merkingar, heldur verdur bad & myndlistarlegum og ténlistarlegum efnivi3 i pessu
fyrirbaeri, sem Magns skilgreinir sem raddskulptir. Med verkum pessum hefur Magnis enn
skilgreint myndlistina formlega og innihaldslega med nyjum haetti um leid og hann sterkar peirri
hefdbundnu adgreiningu, sem vid erum vén ad gera & milli myndlistar, ténlistar, lje3listar,
békmennta og leikhiss. bvi i raun er raddskilptirinn betta allt i senn og opnar i raun nyja
moguleika fyrir okkur fil skilnings & Gllum pessum listgreinum, Pad er daemi um préngsyni og
vanahugsun i bokmenntaheiminum, tnlistarheiminum og leikhisheiminum, o8 verk Magnisar
Pélssonar & pessu svidi skuli ekki hafa kveikt | m&nnum & peim basjum.

Med verkinu Sprengd hljéShimna, sem synt var & lifla svidi Piéleikhassins fyrir tveim arum,
kom Magnus Palsson ad leikhisinu @ nyjan leik effir a® hann hafdi sagt skilid vid bad sem
leikmyndateiknari um pad bil 25 arum @dur. i leikriti bessu, sem verdur o teliast einhver
frumlegasta nysmid i islenskri leiklistarségu, gengur Magnis bert & hefdbundinn nataralisma
leikhgssins, par sem hann blandar saman élikum ségum og ségupersénum og medhéndlar textann
pannig ad hann sveiflast fré éskiljanlegri kakéfoniu yfir i adgreinanleg og skiljanleg samtsl og
eintdl, sem po eru oft og fidum undirbygad med latbragdi er gengur pvert & békstaflega merkingu
eda ségulega framvindu leiksins. Segja mé ad med pessari syningu hafi Magnos gert afar
athyglisverda filraun fil ad gefa leikhsinu sitt eigid tungumél, sem um leid varpadi nju og afar
oveentu ljési @ pann efnislega veruleika sem betta tungumal endurspeglar.

| gegnum rymisverk Magnisar Palssonar, gipsskilptora, békverk, hljg8skolptira, performansa
og leikhisverk mé sja raudan préd, bar sem vallt er stefnt & vit hins &8ur sbekkta i endurnyjun
tungumélsins. Slik endurnyjun er lisfinni naudsyn, ef hin & o lifa. Slik endurngjun verdur aldrei
gerd i fridi vid rikjandi hefSir. Hin kostar baedi dirfsku og ahaettu. Med ébristandi imyndunarafl,
skarpa hugsun og meinlegan homor 6 vopni hefur Mognisi Pélssyni tekist o lyfta islenskri
myndlist upp Gr breyttri vanahugsun og koma henni & flug sem faum 88rum. Jafnframt hefur hann
opnad fyrir nfjan skilning & &3rum listgreinum og nyjum tigningarméguleikum innan peirra, Pad er
tri min ad nyskdpunarstarf Magnisar Pélssonar eigi effir od sefia mark sitt & allar pessar listgreinar
i framiidinni. Pad var kominn fimi til a3 vid fengjum od sjé petta fleyga imyndunarafl 4
yfirlitssyningu sem bessari. Pad er astasda fil pess a3 éska adstandendum og syningargestum Hil
hamingiju.
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“The less material there is in art, the more noble it becomes, and once it has long since ceased to
l visible except as the memory of art, that's when it is best.”

N

" This was one of the remarks that Magniss Pélsson made in a conversation we had at his home in London
lost summer. We were siffing in a tropical climate under the glass roof of his veranda where the hot midday
was shining above our heads, and we were talking about art and theatre. His son Kolbeinn was half-
ssed and playing on the floor, and his wife Frances was at a conference in Leeds, These were fine
fions for making o relaxed approach towards our subject and the parodox that could perhaps have
read from Pélsson’s words sounded completely natural under such circumstances, as if nothing could

"Thu next-step is for arr to become mere sound or smell, phenomena which are visible or visual within the
; '___d'l‘fmsmnﬂ In this way, sound has a form and is an image. There is no difference in this sense between
different branches of the arts. They are all one, Music and the written fext alike have an image, and visual art
has sound, and when all is said and done this is one and the same thing and obeys the same rules.”
One common characteristic of Magnis Pélsson’s art works is that they generally lie at the limits of what
‘we ore normally accustomed to call art. It is impossible to define them simply as painting, sculpture, grophic

et the connection with the concept of visual art has never been entirely broken. The fertile and unexpected
sment of Magnis Pélsson’s art lies in precisely the way it redefines itself with each successive new work. At
same fime as rejecting old definitions, it ventures info new and dangerous territory which we may describe

It is quite easy to conceive of o literary text about an imaginary episode when Alexander the Great 4th
century BC) got into bed with Nefertite (an Egyptian queen from the 14th century BC) and she whispered o
' on the pillow into his ear. But how can such an imaginary secret become the material for o work of
visual art?

In a plaster sculpture from 1976 fitled The Whisper, Magnis Pélsson has made this imaginary secret
visible, by taking a cast of the space between Neferfite’s lips and Alexander the Great's ear, from busts of
them ploced on the pillow. The work shows us a kind of materialized image of a sound, enabling us to see it
05 0 ploster cast. The form in question is not abstract, as we are accustomed to seeing in, for example, Gerdur
Helgadatir's abstract sculptures. Nor is if an imitation of a familiar idea or object, as we see for example in
the sculptures of Einar Jénsson. The “model” for this work is frozen in its “representation,” for the model is not
‘fmuhnal by nature. However, we can visualize the whisper filling the space shown by the “representation.”

This work has no cesthetic value in the conventional sense of o comfortable visual stimulus. Its fexture or shape
'Idgus not obey the law of rhythm and pictorial structure on which our appreciation of visual art is often
wﬂwwﬂc has no decorative value according to this conventional sense, and does not seem likely to
uaqnmmuch tradeable value as an art object in the art market. So where does ifs value lie, and what

do we have for considering it os arf?

In foct, we are under no obligation to regard this |umpofpluﬂurm art. However, we are offered the
passibility of doing so, a possibility which likewise demands of us that we enter info a new definition of the
concept of art as such. If we accept this offer or possibility, a new understanding may unfold before usuﬂhe
pictorial longuage, nature and function of art, and its potential for tackling the reality which confronts us.

Works of this kind can prompt questions such as the following:
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~ Whot is the difference between making an image of a mountain and an image of a sound? Is an image
of a mountain in some way truer than an image of a sound?

One answer would be that of course it is possible to make a truer image of a mountain than of a sound,
because the mountain has a specific material form that the sound lacks.

= Fair enough, but has the representation of the form of the mountain anything more to do with the
mountain itself than, for example, the cast of the space occupied by the sound has to do with Nefertite’s
secrel? Is it in some way Huer? :

Apropas: how will the mountain be reworked in a convincing way? Through a painting, map, model or
film? Would a geological study not perhaps be closer fo the truth? At what point does art's obligation fo
provide information end? Is it generally the function of art to present a credible image of external reality? And
if this is not the case, is ort perhaps merely delusion and lies?

In oll likelihood we will reach the conclusion that the image and the mountain are two different worlds,
obeying different laws, and that the same criteria can never be applied o them both. A mountain is @
mountain and an image is an image, regardless of whether it claims to be of a mountain or something else.
The image’s claim thot it is a mountain is no more fenable than the plaster cast's claim to be what Nefarfite
whispered info Alexander the Greal's ear. In other words, the realism of visual art is analogous to repetition
or anaphora which seeks its jusfification from the form of language, independent of the form of the mountain
or of external reality,

IF this is the conclusion that is reached, there is nothing more absurd about making o plaster cast of
Nefertite than of Mt. Esja — far from it. Both are equally delusive, except thot the image of the whisper is fruer
in the sense that it is a cast. Furthermore, this cast is superior fo a cast of an inanimate o living material
object insofor as its content is o secret. Admittedly we see its form, but we cannat decipher its content. The
work thereby gives the imagination free rein: Just what was it that Nefertite whispered in Alexander the
Great's ear on that pillow centuries ago? Even a full-size cast of the entire M. Esja could never fuel the
imagination in such a way!

3.

Magnis Pélsson embarked on his career in free art in the early 1940s affer several years in theatrical
scenery production. The first works which he showed in public (for example the book work Paperfove from
1965 and the relief Camoufloge from a similar period, which is o paint fray with used brushes disguised os
screws) already reveal on unqualified and critical standpoint towards what we might call conventional
modernism in the sense it has been interpreted by, for example, the US art critic Clement Greenberg.

In his essay Modemnist painting from 1965, Greenberg offers a clear explanation of the oesthetic
principles behind the type of visual art which we tend to identify with the ahstract painting os it developed in
the Western world in something like o logical confinuation of Impressionism and Cubism, Greenberg rightly
points out that ever since the Enlightenment in the latter half of the 18th century, art had needed to justify itself
in terms of its superiority to other forms of human activity, In other words, it could no longer find its self-
justification in religious content, objective information value or polifical pedagogic function, fo name some
examples. The ultimate result of the modern painting was to purify itself of everything but what Greenberg
called *pure visual stimulus.” The purest form of this “pure visual simulus” is in the strictly surface painting
from which all literary or conceptual content has been purged, and in which all resemblence or reference fo
any other reality than that of the painfing itself has been erased. But it was not encugh fo delineate sharply in
this way befween art and the outside world. Art also had to contain a strict division of labour, whereby the
painting needed to be purged of everything belonging 1o the exclusive realm of sculpture, which was the
three-dimensional. For Greenberg, specialization was as natural in art as in science, and was supposed lo
lead to ever-greater purity and ennoblement within the painfing and the sculpture respectively.

It is interesting fo reod this essay bearing in mind Magnis Pélsson’s works, since it was written about the
fime he was embarking on his career in free art. For Palsson immediately breaches Greenberg's fundamental
principles, and thereby the fundamental principles of accepted modernism as they had been defined by the
main spokesman for the movement in the USA. In this context it is worth remembering that Greenberg
assumes two premises to be self-evident. y

Firstly, he assumes that Art with a copital A is an almost self-evident thing or institufion which has always
existed and always will. All that is needed is fo purify it and enncble it through greater specialization, in
keeping with specialization in other fields of technological society.

Secondly, he distinguishes between “pure visual expression” and other expression invalving, for example,
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age, sound or gesture. In other words, he says that colours and forms have an independent significance,
from other reality, and that this matter may be “purified” and “enncbled" to create lofty and noble
i, which is self-sufficient and entirely self-justified and self-significant, just as mathematics justifies itself solely
nm'bm and not with religious or political creeds.
| s was the ideological foundation which had been generally accepted ot this time, and in Iceland too,
and formed the basis of the dbstract art that dominated galleries in Reykjavik just like other western cultural
--Mr.gnﬁs Pélsson questioned all these principles of modernism right from the outset of his arfistic career,
g the notion of the self-evident, eternal existence of Art and the enncbling catharsis performed by
an isolated world of colours and forms. Criticism of the idea of “pure visual stimulus” was not in fact
this fime, even though it had not been championed in public discussion. lis first unequivocal crific was
mﬂ'ﬁl‘l’.ﬂl Duchamp up to and during the 1920s, when he was engaged in his Readymade works and
* Inan inferview with Otio Hahn, published in the magazine L'Express in July 1964, Duchamp restates his
crificism as follows:
" “Beginning with Courbert, it has been claimed that art appeals fo the retina, that this is an issve of visual
hock ... but at one time art had another role. It could be religious, philasophical, moral ... Art was a bridge
opened a path info another reality. Beato Angelico did not regard himself as an artist, he did not
rodice or. He regarded himself s a craffsman in the service of God. It was only loter that people realized
the art in his works.”

Hs wull worth pondering these two opposing viewpoints in the light of Magnis Pélsson’s art, because they
are by»huiuraprobablymngthemlmﬂmnhdngms[urthedmlummnfu[wuﬂemnnm
r hl:ﬂl"ui' this century. Their different viewpoints mark the dividing line between the two main currents
ieth-century art history.

: Greenberg — and also in fact many influential advocates of minimalism, such as Ad Reinhardt and
Judd — have firmly emphasized that art is an isolated world which is quite incapable of external
srence, Duchomp describes art in the above citation as a bridge which opens “a path info another reality,”
e same fime os he crificizes the understanding which emerged “beginning with Courbert” (1819-1877)
hinges primarily upon itself or “pure visual stimulus” and thereby appeals first and foremest to the
Experience has shown us that Greenberg's viewpoint, for all its appearonce of logicality, has spawned
formalism with an accompanying exaltation of handicraft and the work of object as such, in which
2 value and good taste have finally become the main reference. Duchamp's viewpoint, on the other
cleared the path for Conceptual Art with its clear disfinction between the concept behind the work and
ial elaboration of it 2

~ S0 how do Magnis Pélsson’s works define themselves within these unlike viewpoints?
, if the argument hinges on whether the value of ort is inherent in the material object and its form,
s concept underlying the form, Palsson’s works are above all references to concepts, and therefore in
it of Duchamp. It is not the material construction of the work which is its focal paint, but rather the
that the material elaboration aims to mediate. The attraction of the plaster cast The seconds until the
helicopter touches down (1978) is not the material form or fexture of the work in itself, but rather the
of objectifying that moment in & work of art, in such a way that we visudlize the exact form of the air
rating the wheels from the ground o few seconds before the helicopter touches down. These forms show
:hudu in the tyres, their varying heights from the ground and the relotive pasition of the three tyres,
ting a slightly uneven landing, and they show indirectly everything which is not there: the helicopter
roating blades, the noise and wind and force of gravity that pulls the craft earthwards. Art has
ceased fo be visible 1o the naked eye, except in part, although we visualize it in our minds as a kind
of “memory of an image.”
~ Itis not unnatural 1o ask whether a work like this actually has anything to do with art. :
The answer is that no predefermined rules state what art consfitutes, Anyone intending fo set such rules

would soon become a laughing-stock and reach a point of self-contradiction. The only criterion we have is the
1 inherent in each individual work of art. It remains up to us whether we toke an open-minded attitude
such as the helicopter landing and accept it as a work of art on ifs own ferms. If we do so, we
aceepl in the process o new definition obpictorial language which, for example, is in direct contradiction to
hat put forward by Greenberg. On the basis of his conceptual assumptions, it would be beyond the pale of
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the visual arts fo aim to poriray time, motion and the force of gravity in this way. This would simply not have
any relevance o visual stimulus. However, Greenberg's notion had severely cramped art in the middle of the
19605 and imposed strict limitations on it which made repetifion inevitable, and thereby the object-worship
which is generally acknowledged 1o have little to do with creotive thought. To breck this mould, o new
definition was needed of art, its subject, role and significance.

Greenberg and the modernists had firmly underlined that art should not imitate external reality. Ner is
there any conventional imitation in Magnis Pélsson's works. In this sense, their nations of art are compafible.
However, this is not to say that Pélsson’s works are independent, with no connection fo external reality. On
the contrary, he turns them info subject matter in o completely original way, thereby opening a new vision of
both art and the world from which it has sprung.

-An example of Palsson’s studies of pictorial languoge and its relationship with external reality is his
mirrors, for example the work “6 pounds = pounds 9,” which demonstrates how pictorial language obeys
different laws from external reality, in this cose the redlity of mothematics. The reflection, which is perfectly
logical and self-consistent in the language of the visual arts, becomes illogical in the language of mathematics.
Arl therefore sheds new light on external reality without imitating it in the conventional manner: In o definite
sense it bacomes the “bridge info ancther reality” referred to by Duchamp.

5

In its day, the absiract painting was widely rejected because of the impossibility of identifying it with
known reality. It lacked the landscape or portrait or whatever it was that was felt obligatory in @ painting in
order for it to be considered ort. This view was held by many left-wingers who called absiract art “formalism”
and decadence. Jénas Jonsson fré Hriflu [Government minister and political leader] was of the some opinion
when'he said of Joseph Stalin that he had one thing to his credit, that he got good pictures painted. This was
social realism, whose justification was sought in the political evlogy to the model worker and the revered
leader. If we assume that imitation is the precondition for visual art, and that it needs to acquire such political -
justification, then the abstract painting is nonsense too. But on the basis of a new definition of the concept and
pictorial language of art, abstract painting was recognized as art in its day, which enriched our
understanding of the possibilifies of visual art.

The same applies loday, when we look at Magnis Palsson’s works. On the basic assumption that arf
should be a painting or sculpture based on pure visual stimulus and pure study of form with no reference to
the external world, Pélsson’s works are not art, but something else instead. If, on the other hand. we shed our
earlier definitions and prejudices, we are able to discover through these works new possibilities which liberate
art from the fetters of repetition and the fate of becoming the toy of object-worship, of the need for adormment
and commercialism, At the same fime as we cost off our predefined formuloe about what a work of art should
be like, we realize the exceptional imagination, clarity of thought and humour fo be found in precisely this
new vision of the possibilifies and role of art which can be read from Magnis Pélsson's works, besides which
it is. @ more remarkable and truer festimony to the age we live in than is commenly found in contemporary art.

6‘.‘ s
In recent years, Magns Pélsson has been working in particular on experiments with sound and texts
which he hos either composed himself or borrowed, merged and “arranged” for choir, readings or dramatic
performance. In these works, which Pélsson calls “voice sculptures,” he has gone even further in extending the
definition of art, and ot the same fime our understanding of it. Palssan has not stopped at objectifying abstract
concepts through his art, but is now defining sound as sculpture. In his first works of this type, he made
particular use of borrowed texts which he cut together into @ kind of collage. When arranged for reading, the
text is typically used like any other raw material for a musical or visual work, whereby the words are either
strefched out to pull them apart, or compacted into a more or less incomprehensible verbal flow which
becomes like @ murmuring with a definife rhythm. An example of Pélsson's sound sculphures is his exhibition
Almost never ... held in the Living Art Museum in January 1994. On show were three voice sculptures
composed for four readers, along with a table on which the name of the work was inscribed with used bars of
soap. The actors siood around the table and delivered the work by reading it out together. The fexts were
partly borrowed from various sources, and partly eriginal compositions. It is difficult to describe the effect of
these works, since they scarcely have any recognizable profotype. But it is safe o say that the performance
shed new light on both the meaning of the text and the nature of language itself, besides which the works are
a conscious provocation of the prevailing division between different branches of the arts. The experience of
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vorks embraces the sound itself and its thythm as much as the concrete or subjective phenomena
the fexts. At the same fime the much-rubbed and diminished bars of soap, with their kitschy
s and their sickly scents, create some kind of cryptic relationship between the language and
ity which has nothing fo do directly with the narrative or storyline of the text. Language therefore
broces ifs literal meaning, but also becomes the arfistic and musical material in the phenomenon
on describes os voice sculpture, With these works, Palsson has once again made a new definifion
s of its form and content, while at the same time defying the conventional distinction we are
od 1o make between arf, music, poelry, literature and the theatre. For the voice sculpture is really all
ot once, and in efféct opens up for us new possibilities of understanding oll these branches of art,
ypical of the narrow-mindedness ond roufine thinking on the liferary, musical and theatrical scenes that
Pélsson's works in this area have not inspired anyone there.
s work Burst ear-drum, performed on stage at the National Theatre two years ago, Magnis
the theatre anew after leaving if, as a scenographer, 25 years earlier. In this play, which
idered one of the most original innovations in Icelandic dramatic history, Pélsson makes a clear
the conventional naturalism of the theatre by combining different storylines and characters arid
 fext in such o way that it swings from an incomprehensible cacophony and info distinguishable
shensible dialogues and monologues, which are nonetheless often underpinned by gestures that
dict the literal meaning or narrative development of the play. It is fair to say that this performance
o very inferesting aftempt by Magns Pélsson to endow the theatre with o language of its own,
urn shed @ new and extremely unexpected light on the material reality which that language reflecs.
e is 0 common theme pervading Magnis Palsson’s spatial works, ploster cast sculptures, book works,
es, performances and theatre works: a confinual striving towards previously unknown areas in
of language. Such @ renewal is vital fo the survival of language. Such a renewal will never toke
peace and harmony with prevailing conventions. It costs both boldness and a risk. Armed with
hastible imagination, perspicuous thought and cutfing humour, Magnis Pélsson is scarcely rivalled in the
as managed to lift lcelandic art out of ifs fatigued routine thinking and give it wing. Af the some fime
ned up @ new understanding of other branches of the arts and new possibilities for expression
| am convinced that Magns Pélsson will leave his impress on all these branches of the arts in the
The time was ripe for a panoramic exhibition of the works of this winged imagination and there is
svery reason fo congratulate the organizers of this exhibifion and everyone who visits it.




MAGNUS PALSSON INTERVIEWED London, June 1994

CH Something we could talk about is your attitude to collaboration with others,
which you have been involved in all along, and the freedom you give to your
collaborators to the point of letting your imagination become part of their world and
vice versa.
MP The freedom is probably that you permit yourself to take other people’s ideas and -
elaborate on them and have them multiplying themselves, and you give your ideas to other people
who will likewise have them multiplying. It enables you o go beyond your own imagination, but |
think you are still doing the things, you think of things or things come to you whether it's directly
from another person or from the ideas that are flying around.
CH Do you believe in the idea that every bit of information is present everywhere
and can be tapped even in a secluded situation?
MP There is this huge bank of information that you can have access to and, yes, even more
so if you are isolated. No | shouldn't say that — but it's your anfenna that counts.
CH This picking up on ideas in the air seems to contradict your lack of interest in
the contemporary art scene?
MP Because this is not being practised today, the whole art scene is against this today,
people are isolating themselves and being protective of their ideas, not realizing that the exchange
is a gain, a benefit.
CH Even though | must add that I think the art scene comes to you even if you
don’t go to the art scene.
MP Art has g little bit gone back to the stage that it was in before 1960, you see some kind of
“going thing,” things fend to be uniform and that is probably o some extent a result of the
increasing power of the art establishments, but | think it is good that an increasing number of
people are working in art. The present decades, more than ever, go hand-in-hand with polifics,
with economics, with national polifics and art poliics.
CH You have initiated and organized several exhibition projects with other artists
in Iceland and abroad in which you largely didn‘t participate yourself, what was
your motivation in doing this?
MP It is my feeling that any kind of organizing in the arts is an art, and unless the organizers
are good artists they do not organize a good art scene. | have organized exhibitions and
workshops because it gives the same kind of satisfaction as the making of any other work of art.
CH Would we be able to identify any questioning or challenge to the art scene
right now?
MP The social situation doesn’t encourage i, there has been a certain complacency. Arfists have
been busy assimilating with the social scene, the economic scene, and that has faken some fime, quite
a few years, going from the spirit of low-budget work and non-budget work to budget work. Arfists of
the avant-garde were probably more artistically ambitious, they had this art ambition which has now
o @ certain extent been abandoned, and less social ambition. I'm not saying that the past decades
have been bad, because with money there comes a lot of drive, lots of energy hangs on fo money
and all this energy. has of course come out, but it seems the energy is waning,
CH  Maybe the aftermath of this economic energy in society is crime ... This capacity
of letting other people in on your work, does it have anything to do with not
wanting to control a situation?



MP Yes, in that sense if's part of random art, chance art which | have been very involved in
and always use, probably more than most people. | used it in the beginning because it was in the
air somehow, randomness had recently been realized in art. It had of course ulwuys been there,
bn‘ﬂ‘sedagree of worship attached to it in the early part of the sixties was very new and very
exciting, it created something new and we used this.
CH You don’t think that, with time, randomness turns into style?
But so does everything else, it takes you away from too much neatness, too much
m because you can also be lost in that. I'd rather be lost in randomness than in neatness.
ness involves accepting something that at first glance you don't like. That's how it opens up
new areas.
CH Maybe you just have to keep an area of yourself where there are no likes and
dislikes, a bigger area.
MP  You always have o try to eliminate taste, and that creates these surprises and distosteful
things. -
CH | remember Duchamp working with his readymades. He approached those
objects with some feeling of indifference, trying to avoid liking or disliking them.
MP  Many artists, including myself, have been working from Duchamp's discovery of the objet
Irouve, there is no doubt about that, working directly with found objects and working indirectly
;_HI them. | think | developed a liking for things that | had not thought about before, throwaway
things.
" CH  Which things had you not thought about, which materials?
MP Like the tyre of a car, seeing it as material for art. | think | parfly went into text writing '
* through a book work that | made in 1983 which is called The Offs. It is a play, but ot the some time
itis @ book work, a disciplined conceptual work, | suppose, where the idea was to make cutouts
from pages of books o tell a certain vague story which became absurd and sometimes not very
comprehensible, because | imposed the discipline upon myself of using a text that | had chosen on
one side of a page, but forcing myself also to use the text on the other side, which | had not chosen.
CH Maybe it is realism that there is never a pure choice.
MP  Yes, butit's part of my upbringing in randomness to impose a discipline on myself, this
discipline to force yourself to use what chance has chosen for you.

MP  On the subject of randomness and how things are somehow directed from the air ... what
‘comes info your mind and what you create, what you put down on paper, may not be your own at
all. So doubts about collaboration and sharing ideas and taking ideas from other people are not
very valid, because maybe you don’t have any ideas yourself anyway, everything is in the air,

~ maybe there is a being outside you, your other self or someone else who is working through you,
giving you the ideas, felling you what fo write, what to draw, and that cancels out any netion of
shame at taking ideas from peoﬂa around you, maybe it also cancels out the idea of randomness.
We were talking about art coming to you even if you don't look for it: the books you want to read
~ they come to you, books you haven't thought of reading but find very important once you have
read them, Maybe there is no randomness, everything is being controlled by the universal bank of
knowledge. Things may be predestined, perhaps they are not predestined, just hoppening and
rehappening, events that reoccur or are connected with occurrences at other points in fime, in the

~ distant past or the recent past or even the future, because time may be very confusing and
completely different from our perception of it. This could bring us to the value of art: we think it's
very important, so are the people who do it and also maybe the people who see themselves as the
consumers of it, but probnbly art is only important in the context that it keeps you occupied, it has
about the same value as a nice game of solitire — and what is the value of it anyway, where does
it stay, does it bring humankind a bit further, does it really? Hardly. It keeps us ... basically it keeps -
us occupied, it keeps us out of mischief and in that sense it is very good, it keeps our minds on
things that are healthy for us.
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CH Do you really believe in this?
MP | don't believe in it.

CH You have been quite energetic at promaoting certain ideas in the arts and

changes at the art schools in Reykjavik and elsewhere. This has often cost some

fighting.
MP Yes, you do tend to fight without really knowing the value of the fight, you get
pugnacious, happy, excited when fighting, even if you are fighting some kind of evil this evil rubs
off onto you when you are fighting it. When you are fighting within an institution you are actually
breaking info someone else’s terrain, trying o change somiething that someone else thinks is his
business, you are the aggressor and you feel you have the right to break into this castle. You could
put it this way: you should take your reformation, your improving efforts, to another level, to
another terrain which doesn’t belong to someone. else. Sometimes fighting is justified and you
should be conscious of the excitement it involves, you should be as genrous as possible in the act of
fighting, and in the act of not fighting.

CH This labelling of yours, you have labelled certain works in a slightly coarse and

offensive way by putting stickers on works that in themselves were sensitive and

refined, almost as though you wanted to cancel them out.
MP Yes, | think maybe that's a subconscious endeavour fo work against neatness, maybe it
could be a litle bit of insensitivity foo, | don’t know. I's the duality in anybody, not least the arfists.
An artist is mobilizing his talent, his spirit, his creativeness, but at the same time he is working
against his inhibifions, against his upbringing, against everything that he feels is hampering in his
upbringing. | think you may be referring to two series of works, The aroma of the coffee in Brozil
and The Celfic spirit, these little works where | was working with maps, and also maybe another
work, The Whisper and The Beach. These things are really rather quiet and precise, but | have
used rather ugly labels in them which many of my colleagues protested against, they thought | was
being terrible, they thought it bad.

CH Do you think that going beyond the bounds of taste has become stronger'in

later works?

MP I think it's been there all along. | would like to be more terrible than | am. | would like to
be terrible and distasteful and drunk and banal, but | don't quite know how to handle it. | would
like to imitate folk art, this attitude of loving art, of non-ambition and just the pure love of creating
art.

CH | remember your plan for a project to travel all around Scandinavia to make a

giant book work about all the folk artists te be found there.

MP Yes, it's one of the dreams | haven't been able to make true. There is this museum in
Iceland run by a friend of mine who repairs cars. | wouldn't call him a folk artist, though. He calls
himself Stjani meik. He has an incredible ossortment of tools and gadgets plus tens of thousands of
spare paris for any conceivable make of car. All his things are second-hand, tools and parts. The
spare parts are the kind of organized chaos that is very excifing. A true museum, art in daily toil. If
you ask Stjéni for some obscure part for a forty-year-old car he will say: “Yes, well, oh, yes, I've
got one up here.” Then he climbs up one of his rows of shelves and pulls it out.

CH Is he the one who is going to make a series of artworks for you now?

MP Yes, books from cars. He caught on when | asked him if he would make books for me. He
said: “I'll think about it,” and then ten seconds later he said: “Yes, | think I'll go along with you in
this project.” His museum is @ junk yard with an exquisite neatness in its chaos.

CH You have often said that to be an artist one has to be a genius with money.
MP Artists are doing the impossible all the time, creating things of great value without having
any resources: | can say that | have creoted valuable things, maybe, without resources, done things
that normally would cost a lot of money, for no money ot all. | think that's the genius of the artist.
I'm not saying that | am this genius because | feel the lack of this geniality, | feel | have not been
good enough a manager to do the things | had been planning in my mind. | was never good at




teafing money in the hand, for instance. | couldn’t create the money fo be able o afford to make

wenty books from a car, as | planned in 1969. | haven't been able to talk people into my ideas, ot
gost | haven't had enough of this talent to be able to talk people with money info participating in
big projects from my ideas.

You are so good at hu'ving‘nn office and keeping it orderly, you have some
sitivity related to the post office. - .

" | often call myself an office artist.

' You have a sense for letter scales, staplers, scotch tape.

Well, I've always loved efficient workrooms, so | have constructed fifieen or twenty

oms in 30 years and | enjoy it, putting up shelves for each thing, all this litle office
‘Bgquipment,

CH Some of your works have a downtrodden, dispossessed atmosphere in their
_approach to material, a fragility and a certain misery that the object shows standing
_dlongside its destruction and disappearance.

WP Yes, well, it's partly due to my lack of talent for working with materials, 1 think it's 50%
thot and 50% low-budget inability, economic inhibition. _
ﬂl But | don’t think that's the whole answer, | remember your drawings out of

Yes | have this weakness for making things that don't last, then | might regret later not
them out of some lasting material. This is a kind of dualism inside me, but it challenges me
something of material that wasn't really meant for it, like this rubbish you are talking
I, moking gigantic drawings out of rubbish. | probably found the material very challenging,
something big with material that costs absolutely nothing. It was in fact very easy to handle,
difficult, it's not expensive in any way. Plaster of Paris | find challenging, exciting, because
completely inexpensive and also because it has very special qualities due 1o its lack of
The material is so dead that it doesn't speak for ifself the way that, for instance, bronze
mu_luls which have a character of their own: plaster is so completely neutral it doesn’t fell you
1 shory by ifself.

CH It seems you are capable of working within the limitations of choice that a
given situation offers. You have made something of an art form out of selecting your
‘material from what is being offered in the nearest shop, paper for instance. You are

ot adopfing an idealistic position. Could you say something about approaching
limitation when making art?

\ To go out of my way to find very special material would repel me, expensive paper that
mebody has put a lot of art into making, material which has o beauty of its own, | would avoid
material. | would much rather buy a cheap, gaudy looking paper that | could buy in the same

around the corner and | wouldn't go a long way to get anything, not a special colour or a

al fexture in paper, | would setile for what | could get around the corner, but | would look for
something, maybe something goudy....

~ CH Do you think you have carried this attitude further, for instance into teaching?
MP | don't know if I can elaborate on this point, but | expect this was an imporfant aspect of
my teaching, fo settle for the easy things and see the quality in the rough, in the unrefined. Perhaps
having o content, a quality of refinement, elsewhere in the work within a rather crude framework.
R doesn't go with refinement in the material or circumstances.

CH  In Dogbook you take the object to an extreme state of existence,

MP I might say that | made these dogs gradually sort of disappear, so in the beginning it's
definitely'a dog. These are sixteen objects and the dog gradually becomes obscured, ceases to be
_adog, o be just a bit of plaster with o tuft of grass in it in the middle, but then gradually turning

“into SOMETHING from being NOTHING, and this dog that is really nothing - these objects in the
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middle that are really nothing when they are taken out of this context — they have their place in this
visual poem and in confext with the other dogs, and the dog that is really nothing becomes a dog
in the context of this poem and this is very often visible in poetry. Well, | suppose it refers to
language, that if you take things out of their context they are nothing.
CH But you can also phrase it the other way around that it is as much of a dog as
the other ones. What about the clothes, the dresses that were falling apart, you
picked the worst locking ones for your work The Best Pieces.
MP These were sculptures made out of clothes hardened with glue and paint and anything
that would go hard, but they were empty shells that already had a bit fo do with positive and
negative space in my mind
CH Did they ever have anything to do with the misery of the object that still is
something?
MP Yes, | think this was a test for me of how ugly something could look, how miserable and
how far removed from the traditional idea of beauty it could seem, while still being something.
They were named dnd ordered in degree of misery not by myself, by someone else. From the best
piece and the second best to something like the twentieth best piece. Then | made other pieces
where | got a white doctor’s coat and jacket and a pair of trousers and | filled them with plaster on
the floor and | placed one of them on the Hloor against the wall so it got this angle. These are really
the ugliest pieces that | can imagine.
CH You also made an installation In memory of a friend where sound or rather
noise was part of this tenderness for the pitiable object. '
MP The installation you are referring to is about a very good friend of mine who died
suddenly and whom | missed very much, so | wanted to do @ monument fo him. He was a bizarre
character, very bright. | should say very intelligent. | wanted to describe him, this was in 1980-
something, so in this work | went back to earlier times, because the rather precise and quiet work |
was doing at the time didn't fit his character. This installation is hard and noisy and not nice. | like
it but it is not nice.
€CH How did you proceed when putting up the installation?
MP | have never done it myself. It has only been shown on two occasions; once was the
original installation in Akureyri. | wasn't there, | just sent them instructions and they did it very well.
Later it was shown at the National Gallery in Reykjavik. A slightly different installation each time.
CH Was it very loud?
MP Yes, vacuum cleaners, kitchen mixers and what have you, all going at the same fime, a
radio, some hairdryers. | called the work In memory of a friend wﬁo ate a house in Akureyri and
played blues on his tibia.
CH Do you think this attitude to material is of Fluxus origin?
MP | wouldn't say it has to do with Fluxus, but it has something to do with the early sixties.
CH Don't you think it ties in with you personally, as much as being the product of
a certain period?
MP Very possibly, but there was this reshuffling of ideas in the early sixties when artists were
using unheard-of materials, materials that would never have been considered for making an art
work two years earlier or so. The change was so sudden and so drastic, | may very well'be a child
of that change.
C€H There is another side to your work, you were using the word gaudy, | think it
is possible to speak of a baroque side to your work, abundance mixed in with an
occasional flavour from the physical undercurrents of material, not to mention the
word surrealism. Do you think this ties in with your work in the theatre and your
background in stage design?
MP | think what you are falking about is some exuberance, some exaggerated exuberance,

going for some generosity in throwing in a lot of things and crecting some contrast, some tension
maybe. And since you mentioned the theatre, of course | think | like the theatre for its exuberance,
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but on the other hand | would like fo throw a lot of things info the theatre that don't fit, because fo
«my mind the theatre is far too naturalistic, far too studied and constructed, which just kills it. The
theatre is being killed with imitative naturalism and smallness, this is the problem with the theatre.
 All these possibilities, all this richness of the theatre turns me on, but | have to turn it around and
give it the richness that | feel it is worth,
CH Maybe the baroque is somehow unidealistic?
MP Yes, that's a good point, because in the baroque you have the glossy, gaudy surface, but
the rubbish is all behind it.
CH And it's no secret that there is rubbish behind it.
MP Baroque is a bit morally immoral, it has this dualistic aspect, which also turns me on.
€H Quite a bit of recent art has strong theatrical qualities, | could name several
artists - how do you feel about this theatricality entering the visual arts?
MP My previous involvement in scenography simply puts me off the works you refer fo. But
that may be personal phobia. | have of course thought a lot about the value of scenography and ifs
rating, so to speak, within art.
CH There is so much negotiation, procedure and financing behind the simplest
posing of an art object in @ museum that it becomes bound more than ever to a
moment in time, it becomes theatre.
MP This can be seen as an opposing frend because obviously twenty, thirty years ago art was
deliberately being loken out of the museum and gallery setfing into the street where there is no
chance of artificial settings.

CH You have been working in many different media, furniture, stage design,
sculpture, sound poetry, books, drawing, performance, you have written plays, you
have been teaching, publishing. What point of departure leads an artist to end up in
such variety?
MP It has been the natural course of things. At some point in my life | have probably felt the
need to moke a statement in one area and then another fime it seemed right to make another
statement in another area, and so on.
C€H Could you elaborate on the fact that art has acquired certain liberties during
our century?
MP Yes, these liberties we have acquired through bloody revolution, through decades that art
has turned away from professionalism. Artists have turned away from being professional painters
who do one thing well all their life and gradually leatn how to make a skilled, refined painting.
We have fought for the right to do it our own way, not to have o become professionals, fo remain
amateurs.
CH What kind of skill is involved then?
MP If you work for a lifefime with your mind and emotions you acquire skills to express
yourself in different fields, emotionally and intellectually, in whatever field you like ot a given fime.
This is the skill that you are building up in yourself.
CH Do you think that art is turning away from manual skill altogether?
MP Yes | think so, there is nothing against developing manual skills, but | am basically for
acquiring infellectual skills. You easily learn to work with your hands.

CH Aren't these basically the two divergent attitudes to teaching art? The idea that
an art school is either there to provide manual skills or, on the other hand, that once
emotional and intellectual skills have been developed, there is motivation enough to
go for something specific which requires manual skill.
MP These are the possibilities that arfists have made for themselves and if some art schools or
movements in art want fo turn away from this wonderful situation that has been created, it is



because of some social need, some ulterior need that has been created in society and shouldn’t be
there.
CH Now that the idea of progress and “the new” in the arts is being questioned,
the role assigned to art is maybe, for the moment, to protect the past?
MP Whatever anybody says about the value of invention, invention will go on.
CH You created the experimental department at the Icelandic School of Art and
Crafts in 1975 and stayed there until 1982, and taught for briefer periods after that.
What to you is the most important part of the relationship between teacher and
student?
MP The most important thing is the feeling of kindness and friendship, and | think the most
important approach on the part of the teacher is encouragement. Friendship within a group has
also a lot to do with it.
CH Do you believe in criticizing students’ works?
MP No, | suppose the worst kind of teaching is criticizing the work of the students, saying
they have to do it the way you think the work should be done. Teaching is definitely a performance
art, as Robert Filliou put it, every time you go to confront your students you are a performer and
you have to fry to turn the student into a performer as well, not just a listener. It is very important to
make the student believe that he can do good work which, in every instance, he actually can.
CH In 1982 you gave a lecture in Oslo called Kunst og Undervisningskunst, “Art
and Teaching as Art,” where you talked about the challenge invelved in teaching art.
MP Planning your projects with students is pure art, you feel like an artist challenging your
own imagination fo create an artistic project, you don't feel pedagogic, you feel simply an artist
who is going to work with other arfists on a project of art.
CH Art teaching is almost a secret, there is very little exchange in this field. What is
it all about?
MP It is all in the unconscious. Helping people to self-understanding, in many cases without
phrasing a thought or phrasing a method. | suppose | was just frying to keep people busy in some
way without directly telling them fo do things, | was getting them interested in doing something that
was maybe sometimes unrelated or very vaguely related to art school art, or fo art.
CH What would happen if teaching weren’t looked down upoen?
MP I think it would improve, yes, | am sure it would, and teaching in the normal school
should generally be approached as an art. | know many teachers, especially teachers who work
with small children; it's pure art what they are doing, whether they are teaching youngsters to read
or do carpentry, fo realize the nature of the wheel. Really good teachers, they are pure arfists.
CH Do you think that an art school can contribute to the state of the arts? Do you
think that good artists can be produced in good art schools?
MP Yes, as many as you want. A good art school can produce any number of good artists.
There can be a lot of coincidence in it, but some important situations have been created not
nécessarily by somebody, but by circumstance, at some point in time. Cerfain people have perhaps
by chance béen placed at a certain time in a certain explosive situation that had the potential to
create art or artists. A situation that engendered creativeness in people who happened to be there.
Of course they have to have some mental facility to be able to benefit from the situation.
When the feeling of friendship between people disappears from art, something is lost. We were
talking about generosity in communication, in collaboration by artists which is giving and taking.
All the same, we cannot rule out that there are people who isclate themselves, who can't or don't
want fo take part in this kind of collaboration of giving and taking ideas and creative inspiration.
" The best of them, however, are of course very generous, because even if they create their works in
isolation, they give them out very generously. But artists are too stingy with comments and praise of
each other’s work. '



CH s maybe the conceit of our time that everybody wants to be the creator, that

the identity of the receiver is not valued enough and it backfires at art. There has to be

some rethinking in this area of making and receiving, because it is the death of art.
MP Yes, and it has caused the death of art o a certain extent, maybe art is dead because of
this lack.

CH You have always returned to working with books in one way or another, has
your feeling for the book as an object changed?
MP No, | don't think it has changed, people have written longwinded theories about artists’
books and the book as an object, as a sculpture. | have never approached the book with any kind
of thearetical notion or starting-point. |'ve just liked this kind of book. I've found it sufficiently
absurd, an arfist’s book that isn’t written in the normal way is really an interesting and strange
object, and | found this object beautiful.
CH But wasn’t your teaching project Book on Book and Other Things based
precisely on discussions about the nature of a book?
MP Maybe, but it wosn't @ serious theoretical analysis of the object book. It was a playhul
investigation of it and a work of art.
CH At one point you were more concerned with the sculptural qualities of the
artist’s book.
MP Well, | don’t know if my oftitude has changed. Paperlove | suppose | made because |
thought it would be good to make a book that was, by content, sculpture. Automobile | think |
made fo give the story of a car in a new way, to give information about a car in a new way.
| CH Ledfing through the pages, you're given information in its true substance.
= MP Yes, it's information that you could never write, in a way it's fuller information than a
writien description of a fyre, in a way it's not so far-reaching as a written text, but in another way
it reaches much further. :
CH You have had a way of turning towards matter, a certain realism, in order to
reach for the elusive, for poetry. By using a denser degree of matter you are
touching on something that is rather far removed from matter,
MP | wouldn't have said that myself, but | understand it when you say it. If | do this it is not
intentional, it's done by feeling and without design.
CH In your art - and to generalize, even in Icelandic art - an element seems to
have the possibility of an equivalent existence in ancther medium or matter. You
have turned time into solid matter, sorrow inte matter, light was put into a chest of
drawers. _
MP To turn materials info feeling, to turn the material in o sculpture into a picture of the mind,
maybe some kind of reversal ... that involves taking the feeling as o prerequisite, the feeling is there
first and then you turn the feeling into material, that is reversing the process. Does that make sense?
CH Maybe the change of medium in a work of art is also related to the utopia of
the sixties and the breaking down of the art disciplines, What happened in the story
of the Brothers from Bakki?
MP The reference is an old folkiale about three stupid brothers, the Brothers from Bakki, who
built  house, but forgot fo put in the windows, so the house was in darkness. They went outside and
took their hats off and carried them into the house full of light, to get light into the house. This work
was made in their honour, for their great achievement of carrying light in their hats into a dark
house and expresses it with a chest of drawers. You open a drawer, fill it with light and close it
again fo store the light inside — the idea is that you can actually take light in your hands, pick it up.
CH Maybe this is part of an answer to why this comes up in Icelandic thinking.
MP Do you think it is typical of Icelandic thinking? Maybe it has to do with folklore, fairytales,
things which are very much alive in Icelandic culture even today. It involves seeing the world from a
different angle, like making water solid and tangible in a different way, making air solid. In the
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work called The Beach | have made the sea solid, so | can pick it up and leok at it from underneath
because | wont fo see it from a different angle. | want to see the underside of the sea because | can
never normally see it, | don't know what it looks like, | don't what it is. Other things have a touch of
this as well, seeing the underside of the air that is resting on top of the earth.
CH These transformations can be seen as unexpected connections of feeling and
thinking that bring us to a more blank and mental state.

CH In the Eddic Games you were dealing with genealogy, would you like to

comment on this interest of yours?

MP I have always read the Edda a lot and used the material from the Edda in a number of
works. | find these stories so fascinating, unique stories, some of the mythology like the fetter that
was used to bind the Fenriswolf. The fetter was made of the beard of a woman, the tapping of a
cal’s feet and the spit of o bird. This really turns me on.

CH This could be another example of unstable identities when it comes to material.
MP I think | have learned a lot from a legend like this. | also found the origin of the fishing net
fascinating. Lok, the villain among the ancient gods, turned himself into @ salmon to escape when
the gods wanted to punish him. They made a net to catch him. The net was later burnt, but in the
embers the grey ashes showed the structure of the fishing net. That's how we know how to make it.
These images are so elusive, they are almost not there, they are so ethereal, well, the fefter is not
there, so beautiful. :

CH But what made you go into genealogy?

MP Because the Edda’s genealogy is so elusive, it goes back and forth and is completely
confused, and | find this so inspiring. For instance, Thor and Earth were the children of Odin. Odin
married Earth, his daughter. Together they begot Thor and Earth whom Odin married to beget
Thor and Earth again and again throughout time. If you want to see it that way. | could have
endless fantasies about genealogy and that's why | made all these family trees.

CH Photos of your piece The burning of Njal show it placed in Icelandic landscape.

Was this work related to the actual spot of the event?

MP Yes. Now this work is going to be placed in a museum, so | have been fo the spot with @
friend who is a photographer and we took photos at the day and hour of the actual event on the 23rd
of August at dawn, between 5 and & in the moming. | don't know whether dawn actually means
daybreak or sunrise. | was always interested in Njdls Saga and | read it very often. Approximately
every two years. Einar Palsson, a mythologist and historian of the Middle Ages, produced some
fantastic theories about Njéls Saga and the setflement of Iceland which really inspired me and made
me even more interested in this saga, because his works are great, even as great as literature. | find
his deductions very beautiful, and everything is so poetic that comes out of it.

CH You have been working with comic strip language in later works such as De
kommer med kista og henter meg, “They are bringing the coffin to get me” and
Augustus, my God, | have it. Whereas other artists have focused on the visual aspect
of the comic strip, you have worked with the dynamics and efficiency of the
language, which you have treated a bit like a ready-made.
MP | have found a lot of beauty in comic strip language, in comic strip art. This gangster
language is rather special and it is a slightly different gangster language from the language of
Raymond Chandler and Dashill Hammit, which'| have liked, and Mickey Spillane.
CH Could you phrase the difference?
MP The language of the classic crime writer is more localized, more bound fo certain areas, |




think, and it is actually much more true to the actual language than comic strip language which |
don't know whether exists elsewhere than just in comic strips. It's a language which is special to
comic strips rather than to an area, | think.

CH What is the beauty of that language? =
MP  Itis so short, it is telegram language because it has to be so precise. So much has fo be
said in @ few bulbs and it goes hand-in-hand with @ picture which gives it a very special character.
doubt if you would understand the language of the comic strip if it were separated from the
image, you might not be able to follow it.
~ CH What did you do to it?

' I made it into a kind of chaos and cacophony. | wanted fo find out what happened if you
Yook this language and made chaos out of it, had many people speaking it and mosily at the same
lime, 5o that you couldn't really make out what wos being said. | wrote a whole play in this way
‘and | really had no idea how it would sound in performance. | spent a winter doing it.

CH | remember that the performance of They are bringing the coffin was very
humerous, but that it was impossible to laugh.

MP | suppose it demands hard concentration and that people get very tired after one hour of
it really exhausted.

CH What does it do to your brain?

MP | don't know, | was interested in simultaneous language, | made another work, Contours

' of a baby, for four loudspeakers and four people specking different fexts with different confents af

fhe same fime. Standing in the middle, you couldn't really understand what they were saying.

- CH Do you want to stay on the verge of the comprehensible or are you just as

_happy to go off into pure sound? :

'MP  Well, in o way | was happy with the incomprehensible, the sound of it, the adventure of

il, because | didn't know what would happen. | wanted to hear a lof of it fo see how your brain

" would adapt fo it, how much you'would be able to understand from the cacophony. The musical

aspect was also important, the natural thythm of language. IF you stand or sit and you listen to the

cacophony for some length of time without being able to understand it; you get extremely bored, if

is extremely monatonous. Gradually your brain starts to make out the rhythm that is there and you

‘start hearing it as a kind of music.

CH But | found a good aspect of They are bringing the coffin was that it was not

leaving contents behind, that there were strange contents coming through.

M Each text in Contours of & baby, taken separately, has contents. One is about details in

Viclorian mansion, great detail of objects, another one is about a wedding dress that was cut info
F‘.;'rll'wan.'l!.f the third about @ young lady inferested in sex, and the fourth is a very naive arficle about

 polifics.

" CH Do you think that your use of comic strip language has the property of some of

your other works that are in the process of changing their identity, that these comic

strip words are travelling into music or into the visual? in the sense that your scripts to

these sound works are very visual and some of them have been published as books.

MP I couldn’t really judge if that is there. It is something that | do not consciously put there.
These sound works have developed from chaotic language into @ rather more constructed, rhythmic
one, but sill a bit random and chaotic. | am skill not good enough with the rhythm and music of the

- <poken language. §

CH You have written these works in different languages.

MP  Yes, but lately | have been working with Icelandic, the more you go into one language,
the more you fall in love with it and get confined to it, the less you want to work with other
languages.
CH What kind of language did you use in Eyetalk where you performed a text in
video with two other voices in loudspeakers?
MP Eyetalk is a collaged text in American gangster language. | think these gangsters, this
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gangster miliev in big cities like Chicago and Los Angeles, have their own language. It is very
expressive in its shortness, its precision in terms and imagination in making up language. They
have expressions that other people don’t understand.
CH “I’m going to off you,” kill you, that was in The Offs. Do you have any more
examples?
MP *Slip him a mickey,” poison him. | don't want to pretend any expertise in American
slang. The natives would laugh at me.
CH Does this in any way remind you of old Icelandic language?
MP It does in a way because if's so short and precise. It is poetic without being wilfully poeic.
This language, like the Nordic sagas, doesn’t have yes and no. They don't exist and the gangster
language doesn't need them. | mean, if you ask a question which requires yes or no, you might just
as easily get an offhand answer, that doesn't include yes or no, it might have okay instead of yes.
But they don’t avoid it fo be ambiguous, it is rather an act of shooting back andl forth, like a
gunfight. | think they talk in the same way os they shoot with guns. i
CH  This is from Eyetalk: “I could see that she was sorry too, she handed me a deck
of butts and | pocketed them.” 2 : .
MP Yes Eyetalk is all about smoking cigarettes, but at the same fime there is some handling in
it. Somebody is sitting in a car and waiting for someone 1o turn the light off, waiting all night |
smoking tiree packs of cigarettes and then giving up and “ramming the car info gear and |
ploughing out,” they call it to plough out, it's pretty, isn't if2
CH On the videotape you were leaning back.
MP Yes, | was leaning backwards so only my Adam's apple and my nose and my chin were
seen. | had shaved off my beard. | wasn’t smoking, | was only speaking these texts and swallowing
from time to fime, So the main performer in the foreground was my Adam's apple and in the
background was the London sewer.
CH In other works you have been using popular songs.
MP I have an admiration for simple-mindedness, a feeling of inferiority to this simple-
mindedness. | like things that are genuinely childish, like folk art, as you know. | like certain kinds
of kitsch, simpleminded, sincere, genuine kitsch. | told you | sometimes worked for the naive taste,
to please some simplicity of mind. | have done work thaf would be liked by good, simple - | don't
mean stupid - solid, beautifully childish people or children. | have worked a lot with children, | was
teaching children for many years in the sixties. | enjoyed it, we did many works fogether, big
works, and | always worked in the same way as they did. !

One work using a popular text was Please don’t say no say maybe, which formed an invisible wall
closing off a comer of a room. Another thing in this exhibition has a popular song in it. It is Bjossi
who drives the milk fruck, which is an Icelandic country phenomenon, and ol the young farm girls
fall in love with him.
CH How will it appear in the exhibition?
MP Three sculptures outside, thin strips of bronze, two metres long, going half-way into the
earth with this fext written on them in relief: “Who is driving like a lion with one hand on the
steering, Bjdssi in the milkvan, Bjéssi in the milkvan.”
CH You worked with a punk group in Norrk8ping in 1982,
MP Yes, they called themselves “The Anti-Society League,” they were sixteen-year-olds. The
group had several names. They changed their clothes three times a day and the name of the group
once a week or something like that.
CH One of their songs was Sorry.
MP And another was Belsen was a gas, a very heavy dramatic text,
CH In a previous work you played music by Chopin to a group of people sitting on
the floor in @ room, and made a fragmented cast of the negative spaces between the
walls and the people at a given moment. In the Anti-Society League Concert you
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stopped the musicians when the music was at its best, this time to make a more

dramatic cast of the room with its objects and some of the contours of the musicians.

Did you think that the plaster was materialized music and that the two pieces were

basically different in their feeling of music?
MP The idea in both works was actually to fill the room with plaster as materialized music. As
" ithappened the works are visually very different but | wasn't trying to interpret the feeling of the
music in the shapes of plaster, the shapes were random, determined by circumstances. If's only in
the fitle that you get the different feeling of music in the two pieces. In both cases the plastered
space was picked up and moved to another place.

CH The work in Norrk&ping was taken down at the end of the exhibition, are

there any other works that have disappeared?
MP In the late fifties and early sixties | was working with very fragile material. | painted both
sides of insulating material, polystyrene. Then | would use thinner to take it away so only the shell
of paint or glue or whatever would remain, very fragile. These were sculptures, there were maybe
several colourful layers painted just flat, the plastic was gone so they were hanging in thin air held
up with wires. There were several works like this but none of them has survived.

CH Do you remember other works?
MP Yes in the sixties | made little models of situations out of all kinds of material, strange
situations, they were in plastic boxes. | sent them to a gallery in Dusseldorf which was going to buy
them, but | was so bad at packing that they got destroyed on the way. Only one of them survived
and that is the portrait of Dorothy lannine made out of matchboxes and other things. It's fo be seen
in this exhibition, | hope.

CH In your last installation, Warla, at the Living Art Museum in Reykjavik last

year, you were writing words with used pieces of soap. What was your relationship

to the soap in that installation?
MP | have collected those pieces of soap with loving care, minding them for twelve years,
storing them. | like old soop. | think it is beautiful and a bit dramatic. One bit of soap is a bit of a
story, somefimes you can see different people in different remains of soap, how they approach
their use of soap. It is basically very pretty, it's a bit musical. Soap is musical, if's somefimes a bit
fransparent, it can be very breakable, beautifully shaped, and it has this fragrance. | don't know
why | chose to work with soap, collect soap or put soap together with sound poetry.
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Carina Hedén

VIDTAL VID MAGNUS PALSSON NN, JOn 1994

CH  Eitt sem vid gaotum talod um er afstada pin til samvinnu vid adra, sem pi hefur lengi
stundad, og frelsid sem pi gefur samstarfsménnum til ad hafa hugmyndir pinar sem hluta of
verkum sinum og svo Sfugt.
MP Frelsid er sennilega o madur leyfir sér od gripa hugmyndir annarra og vinna r peim, leyfir
peim & vaxa og margfaldast og @ méti gefur madur hugmyndir sinar 88rum sem vilja & sama hétt sié peer
oukast og margfaldast. Pannig kemst madur fram Gr eigin imyndunarafli en er samt o8 gera hid sama, hugsa
um hluti eda hlutimir berast il manns hvort sem bad er beint fré 63rum eda fyrir hugsanir sem svifa | loffinu.
CH Tekurdu gilda pa kenningu ad hver einsték Sgn of pvi, sem vita parf, liggi i loftinu og
megi gripa padan jafnvel or algjsrri sinsemd?
MP Einhvers stodar er sterdarbanki sem geymir alla vitneskju par sem mé ganga o8 henni, Ekki sist
stendur hin fil boda peim sem vinnur  einsemd. En pod er vidiskulofnetid sem blifur,
CH  Pbetta ad gripa hugmyndir Or loftinu virdist bversbgn vid ahugaleysi pitt um umsvif |
samtimalist og i kringum hana.
MP Sem stendur eru listamenn andsninir pessari hugmynd, hin & ekki upp @ pallbordid. Menn loka sig
inni og verja hugmyndir sinar en étto sig ekki & pvi od beir graeda & bvi & skiplast & peim, Slikt er avinningur.
CH verd ni ad bata pvi vid ad ég held od umsvifin i listinni komi til pin ef pd leitar ekki

pangabd.
MP Listin hefur svolitid hrokkid fil baka & pod stig sem hin var fyrir 1960, madur sér svolitid o8 allir
eru d fast vid pod sama, Utkoman stefnir 08 bvi 08 verda &ll eins og bod er sennilega od einhverju leyti fyrir
liststofnanaveldid, en ég fogna pvi a8 2 fleiri leggja stund é list. List okkar ftima er meira en nokkru sinni
samtengd pélitik, efnahagsmélum, landsmalum og listapslitik.

CH  bO hefur att frumkviedi od og skipulagt ymsar listsyningar a islandi og i 88rum l&ndum

an pess od eiga yfirleitt nokkur verk sjalfur @ pessum syningum. Hvad vaokti fyrir pér?
MP Eg hef & tilfinningunni o8 bad od skipuleggia Fyrir listir sé list og ef skipuleggjendur eru ekki géir
listamenn skipuleggja peir ekki géda svidsmynd of listinni. Eg hef skipulagt sjningar og samvinnustofur (work
shops) af pvi 08 pad veitir sému énagju og od skapa dnnur listaverk.

CH . ::'ﬂhql' ad skynja einhverja byltingu eda dgrun vid rikjondi astand i listinni pessa

stundi
MP bitdlelogsadstadur eru ekki til hvatningar, bad hefur rikt visst makraedi, listomenn hafa verid
uppteknir vid od finna sér stad | bessu njja pié8félagi peninga og samkeppni og bod hefur tekid sinn fima od
hverfa fra &dyru verkunum, sem purftu ekki o seljast, eda seldust ekki, Kl djrra verka sem atlud eru fyrir
markad, Framirstefnulistomenn — avantgardistarnir — hafdu liklega meiri listraenan memnad; peir héfu pennan
listraena metnad, sem félk hefur svolitid sniid boki vid, en hins vegar minni félogslegon metnad. Eg er ekki od
halda pvi fram 68 undanfamir aratugir hafi verid aumir of pvi o8 peningunum fylgir mikil hvatning, pad bjr
mikil orkes | peningum og 8ll pessi orka hefur audvitad komid fram en bad virdist sem krafturinn sé i rénun.

CH  Eru konnski glepir eftirkdstin of pessum krafti peninganna i pjédfalaginu?

—  bessi afstada ad sleppa &3ru félki inn i verkin pin — sprettur hin nokkud of pvi od pig

langi ekki til ad réda malunum?
MP J&, & ponn hétt er hin hluti of list tilviljunarinnar, sem &g hef haft mikinn hug &, ég stydst alliaf vid
hana, sennilega meira en flestir. Eg stundadi hana i fyrstu vegna pess a8 hin la einhvern veginn i loffinu.
Menn héfdu nylega attad sig & gildi hendingarinnar i listinni, filviljunin hefur audvitad alltaf verid | listinni en
pad var glenyt og spennandi hvernig hin var dyrkud upp Gr 1960, bod skapadi eitthvad nitt og madur

I S
mgl'l:ua Heldurdu ekki ad tilviljunin verdi med timanum ad stil?
MP Allar odferdir geto ordid ad sfil en hin frelsar fré of miklu aferdarnostri, of mikilli nakvaemni, pvi
ad pod er lika haegt od missa attanna i sliku. Eg vil frekar missa éttanna i filviljunum en | aferdamostri.
Tibaljanir verda fil bess ad modur sampykkir eitthvad sem vid fyrstu sy virtist frdleitt. Pannig veita baer njja syn.

CH Kannski parf madur ab eiga eigid svid par sem ekkert er gedfellt sda ogedfellt - vidara

sjonarsvid?
:l'.i' Pad verdur alliaf o berjost vid o (tloka smekkinn. Pod gefur pessa évaentu, smekklousu og fersku

uti. .




CH Eg man eftir Duchamp pegar hann vann vid “readymade” hluti sina. Hann fordadist ad
léta sér pykje peir fallegir eda ljotir.
MP  Margir listamenn, par & medal &g, unnu 0t fré hugmynd Duchomps um fundinn hlut — “obiet
frouve” — bad fer ekki @ milli méla, pé var unnid beint med fundna hlufi og ébeint it fra beim. Eg held ég
hafi bé leert o8 meta hluti sem ég hafdi ekki hugsad um &dur, hluti sem er fleygt.
€H Hvoda hluti hafdirdu ekki hugsad um Fyrr, hvada efni?
MP Eins og bildekk, od sja pad sem efni i bok. :
' Eghe]déghnﬁuamkkmlqﬁFnri&ﬂ%inﬁmm]ntexhaﬁirbékmrksaméggerﬁil'?ﬂB,buﬁheilir -
~ “The Offs". Pod er leikrit en um leid bokverk, agad concept-verk, geri ég réd byrir, par sem hugmyndin var ad
* Mippa snifsi or bokasidum fil o8 segja vissa, 8ljésa ségu sem vard raunveruleikafirrt og stundum ekki mjog
skilianleg of pvi o ég setfi mér pé reglu o3 nota textann sem ég hafdi valid mér 58rum megin & bladsidunni
en vera um leid noudbeygdur fil ad nota textann 4 bakhlidinni, textann, sem ég hafdi ekki valid.
. CH Kannski er petta raunsai, pad er aldrei haegt ob velja einn kost.
MP 16, en — pad er hlufi of uppeldi minu i filviljun o setja mér reglu, pessa reglu 0 neyBast til 63
nota bad sem hendingin hefur valid mér.

mP En talo® um tilvilianir og hvernig hlutimir koma svolitid eins og O loftinu; pod sem kemur i hugann
og bod sem madur setur & pappir parf alls ekki o8 vera skspunarverk manns. Svo 3 hali menn einhverjor
ehasemdir um somvinnu og skipti @ hugmyndum vid annad flk ba er bad ekki mijdg pungt @ metunum pvi 0
kannski hefur modur engar hugmyndir sialfur heldur er allt  loftinu, kannski er einhver fyrir utan, hinn
helmingur manns ea einhver annar, sem er ad vinna i gegnum mann og gefa hugmyndir um pad hvad & ad
skrif, hva® & o8 teikna, og bé verdur ekki lengur litillskkandi 6B f& hugmyndir fré 88rum i kring, jafnvel
haetia menn pé od hugsa um filviljanir, Vid 1ludum um o8 listin komi fil manns pé & madur leifi ekki od
henni, baskurnar sem mann langar fil o3 lesa kema kil manns, bakur sem madur hefur ekki latid sér detta i
hug o3 lesa en reynast svo afar djrmastar begar madur hefur lesid paer. Ef fil vill er engin filviljun til heldur
8llu siiprmad of alheimslega upplsingabankanum. Hlutimir kunna ad vera fyrir fram akvednir, kannski eru
beir ekki fyrir fram kvednir heldur gerast bara aftur og aftur, atburdir sem margkoma fyrir eda eru tengdir
83rum atburdum @ 88rum fimum, langu lidnum eda jafnvel dkomnum, pvi a8 fiminn getur verid éraedur og
gigrolikur skilningi okkar & honum, Og betfa leidir affur hugann od gildi listarinnar. Okkur pykir hin misg
mikilveeg og kannski lika beim, sem telja sig niéta hennar, en bad getur verid pannig — og er pad meira 0d
segja 0d dllum likindum — o8 listin skipti odeins mali ad bvi leyti a8 veita manninum eifthvad od fést vid, ad
listin hofi gildi & vi8 godan spilakapal og hvert er gildi hans = hvar geymist bad? Leidir listin mannkynid fil
ginhvers proska, gerir hin pad? Taeplega. Hin hefur ofan of fyrir okkur, sér okkur fyrir einhverju o idja,
fordar okkur fré prakkarosirikum og Aangsi, og ad bvi leyti er hin mjdg g6d. Hin beinir hug okkar ad hlutum
sem eru okkur hollir.

CH  Er petta sannfaering pin?
MP Petta er ekki sannfeering min.

CH PG hefur verid kappsamur vid ob koma & framfeeri vissum hugmyndum og breytingum i

listaskélum i Reykiavik og vidar. betta hefur oft kostad bé nokkra baréttu,
MP Ja, maBur berst og veit raunar ekki hvers virdi baréttan er, madur fyllist m&di i baréttunni og gledst
of henni, madur Fyllist sesingi. Jafnvel begar menn eru a8 berjast gegn einhverju illu pa Klinist petta illa & pé i
barétunni, Pegar madur er o berjast innan stofnunar er madur i raun a rydjast inn & yfiradasveedi
einhvers annars fil o reyna ad breyta einhverju sem einhver annar felur sitt mal. Og pé er modur Grasaradili
og telur sig eiga allan rétt ad briétast inn | petta virki. Pad mastti leggjo o Gt @ pann veg od modur =i
heldur 63 fara med sidbot sino eda umbétatilraunir & annod svid sem ekki er heimasléd einhvers annars.
Stundum mé rétlaeta baréttuna, Madur parf o8 gera sér grein fyrir asingnum i baréttunni, ausa i hana
hugmyndum of eins mikly &rlaeti og maBur getur, inn § &tékin, inn | vopnahléd. :

CH Pessar merkingar pinar, pi hefur merkt viss verk & svolitid groddalegan og studandi

h&nmﬁbﬂdm}nihmhﬁvﬂknmiﬂdhﬁrﬂgmﬁng-rbnu!&gﬂu,rﬁt-imugbé

vildir endurkalla pau.
MP J&, ég hugsa o8 pod sé smedvitud vidleitni fil ad sporna vid nostursemi, pad gaeti lika verid vottur
of brmrgmni,ﬁgg veit bod ekki. Pad er pessi fogstreita | hverjum manni, ekki sist lislam&nnum. Listamadurinn
er o virkja haefileika sina, anda sinn, sképunargéfu sina, en jofnframt er hann 68 vinna gegn hémlum
sinum, gegn uppeldinu, gegn &llu bvi | uppeldinu sem honum finnst hindra sig. Pad eru tvaer myndaradir sem
b gaetir verid ad visa fil: llmurinn of kaffinu i Brasiliv” og ,Hinn keltneski andi”, pessi sméverk, bar sem ég
var o vinna med landakort, en bad gaetu lika verid Snnur verk, Hvislid” og ,Flaedarmalid”, bessi verk eru |
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rauninni frekar kyrrlét og nakvaem en & bou notodi ég heldur liéta mida sem margir starfsbrasdur minir
métmaelty, beim fannst ég hraedilegur, peim fannst betia ljst. :

CH  Hefur petta ad fara it fyrir smekkinn komid meira fram i sidari verkum?
MP Eg held bad hafi boid 6 baki allan fimann, Eg myndi vilja vera enn skelfilegri en ég er, Eg myndi
vilia vera skelfilegur og 6gedfelldur, fullur og lagkrulegur en ég er ekki viss hvernig ég & 08 faro 63 pvi. Eg
myndi vilja likjo eftir alpydulist, pessu vidhorfi 08 elska lisfing, bessu metnaBarleysi og einfaldu, hreinu ast &
listskpuninni.

CH &g man eftir Gformum pinum o fara um alla Skandinaviu til od taka saman mikla bék

um alla alpydulistamenn par.
MP Ja, pad er einn af peim draumum sem ég hef ekki getad 1618 rastost. Pod er safn @ Islandi hié vini
minum sem gerir vid bila. Eg myndi pé ekki kalla hann alpy@ulistamann, Hann kallar sig Stiana meik. Hann &
oirilegt safn of télum og taekjum plis tugbdsundir varahluta i alla hugsanlega bila. Petta er allt saman fengid
notad. Bilapartarnir eru pess héttor skipulegt kaos sem er dirilega spennandi. Reglulegt listasafn, list i dagsins
gnn. Ef modur bidur Stiana um einhvern furBulegan hlut i fisrutiu éra gamlan bil pé segir hann: Joa — ég &
petta fil*. Sve klifrar hann upp i einhverja hilluna hja sér og kemur med hlutinn.

C€H Er pa? hann sem atlar nina ad bia til listaverkarsd fyrir pig?
MP Ja, baekur or bilum. Hann 16k vid sér begar ég spurdi hann hvort hann vildi boa il baekur fyrir mig.
Hann sagdi: ,Eg skal hugsa um pad”, og tiu sekindum sidar sagi hann: ,Ja, ég held &g fari 1 petta med
bér”. Safid hans er ruslabingur med framirskarandi ré8 og reglu & éreidunni.

CH PO hefur oft sagt b til bess ad vera listamabur purfi madur ad vera snillingur med

peninga.
MP Ja, listamenn eru alla 1id 0d gero bod 6magulega: o8 skapa dyrmaeta hlufi an pess od hafa O
nokkru o8 spila. Eg get sagt ad ég hef biid til verBmasta hluti og pad jofnvel med ivaer hendur tomar, gert
fyrir enga peninga hluti sem yfirdeitt myndu kosta heilmikid. Pad held ég sé snilld listamannsins. Eg er ekki od

. halda i fram a8 ég sé pessi snillingur vegna pess 03 &g finn 68 mig vantar pessa snilld. Mér finnst ég hafi

oldrei verid négu gédur bisnismadur til 0 bia bad fil sem ég hef verid o rédgera med sialfum mér. Eg var
aldrei kiskur med peninga. Eg gat ekki skekid fram peninga fil o8 hata ré8 & ad boa il tuttugu baekur or bil
eins og &g hugsadi mér arid 1969. Eg hef ekki getad sonnfeert folk um ageti hugmynda minna. A® minnsta
kosti hef &g ekki haft hafileika fil o3 f folk med peninga fil 6d taka bétt i stérverkum eftir hugmyndum

minum.,

CH  PU ert snjall o hugsa um skrifstofu og hafa allt sve skipulegt i skrifstofunni, petta minnir
svolitid & pésthusi.
MP Eg kalla mig oft skrifstofulistomann.
CH  bo hefur tilfinningu fyrir bréfavogum, hefturum, limbandi.
MP Oja, ég hef alliaf verid hrifinn of gédum vinnustofum svo 6B ég hef sett upp fimmian eda tuttugu
vinnustofur & 30 érum og ég nyt pess. Eg et upp hillur fyrir alla hluti, allt betia lila skrifstofudé.
€H  Sum verk pin eru nidurnidd og rafilsleg ad sja, étraust og hlutirir rét eins og & sidasta
sniningi.

. MP J&, pod er ad nokkru vegna bess hvad ég er mikill klaufi 08 vinna Gr efninu, ég hugsa o

hasfileikaskortur s& um 50% og 50% sé fiarskortur, fiarhagslegar homlur.
CH  Petta finnst mér nd ekki fullgilt svar, Eg man eftir teikningum pinum Or rusli.
MP Ja, ég hef pennan veikleika 08 gera hluti sem ekki endast, bé gati g idrast ess seinna od ég gerdi
pé ekki Ur einhverju varanlegu efni. Pad er bessi togstreita innra med mér en pod freistar min od gera eifthvad
Gr efni sem ekki var rounverulega fil bess astlad eins og ruslid sem i nefndir, o® boa til risastérar teikningar Gr
rusli. Likast fil fannst mér efnid spennandi, a8 baa til eitthvad stért or efni sem kostar nékvamlega ekkert. Pad
var raunar midg oudvelt ad fora med pad, pad er ekki editt, pad er ekki & nokkum hatt dyrt. Mér finnst gips
freistandi efni, spennandi af bvi ad bad er svo hraeodirt og lika of pvi 6d pad hefur sérstédu o pvi leyti o8
bod er svo sélarlaust. Gifsid er svo dautt o bad hefur enga eigin rédd eins og 1.d. brons, méalmar sem hafa
eigid svipmél. Gipsid er svo gjbrsamlega sviplaust od pad leggur aldrei neitt til malanna sjalft.
CH  bo virdist geta unnid Ur pvi Grvali sem tilteknar adstedur bjéda. Pa hefur gert pér list ir
bvi ad velja efni eftir bvi sem faest | naestu b3, t.d. pappir. bl latur ekki styrast of hugsjén um
efni. Hvar eru takmérkin pegar talad er um listsképun?
MP *Pod er fiarri mér ad fara a8 hlaupa Gt og sudur til ad finna eitthvert einstakt efni, dyran pappir sem
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sinhver hefur lagt mikla list i o boa 1il, efni sem hefur eigin fegurd. Eg myndi sneida hia sliku efni. Eg myndi
miklu frekar kaupa odyran, gosalegan pappir, sem ég fengi | bidinni & neesta homi, og ég feri ekki langar
leiSic fil ad né | nokkurn hlut, ekki sérstakan lit, ekki sérstaka pappirsaferd. Eg myndi satta mig vid pad sem
#g fengi & naesta horni en ég myndi leita o einhverju, ef fil vill einhverju glamurslegu:
CH Heldurdu ad pi hafir komid pessu signarmidi dleidis, t.d. | kennslunni?
MP Eq held ekki ég geti gert mikid or pvi en ég byst vid od petta hafi verid mikilvaegur péttur i kennsly
minni a8 velja bad oudfengna og sjé kostina i pvi grofa, i pvi 6unna. A hata kannski annars stadar i verkinu
innihald, fagunarbétt innan hinnar frekar grohu yiri alerdar. AB saekjast ekki eftir fagun i efninu eda
oostedunum.
CH i ,Hundobékinni” ferdu med hlutinn it ad ystu mérkum.
MP Eg ma segjo od ég lét pessa hunda smém soman hverfa pannig ad fyrst er greinilega hundur. bad
eru sextdn hlutir og hundurinn verdur smém saman 6ljas, haettir 08 vera hundur og verdur odeins ogn af giksi
med heyvisk | midjunni en breytist sidan aftur | EITTHVAD or ENGU og pessi hundur, sem er i rauninni ekkert,
bessir hlutir | midid, sem eru i rauninni ekkert begar beir eru teknir Or pessu samhengi, en beir eiga sinn shad i
+ bessu sionraena li58i og hundurinn, sem | rauninni er ekkert, verBur 08 hundi | samhenginu | pessu lj63i og
betta mé misg oft sia i skaldskop. Eg byst vid o8 pad visi til tungumalsins, od taki menn hlutina dr samhengi
'verda beir ad engu.
CH  En pi getur lika ordad pad & hinn veginn od petta sé eins mikill hundur og hinir. Hvad
um fétin, kidlana sem voru ad detta i sundur? BO valdir pa sem litu verst Ot og verkid hét
Bestu stykkin®.
MP betta voru-skilptirar Or fstum, herfir med limi og mélningu og &llu sem gat ordid hort, en ad peir
voru 16mir hafdi svolifid od gera med jakvaett og neikvaett rymi | huga minum.
CH  Eru peir eitthvad i sambandi vid umkomuleysi hlutarins sem ekki er lengur neitt?
Mp J6, ég held beir hafi verid fyrir mér kénnun hve ljétir hlutimir geta ordid, hve vesalir og langt fré
hinni hefbundnu hugmynd um fegurd en verid samt eitthvad. Peir fengu nafn og var rodad effir eftir pvi hvad
beir voru raefilslegir, ég roBadi peim ekki heldur einhver annar. Fré besta stykkinu og nzestbesta stykkinu fil
futtugosta besta stykkisins. Sidan bié ég til dnnur stykki par sem ég fékk hviton leeknoslopp, jokka og buxur
og yllfi med gipsi & gélfinu og eit bessara stykkja setti g & golfid upp vid vegginn svo ad pod bognadi
wvona. Petta eru ljdtustu stykki sem &g get hugsod mér,
CH  bi gerdir lika innsetingu, . Til minningar um vin“, par sem hlj63 eda &llu frekar havadi
var hluti of pessari umhyggiju fyrir umkomulausa hlutnum.
MP Innsetningin, sem b( minnist &, er um um midg gédan vin minn sem dé évaent og ég saknodi midg
mikid svo 08 mig langadi fil ad gera um hann minnismerki. Hann var évenjulegur madur, bradgéfadur, myndi
ég segjo. Mig langadi il oB lysa honum, petta var 1982, svo ad i pessu verki hvart eg aftur fil fyrri tima, pvi od
fillglulega nékvaemt og kyrrléit verk, sem ég var od vinna o & pessum fima, possadi ekki vid skopgerd hans,
Pessi innsetning er hard og hévaer og ekki folleg. Eg er Gnaegdur med hana en hin er ekki falleg.
CcH l:lmnigfuhuuhlngﬂrbﬁmurhdhm?
MP Eg hef aldrei gert pad, petta hefur verid synt einu sinni eda tvisvar, si upprunalega fyrst &
Akureyri. Eg var ekki por. Eg sendi bara leidbeiningar og beir gerdu petta miég vel. Seinna var hin synd &
Listersafni islands | Reykjovik. Svolitid 6lik innsetning i hvort sinni.
€H Var hin mjég havaer?
MP J&, ryksugur, hraerivélar og fleira 1 stil vid pad, allt | gangi samtimiis, Utvarp, nokkrar hérburrkur. Eg
kalladi verkid: ,I minningu vinar sem &t hiss & Akureyri og spilodi blos & skéflung sinn®.
CH Heldurdu od pessa afstdu til efnisins megi rekja til Flixus-stefnunnar?
MP Eg veit ekki med Flixus, en pad er ad einhverju leyti runnid fré drunum upp or 1960.
CH Finnst pér ekki bad tengjast pér personulega jafnmikid og akvednu timabili?
. —MP Mjsg sennilega en bad var pessi endurstokkun hugmynda upp Gr 1960 begor listamenn notudu
efni sem oldrei fyrr voru nefnd, efni sem ekki hefu verid talin koma fil greina svo sem tveimur arum fyrr eda
svo. Breytingarnar urdu svo sndggor og stérbroinar. Eg gaeti sem best verid born peirra.
CH  bad er Snnur hiid & list pinni, po notar ordid ,gosalegur”. Eg held ad maetti tala um
Jbarok”-hlid & verkum pinum, ofhl=di stundum med keim of efnislegum undirstraumum
efnisins, od ekki sé nefndur sirrealismi. Heldurdu o verk pin syni tengsl vid starf pitt i
leikhiisinu og reynslu pina sem svidsmyndateiknara?
MP Eg held 68 pod, sem po ert 0d tala um, sé sinhver eydslusemi, eitthvert groft brudl, sem birtist sem
&rlefi | od demba inn heilmérgu og skapa einhverjar andstaedur, ef til vill einhverja spennu. Og fyrst bo
nefndir leikhosid, aulvitod held ég od &g kunni o meta leikhosid fyrir ofhleedi bess en hins vegar vildi &g
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demba fiélmérgum hlutum inn | leikhosid, sem ekki eiga bar heima, vegna bess od mér pykir leikhisid ollt of
natoraliskt, allt of Gtspekilerad og konstrierad sem hreinlega gengur of pvi doudu. Pad er verid od drepa
leikhisid med effirlikingarnatiralisma og smad, betta er vandamalid i leikhisinu en allir méguleikarnir, allt
rikidasmi leikhissins upptendrar mig og ég verd 0d reyna od bylto bvi, veita bvi ba audlegd sem mér finnst
bod verdskulda.
© €H Kannski er barokkid pa svolitid h

MP J&, betta er gédur punkiur, pvi ad | barokkinu er sinmitt petta glidandi, sundurgerdarlega yflr‘bora
en & bok vid er allt ruslid.

€H Og pad er ekkert leyndarmal a8 ruslid er a bak vid.
MP J&, barokkid er svolifid sidlerdilega sidlaust, hod hefur betia tihalda vidhort sem einnig innspirerar
mig.

ECH bé noklkud margt af nyjustu list hefur vissa leikhisdraeti, &g geeti nefnt nokkro

listamenn. Hved finnst bér um pegar slikir tilburdir kema inn | myndlistina?
MP Fyrri stért min vid leiktj |dngﬂrﬁ hreinlega skaka mér Gt Gr verkunum sem b visar fil. En pod gaeti
verid persdnuleg meinloka min. Eg hef autivitod mikid velt fyrir mér gildi leikmyndogerdor og hvada
stigafislda hin hefur innan listarinnar, ef sve mé komast o3 ordi,

CH  Pad er svo mikil malamidlun, umsvif og peningamal | kringum o setja listaverk a safn

ad pad verdur algjdrlega bundid akvedinni stund, pad wverbur leikhisverk.
Mp Ja, petta ma skilja sem andsteda hneigd, pvi o vid blasir 08 Ryrir futtugu, bridtiv arum var listin
einmitt med vitund og vilja tekin Or s8fnum og syningarsélum og Ot & gétumar par sem engin leid var 0d hafa
gerviumbinad.

CH b0 hefur unnid ad mérgum, élikum hlutum, hisgégnum, leiksvidsteikningum,
héggmyndum, raddljédum, békum, teikningum, performdnsum, pi hefur skrifad leikrit, kennt,
gefid Ot. Hvernig lendir madur i slikri filbreyini?
MP Petter hefur verid edlilegur gangur méla. Einhvern fima @ avinni hef ég sennilega fundid hja mér
hwvit fil od leggja eitthvad til malanna & einu widi og sidan & 83rum tima eitthvad annad & 8dru svidi og svo
framvegis.
c":ﬂ Hvad segirdu um pad ab listin hafi G3last visst frelsi a okkar timum?
MP J&, petta frelsi hafum vid fengid fyrir bléduga byltingu um aratugi. Listin hefur sniid baki vid
atvinnumennskunni, listomenn hafa snGid baki vid 0d vera atvinnumalarar o8 gera sama hlutinn vel alla 2evi.
A3 |zera smém saman 0d gera fagad malverk of mikilli leikni, Vi8 hafum barist fyrir réttinem fil o8 vera
listamenn & okkar eigin hétt, 08 purfa ekki o8 vera atvinnumenn, o® fa o8 vera afram Ghugamenn.
CH  Hvers konar leikni er pa um ad reda?
MP EF madur vinnur alla aevi med huga sinum og tilfinningum ba fiast viss leikni | od tjé sig &
mismunandi svidum, filfinningalega og vitsmunalega, & hvada svidi sem modur kys | ba® og pad sinn og
petta er leiknin sem madur eflir med sjélfum sér.
CH  Heldurdu ad listin sé endonlega ad snia baki vid handverkinu?
MP J&, ég held bad. Pod er ekkert athugovert vid od 68last leikni | héndunum en ég set vismunaproska
i byrirromid. Menn laera audveldlega od vinna med héndunum.
CH  Eru petta ekki i grundvallaratridum peer tveer stefnur sem skerast um pvert |
listkennslunni? Hugmyndin ad listaskélinn midi a® pvi od pjalfa handbragdid og hins vegar
hugmyndin ad hafi tilfinningar og vitsmunir broskast bé sé audvelt ad leggja i einhver pau
verk sem parf handlagni vid?
MP Petta eru peir méguleikor sem listamenn hafa skapod sér og ef einhverjir listaskélar eda listastefnur
vilia hverfa fré bessari dasamlegu adstodu, sem hefur skapast, bé er bad vegna einhverra biédfélogslegra
barfa, sinhverra yiri parfo sem hafo métast i pjedlélaginu en sty ekki o vera bar.
CH  Nu, pegar farid er ad draga i efa framfarir og .pad nyja” i listinni, pa er ef il vill
hlutverk listarinnar pessa stundina ad vardveita hid gamla?
MP Hvad sem menn segja um gildi nyjunganna bé halda éfram a8 koma fram nyjungar.
CH  bd komst & fot nylistadeild vid Myndlista- og handidaskéla islands 1975 og varst par til
1982 og sidar um skemmri tima eftir pad. Hvod telur pi mikilveegasta pattinn | sambandi
kennara og nemanda?
MP Mikilvaegust er tilfinningin um velvild og vinéthu og ég held ad mikilvaegasti hlutur kennarans sé
uppdrvunin. Vindto innan hépsins skiptir einnig miklu mali, ~




€H  Hefur bl tru @ pvi ad gagnryna verk nemandans?
MP Eg held od bad versta i kennslunni sé o gognryna nemendur og segia o beir-verdi o vinna verk
eltir h6fdi kennarans. Kennslan er einn somfelldur performans, eins og Robert Filliou sag®i, og | hvert skipti
sem kennari stendur frammi fyrir nemendum er hann & svidinu og verdur od reyna o8 lata nemandann koma
ginnig fram & svidid i stod pess eins ad hlusta. Pad skiptir gridarlega miklu mali o f& nemandann til 6 tria
bvi 08 hann geti skilod gédu verki enda getur hann bad alliof hraint.
CH 1982 fluttirdu fyrirlestur i Oslé ,Kunst og Undervisningskunst”, - List og kennslulist - par
sem po taladir um pé glimu sem pad veeri a3 kenna list,
MP Pad er hrein list 08 skipuleggja verkefni med nemendum sinum, por er listamadur o8 beita
imyndunarafli sinu til o8 skapa forskrift 08 listaverki. Pod er ekki nein uppeldisfrasditilfinning, pod er
einfaldlego filfinning lislamannsins sem vinnur med 63rum liskaménnum o listraenu verkefi.
CH Lstkennsla er naestum pvi feimnismal, bad eru mijbg litlor umreedur um hana. Hvad kemur
til?
MP Petia er allt Gmedvitad. Madur er ad hidlpa falki od skilja sjdlft sig, oft og tidum &n pess od fera
hugsun eda odlerd | ord.
— Eg held 08 &g hafi aBallega verid od reyna od lata menn hafa nég od starka an pess od segja
peim beint 0d gera hlufina, vekjo dhuga peirra & 0 gera eitthvad sem var kannski stundum élengt eda misg
[ifid tengt listaskélalist eda list.
CH Hvad heldurdu ad yrdi ef ekki vaeri litid nidur & kennslu?
MP Eg held bad yrdi til bota, 6, ég er viss um pad, og pad ati 6d lita almennt & kennslu i skélum sem
list. Eg pekki marga kennara, sérstaklega kennara sem kenna litlum bémum, pod er hrein list sem peir eru o
st vid hvort heldur beir eru a8 kenna bérmum od lesa, smida eda atla sig & nattory hjslsins. Reglulega géBi
hnnmu* eru hreinir listamenn.
CH  Heldurdu ad listasksli gei lagt eitthvad af mérkum Kl st83u listarinnar. Er hasgt b f&
fram géda listamenn | gédum listaskslum?
MP Ja, eins marga og menn vilia. Gédur listaskéli getur Gtskrifad hve marga listamenn sem vera skal,
— Pod kann od vera mikid komid undir filviljun en ymsar mikilveegar adstaedur eru ekkert endilega
. skapadar of einhverjum vissum manni heldur of adstaedum & akvednum fimo. Sumir hafa ef il vill of filviljun
vErid & vissum fima i vissri Brlogostodu sem hefur haft pann métt ad kalla fram list eda listamenn. Stédu sem
hefur kveikt sképunarméttinn | briésti beirra sem svo vildi fil o3 voru bur Audvitad hata peir menn bé verid
bbnir einhverjum peim andlegu pétium sem gerdu od odstaedur gétu nyst peim.
— Pegar filfinningin um vinatty milli manna hverfur Gr lisfinni bd er eitthvod glated. Vid isludum um
oty i samskiptunum, um samvinnu listamanna sem gefa og piggja, vid getum somt sem ur ekki horft
from hja peim sem einangra sig, sem geta ekki eda vilja ekki taka patt | bess hatiar samstarfi o gefa og
hggp hugmyndir og skapandi innblastur. beir bestu pessara listamanna eru samt misg 6défir pvi o8 peir
 gefa of mikilli rousn jafnvel bt beir skapi verk sin i einromi. En listamenn eru of niskir & athugasemdir og
hrés um verk annarra.
CH  Pbad er of til vill sjalfbirgingshattur okkar tima od allir vilja vera frumkvaalamir,
vidtakandinn nytur engror virdingar og pad kemur listinni i koll. bad verbur ob endurmeta
pettina ab skopa og taka vid, pvi od parna er bani listarinnar.
MP J&r og pod hefur ad vissu leyti dregid listing fil dauda ef hin er pa ekki doud vegna pessarar
vonraekslu,
CH  Hefurdu alltaf horfid aftur od vinnu vid bakur @ einhvern hatt? Hefur breyst afstada pin
til békarinnar sem hlutar?
MP Nei, &g held ekki hon hafi breyst. Menn hafa samid langar I-Lmnmgur um baekur listamanna og um
bokina sem hlut, sem skilptir, Eg hef aldrei sn(id mér 0B bok med neinu kennisemingavidhorfi eda
 gangspunkti. Eg hef bara veri hrifinn of bess héttar bok. Mér hefur pétt hin négu abstrd, bak listamanns,
sem ekki er skrifud a venjulegan hétt, er mitg merkilegur hlutur sem mér pykir oft fallegur.
" CH  En var ekki kennsluverkefni® , 86k um bak og fleira” algiSriega byggt & umradum um edli
bokar?
MP Ji, pad ma vera, en bad var ekki alvarleg greining & hlutnum bék, bod var géskafull kénnun &
bokinni og svo listaverk.
CH Um stundarsakir hafdirdu frekar ﬁlwgu a skilpfirpattinum | bék listamannsins.
- MP Eg veit ekki hvort viShorf min hafa breyst. Eg geri ré® fyrir o3 ,Pappirsést® hafi ordid fil vegno pess
08 mér leist vel & 0d boa fil bok sem o8 innihaldi vaeri skilptir. ,Automobile” atti hins vegar fil bess o segja
- sbgu bilsins & nyjon hatt fil 08 gefo upplysingar um bilinn @ nyjan hatt.
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CH Ppegar madur flettir sibunum faer madur upplysingar um efnid i sinni réttu mynd.

MP Ja, pad eru upplysingar sem aldrei vaeri haegt ad skrifa. Petta eru @ sinn hatt Kiri upplysingar en .

skrifud lysing & dekki, 08 nokkru né eer ekki eins langt og skrifadur texti en o 58ru né paer mun lengra.
CH bl hefur haft pinn hatt @ ad snia pér ad efninu, visst raunsaei, abd teygja pig eftir pvi
hvikula, eftir ljodinu. Med pvi a® nota dapreifanlegra efni ertu o gripa a einhverju sem er
bysna langt fra efninu.
MP bannig heldi &g ekki ordod pbod en ég skil hvad bo att vid begor b segir betto. EF svo er béa er pad
ekki of asetningi. Petta er gert af tilfinningu, ekki of rédnum hug.
CH i list pinni, og jafnvel i islenskri list, svo ad farid sé nG Ot i alhefingar, virdast
oapreifanleg hugték geta birst i annarri mynd. PO hefur snoid timanum i fast efni, sorginni i
efni, ljos var sett | komméduskiffu.
MP Segia ma kannski od venjulega sé pad skilptir sem leidi of sér filfinningu. En hér erum vid od fala
um filfinningu sem leidir of sér skilptir — pod adgerdin i dfuga att — er bad skiljanlegt?
CH Konnski breyting efnisins i listaverk sé einnig tengd hugsjénalandi sjunda aratugarins
og pvi pegar hafnad var abgreiningu listgreina?
—  Hvernig er sagan um Bakkabraedur?
MP Heér er visad fil gomallar bjédséigu um Bakkabraedur, heimsku brasdurna bria, sem byggdu sér his
en gleymdu od hata glugga svo 0d inni var keldimmt. beir foru t, #ky of sér hifumar og baru paer inn Rullar
af ljési il 0d fé birtu | hisid. betia verk var gert beim til heidurs fyrir afrekid 0@ bera liés § hofum sinum inn §
dimmt his; petta var synt med komméduskiffu, Madur epnar skiffuna, fyllic hana of ljési og lokar henni sidan
til 68 geyma i henni birtuna — hugmyndin od madur geti raunverulega gripid liosid med héndunum,; tekid pad
upp.
Ppﬂ'l betta er kannski hluti of svarinu hvers vegna petta kemur upp i islenskri hugsun.
MP Finnst pér betta vera effir islenskum hugsunarhaetti? Kannski er petta eitthvad | sambandi vid
bjodsogur, alfasdgur, fyrirbrigdi sem lifa gédu lifi i islenskri menningu enn pann dag i dag.
Petta er ad sja heiminn fra 68ru signarhomi eins og ad gera vain fast og snertanlegt & annan hatt, gera loftid
fast. | verki sem heitir Flaedarmal” hef &g gert siginn fastan svo od ég get tekid hann upp og lifid & nedro
bordid @ honum af pvi o8 mig langar til 68 sjé hann fré 83ru sjenarhomi. Mig langar fil 68 sja hann od
nedan pvi o ég get annars aldrei 588 hann badan. Eg veit ekki hvernig hann litur (t, &g veit ekki hva® hann
er. Adrir hlutir eru | it vid petta, o & nedra bordid af lofinu sem liggur ofan & jBrdinni.
CH Ppessar myndbreytingor ma sjé sem évaent tengsl tilfinningar og hugsunar sem vikka
hugann og gera hann friglsari.

CH Verkid , Edduleikir” snerti settfraedi, geturdu sagt okkur eitthvad meira um petta

ahugamal?
MP Eg hef mikid legid yfir Eddu og notad efni Gr Eddu i mérg verk. Mér bykja pessar ségur svo
heilland;, einstakar ségur, sumar Gr godalraedinni svo sem fiturinn sem lagdur var & Fenristlf. Figturinn var
ir skeggi konunnar, dyn katfarins og fuglshraka. Petfa kann &g reglulega od meta.

CH betta geeti verid enn eitt deemi um 6Gljést astand hlutanna,
MP Eg held &g hafi lart heilmargt af ségum eins og bessari. Mér finnst lika heillandi sagan um
uppruna liskinetsins. Loki, borparinn medal goda, breyt sér | lax il 0d forda sér begar godin vildu refsa
honum. Hann brenndi netid, sem hann fann upp begor hann hugleiddi hvernig maeth né honum Or anni, en
godin sau af felskvanum i &skunni hvernig bad hafdi verid. Pannig vord netid til. Pessar myndir eru svo
hvikular, bier eru naestum ekki bumu I::H eru loftkenndar, huh.rrlnn er ekki barm:l, bam: er sfurkosﬂagf

CH  En hvod kemur til ad pi tekur upp =ttfradi?
MP AfbﬂnﬁmﬁﬁiﬂﬂlnlEdduermuhnn{ﬂundL,hunfﬂrﬁumnguﬁurogerknlmghﬂugbelmyhr
undir hugmyndaflugid. Til daemis eru Pér og J&rdin bdm Odins, OSinn giffist J&rd, détur sinni. Saman gatu
bau Pér og Jord, sem Obinn giftist til od geta Pér og J6rd aftur og aftur um aldir. Ef madur vill skilja petia
bannig. Eg gaefi gert mér endalausar hugmyndir um petta og pess vegna bié ég til 8ll pessi =tariré.

CH  Ligsmyndir af verki pinu ,Njalsbrennu” syndu pad i islensku landslagi. Var petta verk

tengt rounverulegum stad atburdanna?
MP Ja, N fer betio verk & safn svo o ég bor & stadinn med vini minum, sem er ljgsmyndari, og vid
tokum myndir & degi og stund atburdarins, 23. agost | dégun milli klukkan 5 og 6 o8 morgni. Eg veit ekki
hvort dégun merkir birtingu eda sélaruppras. Eg hef alliaf haft mikinn Ghuga & Nijals sogu og hef marglesid
hana. Eg les hana um pad bil annad hvert &r. Einar Pélsson, goBsognafraedingur og sérfradingur i

98

-

T TR, . TR S—— e —_



midoldum, kom med djarfar hugmyndir um Njéls ségu og landném & Islandi sem urSu mér uppsprefia
hugmynda og viktu jafnvel hia mér enn meiri Shuga & s8gunni pvi od verk Einars eru stérkostleg, reglulega
stérbrotin einnig sem bokmenntir. Petta eru dyrBlegar baskur, alyktanir hans og allt svo skéldlegt sem kemur
I:.;“-'I'.'l'l bis hefur fengist vid mél teiknimynda i sidari verkum pinum eins og , De kommer med
kista og henter meg” og ,Augustus! My Ged, | have it*
MP Eg hef fundid mikla fegurd i méli teiknimyndasagna. Petia béfamél er misg sérstakt og svoliti® 53
visi béfamal en hjé Raymond Chandler og Doshill Hammit, sem ég hef kunna® o8 meta, og hja Mickey
illone.
7 €H  Geturdu skyrgreint muninn?
MP Tunguml klassiskro gleepasagnahfunda er stoBbundnara, fengdara akvednum svasdum, held &g,
og | rauninni miklu naer hinu rounverulega funguméli en mal teiknimyndasagnanna sem ég veit ekki hvort
pekkist annars stador en par, Eg held pod sé frekar sérkennandi fyrir teiknimyndaségur en nokkurt akvedia
milsvaedi,
CH  Hvada fegurd byr i pvi mali? _
MP Pad er svo stutt, bad er simskeytomél pvi 08 pod verdur od vera svo ndkvaemt, Svo mikid barf o3
komast fyrir | blodrunni og pod Fylgir myndinni sem gefur bvi sérstakan bla. Eg veit ekki hvort tungumal
teiknissgunnar skildist ef bad veeri skilid fré myndinni, pod er efomél a8 menn skildu pod pé lengur.
CH  Hvad vannstu svo Or pvi? .
MP Eg gerdi or pvi glundroBa og glymjanda. Mig langadi fil o8 sié hvad gerdist ef petta méal vaeri tekid
og gerdur Or bvi glundrodi, margir lainir tala og yfireitt samtimis svo 6 menn gastu ekki reglulega Gl sig &
pvi hvod sagt vaeri. Eg skrifodi heilt leikrit @ bessa leid og hafdi i rauninni ekki hugmynd 'um hvernig bad
myndi koma 0t & syningu. Eg var heilan vetur o3 pessu,
CH . Eg man eftir syningunni ,Peir eru ad koma med kistuna” sem var bradfyndin
en enginn gat hlegid.
MP Eg byst vid 03 pad purfi mikla einbeitingu og folk verdi preytt effir einn klukkutima & henni,
reglulega drvinda.
CH  Hvernig fer hin med heilann | manni?
MP Pad veit ég ekki. Eg hafdi Ghuga & samtimis tali. Eg bjé il anna® verk, ,Utlinur bams”, fyrir fiéra
hétalara og fiorar roddir sem Rytia 6liko texta med éliku innihaldi, allt samtimis, og s& sem st63 mitt & milli
hétalaranna gat alls ekki skilid hvod sagt var.
CH  Langar pig fil ad standa vid mérk hins skiljanlega eda gerirdu pig anwegdan med ad hafa
bara hij63?
MP Jo, ég var nokkud anaegdur med pad éskilianlega, hvemig bad hliemadi, svintyrid, of pvi od ég
vissi ekki hvad myndi gerast. Mig langadi til od heyra mikid af bvi til 08 skynja hvernig heilinn brygdist vid,
hve mikid vaeri unnt od skilia of glymjondanum. Misikbétturinn var lika mikilvaegur, néttiruleg hrynjandi
mélsins. Ef maBur situr eda stendur og hlustar um stund & glymjandann og skilur ekki neit bé verdur madur
hundleidur & honum, hann er skelfilega preytandi. Smam saman fer heilinn 68 né hrynjandinni sem er parna
og fer ad heyra Gt Gr henni eins konar ténlist.
€H  Eni,Peir eru ad koma med kistuna” fannst mér pad gott ad madur var ekki skilinn eftir
med neina venjulega merkingu, pad var &nnur og undarlegri merking sem skiladi sér.
MP Hver texti um sig i ,Utlinum barns® hefur innihald; einn er um einstak atridi © hosi fré
Viktoriutimanum, nékvaem lysing hlutanna, annar um briBarkjél sem var skarinn 1 hengla, pridji um ungo
konu med Ghuga & kynlifi og st ligrdi leikilega aulaleg grein um stjgrnmél. -
CH  Finnst pér pad hvernig b notar malid Or teiknimyndaségum vera i stil vid &nnur verk pin
par sem hugték eru ad breyta edli sinu, ad pessi ord Or teiknisbgunum séu ab flytjast yfir i
tonlist eda hid sionraena? | peim skilningi o handrit pin ad pessum hljé3verkum eru mjsg svo
synileg og hafa sum hver verid gefin Ot sem myndverk.
MP Eg get ekki sagt fil um hvort svo er. Pud er nokku® sem ég legg ekki viljandi | betta. Pessi hljéBverk
hafa préast fré glundrodamali yfir i skipulagBara mal med hrynjandi en eru enn nokkud tilviljanakennd og
full sreidu. Eg er ekki enn ordinn négu gédur | hrynjandinni og tenlistinni i hinu falada méli.
CH PO hefur skrifad pessi verk @ ymsum malum,
MP Ja, en upp & sidkostid hef ég unnid med islensku. Pvi meira sem madur kemst inn | tungumal pvi
vaenna pykir manni um pad og verdur bundnari pvi og hefur minni hug & o8 fast vid Gnnur mél,
CH  Hvada tungumal notadirdu i “Eyetalk” par sem bi syndir texta i sjdnvarpi med tvaer
raddir | hatélurum?
MP “Eyetalk”.er samklipptur texti med amerisku gangstermali. Mér skilst o8 béfarnir, béfahverfin i stéru
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borgunum eins og Chicogo, Los Angeles, hafi eigid tungumél. Pod er midg fianingarrikt | stuthu formi; nékvaemni
i hugtékum og imyndunarafli eru undirstoda tungunnar. Peir hafo ordasambond sem adrir skilja ekki.

CH  “I'm going fo off you", drepa pig, bad var i “The Offs”, hefurdu fleiri desmi?
MP *Slip him a mickey", gefu honum eitur. Eg aetla ekki 0d pykjost einhver sérfrasdingur | amerisku
slettumali. Innfaeddir myndu hlaeja o mér. Eg get adeéins halt skemmiun of pvi og notad pad sem dtlendingur.

CH  Minnir petta mal pig & einhvern héatt & fornislensku?
MP A vissan hétt pvi ad pod er svo stult og nékvaemt. Pod er skéldlegt an bess bé o3 leitast vid od vera
skéldlegt. Eins og i méli Islendingasagna pekkist par hvorki j& né nei. Pau or® eru ekki fil og béfamalid parf
bairra ekki. Eg meina, ef spurt er spurningar er allt eins svarod Ot | hét eda kannski med _okei”. Svarid hefur
hvarki j& né nei, ekki fil 03 felo meininguna eda vera pokukennt. Petta er likara pvi o skiptast & skatum, eins
og skotbardagi. Eg hugsa od peir tali eins og peir skiotast & med byssum.

CH  Ppeta er Or “Eyetalk”: 1 could see that she was sorry too, she handed me o deck of butts

and | pocketed them”.
MP J&, "Eyetalk” var allt um od reykja sigarettur en jafnframt gerist eifthvad | pvi. Einhver situr | bil og
bidur eftir pvi o einhver slskkvi ljésin, bidur alla nétting, reykir prié pakka of sigarettum og gefst sidan upp,
“ramming the car info gear and plowing out”, — _rekur bilinn i gir og pleegir it* — peir tala um ad ,plegjo
", bad er follegt, ekki sati?

CH A myndbandinu halladirdu pér aftur & bak. ;
MP Ja, ég halladi mér aftur & bak svo od pad sast adeins & mér barkakylid, nehd og hakan. Eg var
biinn o8 roka of mér skeggi® — nei, &g var ekki od reykjo. Eg flutti aBeins bessa texta og kyngdi of og til.
-Svo ad aBalleikarinn | forgrunni var barkakylid & mér og i bakgrunni holraesid i Lunddnum.

CH | 83rum verkum hefurdu notad vinsal sénglbg. :
MP Pad er of addaun minni & sakleysinu, minniméattarkennd min gagnvart bessu sakleysi. Eg kann vel
vid hluti sem eru &svikid barnalegir eins og albydulist, bo skilur. Eg kann vel o meta sumt kitsch,
einfeldningslegt, mrﬂaagt asvikid kitsch, Eg sagdi pér od ég hef stundum héfdad fil barnalega smekksins fil pess
ad fullnaegjo vissri einfeldni. Eg hef gert verk sem gott, hrekkloust — &g meina ekki heimskt — einl=gt, fallegt,
barnalegt félk eda bém myndu kunna o8 meta. Eg hef unnid mikid med barmum, ég var od kenna barmum
mérg ar, pad var upp Gr 1960, Eg naut pess, vid bjuggum il mérg verk soman, stér verk. Eg vann alliaf 4
sama hétt og pou.

J&, &g hef lika noted vinsala séngtexta. I einu verkinu er notadur vinsall fexti ,Segd’ ekkl niei, segou kannski,
kannski, kannski”, bessi texti myndar ésynilegan vegg sem lokar of homn i herberginu, | 88ru verki & pessari -
syningu er vinsaell texti um Bjdssa & mjdlkurbilnum sem allar stelpur i sveitinni elska.
CH  Hvernig verdur petta verk & syningunni?
MP brir skilptirar Gfi, 1.d. mjé bronsreema, halfur annar meiri & lengd, rekin fil hals nidur i jraing,
med pennan texta upphleypton: Hver ekur eins og ljén med odra héind & styri? Bjsssi & mjdlkurbilnum, Bjéssi
kvennagull”
tn:g bi vannst med pénkara-hop | Norrkping 1982.
MP J&, peir kslludu sig “The Anti-Society League” - Andfélagslegu samiskin — peir voru sextan ara.
Hépurinn hafdi ymis néfn. Peir skiptu um fat brisvar & dog og nafn & hljémsveitinni einu sinni | viku eda svo.
CH Eitt lagid peirra var “Sorry”.
MP Annad var ,"Belsen was o gos”, mjdg bungur, dramatiskur fexti.
CH | einu fyrri verka spilabirdu ténlist eftir Chopin fyrir hép of folki sem st & goifinu i
herbergi og gerdir negatif mét of folkinu og veggnum & akvednu andartaki. A ténleikum hja
Anti-Society League pé stoppabirdu ténlistarmennina pegar ténlistin st6d sem haest til ad gera i
pabd sinn enn dramatiskari steypu af herberginu med hlutum i pvi og nokkrum dtlinum
hli¢dferaleikaranna. Fannst pér ad gipsid vaeri tonlistin efniskennd og verkin tvé vaeru |
grundvallaratridum élik i tilfinningu sinni fyrir tonlist?
MP Hugmyndin i badum verkunum var od fylla herbergid af gipsi eins og efisgerdri tonlist. Pod kom
bannig it ad verkin eru ad dtliti verulega 8lik en ég var ekki ad reyna od tilka tilfinningu ténlistarinnar i logun
gipsins, formin voru filviljun og rédust of adstaedum, Pad er adeins i nafninu ad madur fer élike
ténlistartilfinningu | verkunum tveimur. | badum tilvikum var gipsoda rymid tekid upp og flutt @ annan stad.
CH  Verkid i Norrkiping var tekid nidur i lok syningarinnar. Hafa fleiri verk horfi?
MP Fyrir og upp Or 1960 var ég o8 vinna Gr mjog brothaettu efni. Eg maladi badar hlidar &
einangrunarplasti, Sidan notadi &g bynni fil 08 fiarlegjo plastid svo od aBeins malningarhidin eda limid, eda
hvad pad ni var, yrdi eftir, miég brothaett. betta voru skilptirar, bad gétu verid nokkur litsterk log mélud
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olveg slitt, plostia var horfid sve ad bau héngu i lausu loffi & virum. Eg gerdi nokkur sh'k verk en ekkert peirra
hehur geymst.

CH Manstu eftir 8drum verkum?
MP Ja, Upp Gr 1960 bijé &g fil litil model of ,sitbasjénum” or nlls konar efni, margs kenar undarlegum
kringumstasdum, bau voru i plastboxum. Pessi médel sendi ég i galleri | Disseldorf, peir @tludu od kaupa pou
en ég pakkadi beim svo shariduglega o pau eydilsgdust 5l & leidinni. Eitt peirra komst olla leid og bod er
myndin af Dorothy lannone r eldspyinastokkum og 88ru déhi. Pad a od verda a syningunni, vona ég.

CH | nyjosta rjédri pinu, ,Varla”, iﬂﬁhmﬁnuihyﬂnﬁkiwh&:hﬂnairbum%nﬂ

gamalli sépu. Hvers vegna valdirdu sapu i petta ridgdur?
MP Eq hef safnad gomlum sapustykkjum of mikilli natni, hugsa® um pau i 16lf ér, geymt pau. Eg kann
@8 meta gamla sépu. Mér finnst hin falleg og pé nokkud dramatisk. Hvert sapustykki a sina ségu, stundum
getur modur s&3 &likt falk | mismunandi sépuleifum, hvernig menn bera sig 1il vid sépuna sina. Hon er i
grundvallaratridum midg snotur, svolifid misikélsk, sépo er misikilsk, hin er sundum svolitid gognsae, getur
verid mjbg brothaett, fallega sképud og med pennan ilm. Eg veit ekki hvers vegna ég kaus 6 vinna med sapu,
safna sapu eda tengja sapu vid radd|jéd.



Magnis Pélsson
4, Mile End Ploce

Fddur a Eskifirdi 25.12. 1929
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London E1 4BH, Englond

1948
1949-1951

1953-1954
1955-1956

1994

1994
1993

1993

1988
1986

1984

1986

1985

1985
1984

1984

1982

1981
1980

1980
1978
1977
1977
1977
1975
1971

1968
19467

Menntun/Education:

Siident/Matriculation

The Crescent Theatre School of Design, Birmingham,
England

Handida- og myndlistaskélinn, Reykjovik/lcelondic
College of Art and Handicraft, Reykjavik

Akndemie fir angewandte Kunst, Vin/Vienna

Einkasyningar/ Solo exhibitions:

Mognis Palsson®, ylirlitssyning, Listasain Reykjaviker,

Kiarvalsstadir/"Magnis Palsson”, refrospective,
Ra;;krtv& Municipal Art Museum, Kjarvolssio3ir
Narla..?, 3 riédur/*Almost never_.", 3 dearings,
Mylistosabnid) The Living Art Museum, Reykjavik
<Enginn gleypir sélina”, raddskilphin/ Mo ene
swollows the sun®, a voice sculpture, Golleri 11,
Reykjavik

Galleri Gangur, Reykjavik

rastubdlkur”, hlisdskilptir Frir 18 Fyfiendur/voice
sculpture for 18 voices, performans/performancs,
Mylistosomid og Borgarleikhisid/The Living Art
Museum and the City Theotre, Reykjovik

Galleri Birgis Andréssonar

Kennsla og kennsla sem listgrein”/“Teaching: The
Craziest Branch of An”, MNlistasofnid/The Living Art
Museum

D& kemmer med kista og henter meg”, leikhisverk
hja Stidentaleikhidsinu/ They're bringing the coffin ko
get me®, a play, the Student Theatre, Reykjavik
Madame Prasident”, performans,/performance,
Henie-Onstad Kunssenter, Hévikaddan,
Moregur/MNorway

De kommer med kisto og henter meg”,

performons “They're bringing the coffin fo get me®,
performance, Henie-Onstod Kunstsenter, Hovikedden
Gulleri Gangur, Reykjavik

Sugustus! My God, | have itl”, :
gufiarmmsfpmfbm Franklin Furnoce, New

Yo

Kennsho: geggjodasta lisigreinin®/ “Teaching: The
Craziest Branch of Art®, & Listohatid i Reykjavik,
Myliskasafnid/ the Reykjovik Arts Festival/The Living
Art Museum

| minningu vinar sem &t his & Akureyri og spilodi
blis & skaflung sinn "/ “In memary of o friend who ale
a house in Akureyri and played blues on his tibia®,
Rauda hisinu/the Red House, Akureyri

Galleri Gangur, Reykjavik

Feneyjotvizeringurinn, Feneyjum/Biennale di Venezia,
Venice

Rouda hisid/the Red House, Akureyri

Galleri Lo, Amsterdam

Gelleri SuBurgata 7, Reykjavik

Gallari A" Amsterdam

Galerie Woalkens, Finsterwolde, Hallandi

Galerie Fignal, Am
Galerie Balderich,
pyskaland/Germany
Galerie Hansjérg Mayer, Shutigart
Asmundarsalur, Reykjavik

ladboch,

1992
1990

1990

1989

1988

1987
1987
1986
1986
1985

1985
1985

1982
1982
1979

1979
1979

1978-79

1977
1977

1976
1976
1976
1976
1974
1973-76
1972
1971

1971

102

Helstu samsyningar /Joint exhibifions:

Skulpturparken, Gau / Gothenburg

Mordisk 40-1al”, Listasofn lslands/Mational Gallery of

leeland, ferdadist um MNordurlénd/iravelling exhibition

in Scondinavia

Mylistasafnid, Lissahétid | Reykjovik ,Fyrir utan gard

og nedan”/"Outside and beneath the gardens”,

«Draumar annama”/ "Other pecple’s dreams”,

raddskilptir /voice sculpture

Maob shop IV, Viborg Teater, Malmé Konstholl, LA

blive trukket op over maven eller bryshet”,

performans,/“To be pulled up over the stomach or the

chest”, performance

Mylistasafnid 10 éra | Listosalni Iskonds/The 10th

Anniversary of the Living Art Museum, exhibition of

the National Gallery, Reykjavik

Galerie Zona , Flarens; albjddleg siming &

békverkum /international exhibition of arfists’ books

JLiteartura®, Kunsthallen Brandis Klaedefabrik/Brondts

Kledafobrik Art Centre, Odense

Syning | Helsinki med verkum vGldum of Nordisk

Konsteentrum, Sveaborg/Exhibition in Helsinki of

works selected from Mardic Art Centre

Gaolleri Gun&ur. Reykjovik

Haskalinn | Ulm, Pyskalandi, alpjsdleg sining &

békverkum/Ulm University, West Germany,

infernational exhibition of arfists’ books

HKonst i Morden 1945-1980%/"Art in the Marh”,

Mordisk Konsicentrum/Nordic Art Cenler, Sveabarg

Borealis 2°, bjedsagan of Morago®/“The Moroga

Legend*, roddskolptir med 10 réddum |

hétlurum /voice sculpture for 10 voices in

loudspeakers, Henie-Onstod, Kunstenter/ Museum,

Héwikodden, MNoregur/!

Jeeland: The Art Revealed®, Franklin Fumnacs, New

York

Musik®, Norrkapings Konstmuseum, Morrképing,

Swipjod, Sweden

Galler] Gangur, Reykjevik

Experimental Environment”, Korpolfssiadir, Reykjavik

Jeeland”, Galerie Zono, Fldrens, & vegum Galleri
7/on behalf of the Galleri Suburgota 7

E Printbiennale”, Englandi

Listasafn Reykjavikur, Kjorvolsstodin/ Reykjavik

Municipal Art Museum, [M.P. og/and %qlur

Larusson, Kristinn G. Hardarson, Pér Yighisson, Kees

Visser)

Elva modema islandska konsingrer”/*1 1 Modemn

*lcelandic Arfists”, Malmé Konsthall

Documenta &°, Kossel, bakverk/book works

Morraena hisid/The Mardic House, Reykjavik [M.P.

og/and Salome Fonnberg, Richard Valtingojer]

Galleri SUM, Reykjavik

“Other Books and s0®, Amsterdam

Galleri SUM |M.P. og/and Birgir Andrésson)
Islensk popplist”/“Pop-Art in leelond, Listasafn
slands/Mational Gallary of lesland, Reykjavik

Llslensk myndlist i 1100 ar*/*1 100 years of leelandic

Arr", Listasafn Reykjavikur/Reykjovik Municipal Art

Musaum, Kjarvalssiodir

SUM-samsimingar/joint exhibitians

SUM & Listohétid | Reykjavik/at the Reykjavik Arts

Festival, Galleri SUM, Reykjavik

Golleri SUM, Reykjavik [M.P. og/and Amar

Herbertsson

SUM IV, Museum Fodor, Amsterdam



SUM Ill, Galleri SUM, Reykjavik

1969

19469 3. Biennale der Ostsesstoaten | Kunsthalle Rosteck

1968 JNordisk Kunst®, Charlatienborg,
Kaupmannahéin/Copenhagen

1940 La Biennale de Paris

1958 Listahétid | Bigrgvin/ Arts festival, Bergen, Norway

Verk i eigu obila/Waorks in public collecfions:

iih\d}bunh shandsbanki bank

Kunsthiblictek, Barin

Listasafn Hasksla Islands/University of lcaland Adt Museum
Listsofn Islonds/National Gallery of leelond

Listosain Reykjavikur/Reykjavik Municipal:

Art Museum, Kjervalsstadir ;

Menfellshar/ Ihe Town of Mosfellsbaer

Nifistarsalnid,/Living Art Museum

Snaelandsskali, Képavegi/a school in Képavogur

Einnig verk | ymsum einkaséfnum | Pyskalandi, Hollandi, italiu og
Spéni/Various private collections in Germany, Holland, llaly and
Spain

find gy of Mobsh

Skipulagdi og rak/organizer op IV
“Performance-languoge-thedtre”, workshop, Hald
Hovegoord, Viborg, Danmérk,/Denmark

Annar af stofendum Hong Kong Press i
Gautobarg,/Co-founder and editor of Hong Kang
Press publishing house,

Gothenburg, Sweden

Kennsla vid Skatens kunstakademi, deildarstjsr
Nylistadeildar, Oslé/Teacher ot the State Academy in
Oslo, Morwoy, leading the experimental deportment
Kennsla (désent] vid AKI/Docent ot Aki, Acodemie
voor beeldende Kunst, Enschade, Holland
Stofnandi/Founder of Mobile Summer Warkshap,
Mob Shep, @ Islandi/in leeland

Kennsla vid ymsa skéla | Hollandi/Guest teacher o
warious schools in Hollond: Rijksocodemie,
Amsterdom, Academie Ambem, Jan van Eyck
Acodemie, Maastricht, og/and De Vrije Academie |

Haag

Kennari vid Myndlista- og handiiaskéla islands. Kom
& it Nylistodeild | somvinnu vid Hildi
Hékonardattur/ Teacher ot the College of Arts and
Crahs, Reykjavik. Leader and founder of the

experimental depariment in co-oparation with Hildur
Hékonardéttir

'lml

1985

1984-85

1962-83
1981
1980-84

1975-84

Békverk, leikhisverk, roddverk/Book works,
) theatre works, vocal works:

1994 Kidtkéssan og Brosiliufraenkan” leikrit, 6flutt/ “The
Stew and the Brazilion ount”, a plalndyﬂ
1994 Norda .....", 3 raddskilphirer og 3 risdur/“Almost
never”, 3 voice sculptures, 3 clearings,
Mylistasalnid/ The Living Art Museum
Enginn gleypir sélina®/“MNo one swallows the sun”, 2
raddskilpirar og 2 rigdur, hliédsnalda digefin of
Galleri 11/2 voice sculptures, 2 clearings, casette
published by Galleri 11

LFrayskatla”, raddskidphir fyrir kér og eintalsroddir,
Rikisitvarpid, Hp&ﬁmaidc tigefin of Galleri
11./keelandic Mational Broodeasting Service, vaice

1993

1992

sculpture for a choir and solo voices, casette published
by Galleri 11.

Sprengd hljédhimna, vinstra megin®/“Burst ear-
drum, left side”, leikrit unnid og synt | samvinnu
Alpyduleikhissing og PieMleikhissing/o ploy worked in
co-operation with the Pecple’s Theatrs and The
Mational Theatre

D& kommer med kisla og henter meg! ™/ They're
bringing the colfin 1o get me”, bokverk /hook wark,
Hong Kong Press, Goulaborg

Madame President”, hljgsnazlda/casette, Hong
Kong Press, Gautoborg

JUtinur bamns”/*Contours of o Baby”,
hljédunmlda/cosete, Hong Kong Press, Gauloborg
JKennsla: geggjodasia listgreinin®/“Teaching: The
Croziest Branch of Ast”, hljédsnzelda/cosathe,
Nilistasafnid/ The Living Art Museum

JKunst og Undarvisningskunst™/Kennsla og
kennslulist/Teaching and Teaching as on art form,
Fyrirlestur | Henie-Onstod kunstsenter, Oslé og
basklingur gefin it of Hong Keng Prass/Lecture o the
Henie-Onstod Kunstsenter, Hovikodden and o booklat
published by Haong Kong Press,
Gautoborg/Gothenburg

Mok Shop Dummy”, bok gerd dsamt Ingélh
Arnarssyni, Oigefin of Hong Kong Press,
Gautaborg/book mada fogether with Ingélfur
Amum published by Hong Kong Press,

i

Augushus! My God, | have it*, leikrit/o play, Jon van

Eyck Academie, Moastrichi, bok og hlisdsnalda, book

and casethe

JThe Offs*, leikrit, prentod i marifine Het Viot /o
blished in the Het Viot | mogazine, AKl,

Acotzmu voor beeldende Kunst, Enschede

1979 og 1981 Eddulsikir fyrir alla*/“Eddic gomes for everyone®,
Seadorn 4. og 5. hefi/4th and 5th edition, Seedom,
Feedorn Verog, Zirich

1991

1987

1987
1987

1984

1986

1984

1984

1983

1973 Hundabék®/“Dogbock®, Edifion Hansidrg Mayer
békaforlogid/Publisher, Siutigart ,

1970 Jutomobile”, verk sem hokt 1970/a project that
started 1970

1966 LPoppirsast”, 158 fisgurra handgerdra béka,
Reykjavik/*Paperlove”, bookwork, series of 4
handmade books

1951-59  leikmyndaieiknari vid Leikfélog Reykjovikur og
Pjoleikhisid/ Scenic designer of the City Theatre and
the Mational Theatre :

195991 Leikmyndahéanun fyrir ymis leikhis & islandi/Stage

designer for various theatres in leslond
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